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faltering waves may be wiser than the modernists.
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1. INTRODUCTION: ANTI-RECONSTRUCTION

Chinese historical phonology is a notoriously obscure field to
the non-specialist, in part because it uses arcane terminology, in
part because of the abstract nature of its key concepts, and above
all because of the intimidating appearance of reconstructions. The
most influential reconstruction was the work of Bernhard Karlgren
(1889-1978), who created a complicated-looking system with many
fine phonetic distinctions, especially among the vowels. Karlgren
conceived of his achievement as the reconstitution of an ancient
language, from the evidence of its modern descendents (our
“dialects”) combined with phonological materials from the venera-
ble Chinese philological tradition.

This paper was read on 2 May, 1999, as “A Pedagogical Anti-
reconstruction for Medieval Chinese,” at the “Conference on the
Past, Present, and Future of the Chinese Writing System,” organized
by Victor Mair at Philadelphia. © 1999 by David Prager Branner
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Today, however, there is a growing sense that Karlgren’s con-
ception of reconstruction confused two very different things. On
one hand, one can reconstruct the true ancestor of the spoken
modern dialects, with some reference to philological evidence; on
the other hand, one can study the philological sources as a rigid
tradition that has sustained the educated readings of Chinese char-
acters. Scholars such as Willem Grootaers, Jerry Norman, and South
Coblin have argued for a firm division between these two concep-
tions (Grootaers 1946, Norman and Coblin 1995; see Branner 1999
for a fuller account of the historical context of these ideas). According
to this philosophy, it is a mistake to think that all historical phil-
ological sources necessarily reflect real spoken language.

Although Grootaers’ division remains controversial in some
circles, the present paper presupposes it as fact, and examines the
ensuing pedagogical need for a purely philological transcription
system that is not a reconstruction. Such a system of transcription
does not pretend to represent the actual sound of any real language
of an earlier time. Rather, it represents the received Chinese scheme
of medieval phonology in the abstract. I have coined the name
“anti-reconstruction” for this kind of transcription, by analogy with
“anti-matter,” to distinguish it from a true reconstruction that pur-
ports to recover actual sounds of earlier times. The anti-
reconstruction is a tool for the study of Classical Chinese and an
adjunct to the study of linguistic history. If it is sufficiently accessible
and unthreatening, it can be introduced to students early in their
sinological educations, and will serve as an aid to later study of
historical linguistics, prosody, and philology. A number of the
transcriptions reviewed here (those of Kennedy, Boodberg, and
Stimson) were designed specifically for the purpose of teaching,
and have already been implemented in the classroom, read aloud,
and so forth.

In the right hands, a Classical transcription can make ancient
literature come alive, although there is a limit to how far one can
go in reading such things aloud. The problem is that classical
quotations can still only be brought into actual speech if they are
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pronounced using modern sounds. In this connection, one may
recall the tremendous conflict in nineteenth-century American class-
rooms over the introduction of reconstructed “Roman” Latin; see
Fisher 1879 for representative arguments.

The present paper discusses medieval transcription systems
that have previously been used, proposes a new system based on
the practical needs of non-specialists, and provides enough infor-
mation for anyone who has had reasonable training in Chinese
historical phonology to use the new system. Students and other
beginners will not easily be able to use the new system without
access to a proper handbook of medieval Chinese character read-
ings. I am now at work on a dictionary and textbook (Branner
forthcoming) that is intended to satisfy this need for non-specialists.

2. Tue Neep For A SvpLE SysTEM OF MEDIEVAL CHINESE TRANSCRIPTION

Karlgren’s reconstruction was extremely complicated typo-
graphically, and there have been two important attempts to simplify
it. The first was the “Romanisation Interdialectique” of Henri
Lamasse (c. 1869-1952) and Ernest Jasmin. By 1930, Lamasse had
devised a hybrid system intended to spell both Mandarin and
Cantonese in a single diasystemic romanization. The following
year, he and Jasmin learned of Karlgren’s work, and decided to
adapt it to their own purposes by simplifying it, eliminating all
diacritics and purely phonetic symbols. The Romanisation Inter-
dialectique was, all along, a pedagogical tool for the teaching of
modern and Classical Chinese, and its organization was somewhat
unsophisticated. For instance, the authors had the good idea of
notating medieval tone categories with a silent letter at the end of
the syllable. Riishéng words are of course inherently recognizable
because they end in -p, -t or -k. The shdngshéng, however, was
represented with silent -h at the end of the syllable, and the guishéng
with silent -s.* It is a sign of the authors’ lack of linguistic sophisti-
cation that they did not leave the pingshéng unmarked as other
scholars did; they added a silent -c to it. For example: kijuec 5% :
kijueh & : kijues ¥ . The Romanisation Interdialectique was used
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in textbooks and dictionaries and a few other Catholic works in
the 1940’s. It served as the inspiration for Y. R. Chao’s General
Chinese system, but otherwise it has ceased to be important.

The second, and linguistically more significant, movement to
renovate Karlgren was the product of American structuralism. It
began with Y. R. Chao’s important 1941 article “Distinctive Dis-
tinctions and Non-Distinctive Distinctions in Ancient Chinese,”
which explored the whole concept of meaningful contrasts in me-
dieval Chinese phonology. In this classic work in the field of Chinese
historical linguistics, Chao removed a number of superfluities in
Karlgren’s transcription, without altering its basic character. “Dis-
tinctive Distinctions” was followed by Samuel E. Martin’s “Pho-
nemes of Ancient Chinese” (1953), written under Chao’s guidance.
Martin reduced Karlgren’s inventory of vowels from fifteen to
eight (including one written only as an asterisk).

The following year, Karlgren published his views, somewhat
in the abstract, on this new movement. He disapproved of the
entire phonemic approach, writing:

The “phonemic” principle is, of course, of great importance in
all language study and it is naturally and inevitably inherent in
every description of any given language. But this simple fact
should not entice us to over-emphasize it and make it the all-
important feature in our language description, to the exclusion
of other aspects of just as great importance in the life of the
language. There is a tendency among modern linguists to ride
this hobbyhorse so blindly as to reduce their efforts to an intel-
lectual sport — to write a given language with as few simple
letters as possible, preferably no other than those to be found
on an American typewriter. This modern trend in linguistics

? These values are clearly reminiscent of the final glottal stop and -s that were
later proposed as reconstructions for those tone categories in Chinese by Haudri-
court (1954a). It is perhaps less well known that in 1906, a Chinese scholar
named Zhii Wénxiong &k X #& proposed a spelling system for Soochow dialect
that used s for the shangshéng and h for the qishéng.
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has unduly simplified and thereby distorted the real character
of the languages so studied.

Moreover, from a purely practical point of view — that of prac-
tical language study and teaching — this craze is inconvenient
and harmful: for many “phonemically” written units you have
necessarily to learn by heart and apply supplementary pronun-
ciation rules, which makes the study far more complicated than
if the phonetically divergent variants of one “phoneme” had
been denoted by different symbols. (1970 [1954]:366-67)

However, scholars since Martin have continued to propose similar
systems, always combining the hated principles of phonemicization
and typeability. There is some basis for Karlgren’s mention of the
American typewriter; most of the simplified systems I have seen
were developed by American structuralists and post-structuralists.
The principle of typeability is admittedly much older than struc-
turalism. In 1873, the Scots divine John Chalmers (1825-1899), a
missionary to China, published a simple transcription system of
41 initials and 30 finals for the Pingshuiytun F7K#8, using no di-
acritics other than a circumflex. He wrote:

As for general spelling of Chinese words, in English composition
I am not sure but the simple plan followed in these tables,
which might be described as the a, e i, 0, u w, and y method,
would be the best of any. I express my own private feeling in
familiar and strong language, when I say, ‘Diacritical marks are
nothing but a bore.” Let those who sympathise with me stand
up for the simple vowel method. (1873:339)

Chalmers’ actual linguistic work was, unfortunately, naive and
trivial, but his essential sentiment remains alive. Below are more
recent voices on the legitimate need for transcriptions of this kind.

George A. Kennedy (1901-1960) was apparently the first to use
a simplified version of Karlgren in the American classroom. Chao
(1983:8-9) mentions haveing seen him use it in a Mencius class at
Yale around 1944. Kennedy described it as an “almost mechanical
transcription” of the system of Karlgren’s Analytical Dictionary
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(1964[1952]:151). I am aware of no systematic exposition of the
Kennedy system, however, and the two works in which he uses it
appear to contain inconsistencies. “Dialect Development”
(1964[1952]) lists many forms, apparently corresponding to the
phonology of the Guangyun /&#. His ZH Guide lists the 106
rimes of the Pingshuiytin, transcribed into a somewhat similar
system (1981 [1953]:152), and the index contains many common
characters placed under the appropriate rimes. Kennedy explained:

It is now 30 years since Karlgren published a complete recon-
struction for Ancient Chinese, but it has not yet become, as it
should be, an integral part of the ordinary activities of sinologists.
Much of the reason for this lies in the cumbrous array of symbols.
It is not a matter of questioning their accuracy, but merely their
form. The purpose of an orthography is to transmit language
for the eye, and it fails to do this unless its forms are easily
recognizable, easily remembered, and easily reproduced by the
familiar instruments of writing and printing. (1953:157)

Kennedy limited his transcription to the capital letters of the English
alphabet. He represented tone using principles inspired by the
Gwoyeu Romatzyh B35 & % 5 system of romanization — that is,
by building them into the alphabetic spelling of the syllable instead
of using tone marks, numerals, or other symbols: KWEI 5% . KWE]
% :KWEY &,

Peter A. Boodberg (1903-1972) designed what he called an
“Alternate Grammatonomic Notation” (1959; cf. Ledyard 1961). It
is a highly condensed transformation of Karlgren, representing
each Chinese syllable with only four typewriter characters, and
incorporating many subtle features. Tone was indicated by cap-
italizing certain of the four letters: kvri $ : kvRi & : kvrl &.
Aspiration of initials was indicated by reversing the middle two
letters: kvri §% : krvi §. Boodberg justified himself this way:

The American student [...] has to operate (at least at the onset
of his academic career) within a graphic tradition which eschews
accents (grave, acute, or circumflex), umlaut, tilde, cedilla, di-
aeresis (this last survivor of the tribe is well on its way to
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extinction in American print), or any other superscript or sub-
script sign. Eventually he will learn to control them, but for a
long time, in a crucial period of his scholastic development,
diacritics will remain mnemonically subliminal for him and
greatly impede his progress towards a full appreciation of the
fundamental problems in the evolution of Chinese. An alterna-
tive grammatonomic notation reproducing as faithfully as pos-
sible Professor Karlgren's transcription in terms of the keyboard
of an American typewriter is [...] not a superfluous luxury or
the manifestation of an idle proclivity for intellectual games,
but a pedagogic requisite on a specific instructional level. Its
purpose may be avowedly evangelistic, but it is not necessarily
unorthodox or subversive of authority. (1959:213)

According to his student Gari Ledyard (p.c. 1998), Boodberg was
self-taught in historical phonology and his notation was thought
“disgraceful” by the Karlgren circle. Even if his transcription is
highly unusual, however, his argument for typeability is clear and
practical.

Hugh M. Stimson offered his own revision of Martin in a study
of the Zhongyudn yinyun ¥ & &4 (1966), and later incorporated
it into a wonderful textbook of Tang poetry intended to be used
by students with no background in Chinese (1976). The one symbol
not found on the standard American typewriter of the day, s, can
be replaced with @. Stimson’s justification of such a typeable tran-
scription contains a pointed rebuttal of Karlgren:

Because in dealing with M[iddle] C[hinese] we are dealing with
a language much of whose phonemics is overtly expressed in
the data but whose phonetics can be observed only indirectly, I
find a transcription based on phonemic principles more realistic
than one that tries to represent phonetic detail. Karlgren’s tran-
scription is an example of the latter, especially in its earliest
forms. His finicky attention to dubious distinctions [...] is waste-
ful and gives a false impression of scientific accuracy. Most
important, such a transcription conceals the phonological struc-
ture. (1966:27)

Stimson represents tone economically with tone marks. Only the
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shdangshéng and qushéng are marked: giusi 5 : giudi & : giudi
B:=N
2]

Not all the adherents of simplified transcriptions were so hostile
to Karlgren. Edward H. Schafer (1913-1991), for instance, wrote:

Unfortunately the standard, conservative reconstruction of Me-
dieval Chinese [...] that we owe to the pioneer labors of Bernhard
Karlgren [...] is so loaded with diacritics and special symbols
that its use outside of technical linguistic studies makes words
look awkward or even forbidding. The reader’s mind boggles
when these hypothetical forms turn up in a text meant to be
read continuously and smoothly. A conversion of this system
of spelling into a much simpler romanization has long seemed
desirable. The late George Kennedy used one in some of his
publications, but never promulgated the complete system. Now
I have been bold enough to devise one, purely as a matter of
convenience, and entirely without any idea of improving on
Karlgren’s reconstructions or indeed of making any sort of sci-
entific contribution. It employs only one diacritic sign, and will
give the illusion, if nothing more, of pronounceable words.
(1967:3)

Schafer, who had no interest in the technical aspects of reconstruc-
tion, was very sympathetic to the work of both Karlgren and
Pulleyblank, but in matters of pedagogy he saw the clear need for
a non-specialist transcription.

Late in life, Y. R. Chao made a general statement about the
need for a simplified system of pedagogical transcription, in con-
nection with his “General Chinese”:

The teaching and study of historical Chinese phonology [...]
both in China and in the West has so far been done on the basis
of the dictionary [Qieytn 78] of 601 A.D. or of [Gudngyun] of
1007 A.D. While a small number of students specializing in
Chinese phonology sooner or later, usually later, get to know
the system, nothing is acquired by the usual student of Chinese,
after having taken such a course, that is comparable to what a
student of Old English may get by taking, say, a course in
Beowulf. A system of General Chinese of the phase outlined
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here, with the aid of the romanization without new phonetic
symbols or diacritics will make it possible for the non-linguistic
student of Chinese to make part of his equipment a more “gen-
eral” knowledge of the Chinese than can be obtained from the
knowledge of any one single dialect, instead of having to be
satisfied with a useless smattering of the names of books and
lists of rhymes, as one usually carries away, if at all, after a
course in historical Chinese phonology. (1983:4-7)

General Chinese, however, was not a transcription of medieval
formal phonology at all, but rather a kind of diasystem, designed
to represent the variation among the major dialects within a single
system. In this respect it fulfils the intention of the Romanisation
Interdialectique of Lamasse and Jasmin. General Chinese is not an
“anti-reconstruction”; it is like a true reconstruction in that it at-
tempts to account for the genetic similarities of real spoken lan-
guages. Chao rejected the idea that a system as complex as Karlgren's
was suitable for use as a diasystem, and, after introducing simplifi-
cations, he also added certain distinctions that are not made in
medieval phonology. Like Kennedy, he used a form of tonal spelling
rather than diacritics: cui  : cue & : cuy &.

William Baxter’s Handbook of Old Chinese Phonology (1992)
begins by streamlining Karlgren’s reconstruction. Baxter writes:

The notation I introduce here is not intended as a reconstruction;
rather it is a convenient transcription which adequately repre-
sents all the phonological distinctions of Middle Chinese while
leaving controversial questions open. It is my hope that it will
be acceptable and useful as a common notation for scholars
who may disagree on the details of Middle Chinese reconstruc-
tion. (Even those who may not wish to adopt it as a standard
notation may find it useful for some purposes since, with certain
simple substitutions, it can be made fully typable and is thus
easy to use in computer applications.) There is no reason why
we should be without a satisfactory notation for Middle Chinese
while waiting for the remaining controversial points of interpre-
tation to be resolved. (1992:27)

Baxter’s transcription, like the others mentioned above, retains most
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of the phonetic realism of Karlgren’s original conception. Its in-
novation consists of embodying ideas developed by many scholars
after Karlgren’s time, especially with respect to main and medial
vowels. Baxter notates tone with silent consonants at the end of
the syllable, following a practice of Li Fang-Kuei (another adherent
of anti-reconstructions): -X for shangshéng and -H for qushéng:
kwij §% : kwijX & : kwijH &.

There is an important point in all of this. Apart from Chao’s
General Chinese, every one of these transcription systems takes
Karlgren’s work as the foundation and then modifies it. However,
I said at the beginning of this essay that I would assume that
Karlgren worked from a mistaken premise. He thought the received
phonological framework represented one and the same medieval
language as the ancestor of the dialects, and his reconstruction
was designed to account for both sets of information. Once this
position is rejected, there is no need to retain Karlgren’s recon-
struction as the foundation of the anti-reconstruction.

What should take its place, then? The most original reconstruc-
tion published since Karlgren’s time is arguably that of Edwin
Pulleyblank, but it is also extremely complex typographically. The
several medieval reconstructions of the eminent Wéng Li 7
(1900-1986) are simpler, but they still use a number of typographical
symbols found outside the basic American keyboard. And both
Pulleyblank and Wéng Li appear to hold the same position as
Karlgren on the basic unity of speech and text, which I have rejected.

Pulleyblank has harsh words about Baxter’s philosophy:

Unfortunately, I do not think this ‘notation,” in spite of its (near)
‘typability’ on a standard keyboard, satisfies the essential crite-
rion of representing “all the phonological distinctions’ of the
Qieyun without getting into realms of controversy. It does not
even pretend to be strictly phonemic in the old-fashioned sense
and, by eschewing phonetic interpretations for his alphabetic
spelling system, he has even less basis for saying that the letters
he uses stand for ‘bundles of distinctive features.” What it does
do, as I see it, is to enable Baxter to avoid commitment on some
basic aspects of Qiéyiin phonology that present difficulties for
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his theories about Old Chinese and that he prefers to interpret
in the light of these theories rather than on the basis of what is
strictly relevant, the contemporaneous evidence of the Middle
Chinese period itself. (1993:339)

To this, Baxter replies:

Pulleyblank’s attacks on my treatment of Middle Chinese are
mostly based on the argument that if my notation for Middle
Chinese were a reconstruction, it would not be a good one. I
quite agree, but I made it quite clear that it was not intended as
a reconstruction, so most of these criticisms are simply irrelevant.
(1994:158)

An analogy might be drawn to the system of ‘transliteration’
used in cuneiform studies. In this system, each cuneiform sign
is represented by a unique conventional transcription: different
signs to write the syllable /Su/ are represented by notations
such as $u, 84, st, and so forth; different scholars will transcribe
the same text in essentially the same way, even though their
interpretations of the phonetic details may differ. And it would
be pointless to take u, 4, and @ as elements of a phonological
analysis. (1994:148)

My view is that the value of the “typeable” approach is exactly,
as Pulleyblank says, “to avoid commitment on some basic aspects
of Qiéyun phonology,” and that, as Baxter and the others say, this
is nonetheless a valuable tool. Students, sinologists who are not
specialists in this field, and historical phonologists alike all need a
convenient way to represent medieval phonology in its outlines,
without committing themselves to complex and realistic phonetic
representations on which much disagreement remains. I suggest
that such a transcription should be based directly on the abstract
categories of the native Chinese tradition. Baxter writes:

Actually, in Chinese-language works there already exists a more
or less standard notation for Middle Chinese pronunciation, in
which the pronunciation of a syllable is specified in terms of
traditional phonological categories. [...] My transcription repre-
sents the same information, but in more convenient and easily

11



Branner: Neutral Transcription for Medieval Chinese

graspable form. (Baxter 1992:816-17 n. 25)

I propose to transcribe the standard Chinese notation that Baxter
mentions, but to do so more directly, without reference to Karlgren.

3. DING SHENGSHU’s STANDARD NOTATION

This notation appears to originate in the 1958 handbook of
medieval phonology by Ding Shéngshu T ##t (1909-1991?) and
Li Réng Z%. It is now found, with some variations, in a number
of other reference works. I shall refer to it here as “Ding’s notation.”

Ding’s notation consists of the names of the six main phono-
logical categories in medieval Chinese, strung together: she %,
kai-hé F4&, déng ¥, sishéng @ # (below, “tone”), yun 8 (“rime”),
and shéngmti ## (“initial”). For the benefit of non-specialists, I
offer brief definitions of each. More detailed general English treat-
ments may be found in Baxter 1977:1-42 and Hashimoto 1978:15-62.

It is useful to remember that these phonological categories are
universally recognized as categories, even though their phonetic
or historical interpretation is sometimes bitterly disputed. For in-
stance, even if we do not know what a certain tone category may
actually have sounded like in medieval times, we know with cer-
tainty which characters had readings in that tone category and
which characters did not. That is true for the medieval period,
because we have detailed rime-books from that period, embodying
a tradition of formal phonology. For earlier periods, however, our
knowledge of phonology is much more sketchy.

Most of the medieval categories are named by “exemplars,”
characters that belong to the specific category that they are used to
name. A well-known example is the names of the four tone cate-
gories: ping ‘¥, shang £, qu %, and ra A. The word ping itself
belongs to the ping tone category, the word shiang belongs to the
shdng tone category, the word gi belongs to the g1 tone category,
and the word ri belongs to the ri tone category. The four names
ping, shiang, qu, and ri are thus exemplars of their categories. The
names of the various initials, rimes, and shé are likewise exemplary.
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“Initial” and “rime” refer to the beginning and end of a syllable.
Usually the initial is a consonant, although there is also such a
thing as a “zero initial”: if the syllable begins with a vowel, we say
that its initial is the zero initial. The rime is what remains when
the initial is removed. For example, in the word ban, the initial is b
and the rime is an. In the word tswi, the initial is ts and the rime is
wi. In the word ung the initial is zero and the rime is ung. The
rime is also sometimes called the “final,” although there are some
technical differences between the two terms. “Rime” or “rime cate-
gory” is the preferred translation for the Chinese term yun #. I
prefer to retain Karlgren's spelling “rime” in the sense of “formal
phonological category of rhyming sounds,” and reserve the spelling
“rhyme” for the sense “rhyming word” or “rhyming sound.”

“Tone” may be any one of four medieval categories, the sishéng
m %, which are not exactly the same as the well known four tones
of modern Mandarin. Of the medieval tones, the two easiest to
remember are the pingshéng F %, which is the largest group, and
rushéng A%, whose words end distinctively in -p, -t, or -k. The
two other tones are shangshéng L% and qushéng 2 #. Note that
the name shdngshéng is traditionally pronounced with shdng in
the third Mandarin tone, rather than the fourth tone; however,
some eminent linguists prefer the reading shangshéng. The ancient
sound of these tones is a disputed question, as is their non-tonal
origin, but in medieval times the four tones must have been contour
pitches of the same kind as are heard in Chinese dialects today.
Most rimes have correspondents in other tones, as illustrated in
the Tables, beginning on p. 62. For instance, the rime zhi X belongs
to the pingshéng, but is considered to correspond exactly to the
rimes zhi it in the shangshéng and zhi & in the gushéng. Tradi-
tionally, tone is considered part of the rime.

The “shé” (literally, “gatherings”) are a set of 16 categories
that are used to classify the rimes. There are more than 200 rimes
in the medieval system, and each of them falls into one and only
one of the 16 she. Without going into too much detail, it can be
said that she are useful for making sense of the large number of
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rime categories in terms of modern pronunciation.

(Shé are, properly speaking, part of the apparatus of Song
dynasty phonological science. In terms of the traditional Karlgrenian
reconstruction, they are understood as convenient groups of rimes
with similar vowels and the same final consonants. Karlgren’s
first reconstruction, for instance, presented eight contrasting rimes
of shanshe this way:

Karlgren: Zan M an an A ien 4 ien %
ien
1@ van #l, wan

All of these forms end in an n, preceded by varieties of a or e
sometimes with medial i Karlgren’s early reconstructions
distinguished medial u and w. For comparison, here are the same
rimes in Pulleyblank’s two 1984 transcriptions:

Early Middle: & an # an len /Lian 4 ian & en
1@ wan #l, wa'n

Late Middle: ® an M aan i aan 7T ian 4k ian % ian
# uan M, waan

It is one of the primary goals of the present paper to eliminate all
complex vocalism from the representation of medieval Chinese.
Here these eight rimes are written:

present paper: ® an, # an, i an, 7T an, #ban, & an,
1@ wan, #l, wan,

The shé should not be viewed as purely abstract constructs. Edwin
Pulleyblank argues that they correspond to real rhyming categories
actually found in certain styles of poetry in late Tang times. From
this he has concluded that they reflect a type of medieval phonology,
which he calls “Late Middle Chinese”, from which he says most of
modern Chinese derives. Close inspection of rhyming, however,
reveals that not all the shé had fully formed by the late Tdng, and
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there are in any case a number of competing rhyming traditions.)

Tone and shé are features that are inherent to the rime; they
are categories into which whole rimes are classified uniquely. Ding’s
notation includes them redundantly. The two remaining features,
however, are not redundant.

“Kai-hé’ refers to whether a word is “kaikou ¥ @” (“open
mouth”) or “hékou & 2” (“closed mouth”). There are some sub-
tleties to the phonetic interpretation of this feature, but in a general
way we can say that hékou refers to syllables with a rounded
vowel after the initial, while kaikou refers to all others. Traditionally,
kai-héis considered to be part of the end of the word rather than
the initial, but in most cases it needs to be expressed explicitly in
addition to the rime.

The term “déng”’ is often translated “division” or “grade,”
among other things; I prefer, however, to retain the ambiguous
Chinese term, which literally means “level” and refers to the rows
of the traditional Chinese rime-table. The most important thing for
the non-specialist to know is that there are four déng, and each
rime can be classified into one or occasionally divided into two of
them. The concept of the déngis thus an important tool for distin-
guishing separate rimes within a given sheé. It is strongly advised,
however, not to burden beginning students with more information
than this.

(The question of what the four déng actually represent in
phonetic terms is one of the most hotly disputed in this field, and I
will not address it at length here. In terms of phonological
organization, however, it seems that the various deng correspond
to different patterns of “initial codccurrence”. If a rime category
can appear with any of the initials zhang %, chang &, chudn #5,
shii %, shan #, ri B, xié 48, qun #%, or ydng ¥, then that rime is
sandeng or “third déng.” The primary contrast in medieval
phonology is between sandéng and non-sandeng. If a rime category
is not sandéng and can appear with any of the initials zhi %=, ché
X, chéng &, zhuang #, chii #1, chéng %, or shéng %, then that
rime is érdéng, or “second déng.” All remaining rimes are either
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yidéng or sidéng, and these can be distinguished by Mandarin
pronunciation: sidéng words have a high front vowel ([i] or [y])
after the initial, and yidéng words do not. Phonetic interpretations
of these correspondences inevitably lead to reconstructions that
make extraordinarily fine distinctions.)’

Before Ding, Chinese reference works would traditionally give
only rime and initial, usually in the form of a fangié K47 gloss.
Ding’s innovation was to include explicitly the four other more
general categories, which appear before the names of the specific
initial and rime. Here is an example: Ding’s notation for the character
xié & is B = k£ %, This tells us that xié & belongs to the rime
35-md % and the initial xin *3. It also reminds us (redundantly)
that the rime 35-m4 belongs to the shangshéng L& tone category
and is classified under Jidshe f&#%. It further tells us that within
the rime 35-md, which contains both kaikou and hékdéu words and
both érdéng and sandéng words, the reading of xi€ is classified as
kaikou B @ and sandéng = 3.

Another example: the character mai ¥ is assigned the notation
% B — %219, This reminds us, redundantly, that mai ¥ belongs
to the rime 15-gua 3t and the initial ming #. Rime 15-gua #h
belongs to the gushéng tone and is classified under Xieshe % #%.
Among the eight rimes in Xiésheé, comprising all four déng and
both kaikdu and hékdu varieties, it is classified as kaikdu and
erdeng.

How is this information to be transcribed into Roman letters?

’ Note that there are thought to be at least two different kinds of sandéng.
Some sandeng rimes occur only with labial and velar-laryngeal initials, and
may be treated as a different type of rime from those that appear with all
initials. In the present system, the first kind is always written 3a; any sandéng
rime not written 3a is of the second variety.
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4. A New TRANSCRIPTION

I propose in principle to transcribe each category uniquely
and as explicitly as possible. In reality, however, it sometimes
happens that rime does not need to be specified, because the rime
is uniquely described by a combination of the other categories. For
example, some she (such as Jiangshe Z#%) contain only a single
rime, in which case rime does not need to be specified apart from
shé Some shé (such as Xidoshé %) contain several different
rimes, but only one rime per déng, in which case rime does not
need to be specified apart from shé and déng. Still other she (such
as Guoshe R#%) contain two rimes within a given déng but one
of them is the hékou version of the other, and so again rime does
not need to be specified apart from shé, kai-hé, and déng. One
only needs to specify the rime when the shé is one of those that
contain chéngyun ¥4 (literally “duplicated rimes”, meaning that
there is more than one contrasting rime within the same kai-hé
and déng in a given she).

For this reason, my transcription system uses shé in place of
rime, and rime distinctions are specified only where necessary.
Below is a list of the 16 shé spellings.

Tongshe #4#: ung Guoshe Rik: e
Jiangshe ‘Z#%: ong Jidshe fE 4 a

Shénshe &#: em
Xidnshe & ##%: am

Shanshe 1L#%:
Xidoshe 7 3%

Zhishe o3& i Dangshe Z#%: ang
Yushe ##%: o Géngshe 1 4#%: eing
Xieshe %&#%: el Zengshe % #%: eng
Zhénshe #%#%: en Liushe #&#%:  ou
an
au

In the spellings e, en, and eng, the letter e is intended to represent
a central vowel similar to schwa (s), or to the Mandarin pronunci-
ations e en, and eng. The rime em should be pronounced with the
same vowel. But the exact pronunciation of these 16 spellings is
not of the essence, as long as they are kept distinct.
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(While reading the discussion below, the reader may wish to
consult the tables beginning on p. 62 to see specific examples.)

Tone is conveniently transcribed after the manner of the Ro-
manisation Interdialectique, Li Fang-Kei, and Baxter. Rushéng is
recognized by its -p, -t and -kendings. Pingshéngis left unmarked.
For shangshéng I use a silent final -Q reminiscent of the glottal
stop reconstructed for this category, and for giishéng I use a silent
final -H. The student who is accustomed to Pinyin should be re-
minded that the -Q in this system and the Pinyin initial g are
totally unrelated, and also that -Q does not stand for gishéeng.
Tonal -Q and -H are capitalized to draw attention to the fact that
they are not ordinary parts of the rime. (In the tables at the end of
this paper, it will be seen that the shangshéng and qiishéng columns
contain only spellings ending in -Q and -H, respectively.) In the
classroom, it is perhaps best if medieval shangshéng words are
pronounced in Mandarin tone 3, and medieval giishéng words in
Mandarin tone 4. Riishéng words may be pronounced with a falling
pitch if so desired; however, their stop-endings are their distin-
guishing characteristic.

Kai-héis a simple feature, usually reconstructed as the absence
or presence of rounding at the beginning of the rime. In the tran-
scription, hékou is represented economically by a medial -w- placed
between the initial and the she, leaving kaikou unmarked. One
complication, however, is that certain shé lack a kai-hé contrast
but are considered to belong entirely to the kai or the hé type. For
instance, it can be observed in the Tables at the end of this paper
(p. 62) that Tongshé #4% and Jiangshe both lack the kai-hé distinc-
tion, but Tongshé is treated as innately hékou and Jiangshé as
innately kaikou. Yishé ##% and Litishé ##% both lack the kai-hé
distinction, but Yishe is treated as innately hékou and Lidshe as
innately kaikou. It is necessary to indicate this non-distinctive kai-hé
in such a way as not to confuse it with distinctive kai-hé. She
which are innately hékou begin with a vowel -u-, while contrastive
hékou is represented by medial -w-. (In Appendix 1, p. 78, anti-
reconstructed forms are listed in two columns, with kaikou on the
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left and hékou on the right. It should be clear at a glance that
hékoéu rimes begin exclusively with w and u, and kaikou rimes
with any other vowel.)

Déng is represented in Ding Shéngshi’s notation by the nu-
merals 1 to 4, and I feel it is best to retain his extremely neutral
symbolism in the transcription. That relieves the student of the
burden of trying to understand (and pronounce) any of the various
and not wholly satisfactory features that have been proposed to
explain the deéng phonetically: combinations of medial -i- and -j-,
vowel quality, vowel length. In the present transcription system,
déng remains an abstract feature according to which rimes are
classified, as it has traditionally been understood by Chinese pho-
nologists, rather than a concrete phonetic feature, as seen by much
of the post-Karlgren world.* The déng number will appear after
the rest of the word, separated from it either by a hyphen or by
being lowered in subscript. For example, Dangshe % # rimes are
all spelled ang. The sole yidéng rime, 11-tdng &, is spelled ang-1
or ang,, and the sole sandéng rime, 10-ydng 4, is spelled ang-3or
ang,.

In cases where a chéngytun €48 rime (see p. 17) needs to be
specified, this is accomplished by a lower-case letter of the alphabet
placed after the déng number. For example, Shanshé W13 contains
two eérdéng rimes: 27-shan M| and 28-shan i (to name only the
pingshéng varieties). All Shanshé rimes are represented by the
spelling an, and since 27-shan and 28-shan are classified as érdeéng,

* By omitting all medial vowels and consonants, I also wish to prime the
student for the medial-free treatment of the sandéng proposed by Edwin
Pulleyblank, part of what he calls his “campaign against the ubiquitous medial
yod” of more than three decades (1994:73). Jerry Norman has developed a
somewhat different anti-yod analysis (1994). Although both proposals are as
yet tentative, I feel the yod-less approach is a marked improvement over Karlgren,
and so have omitted all medials from the present anti-reconstruction.
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they are both written an-2 or an,. However, 27-shan #| is represented
as an-2a or an,,, and 28-shan i as an-2b or an,,. The purpose of
separating information about déng and rime distinctions from the
rest of the transcription is to prevent the transcription from becom-
ing too complicated-looking. Indeed, for some pedagogical uses,
this information is frankly superfluous. If a non-specialist wants
to read Téng poetry aloud, for instance, or to study prosody in a
general way, or to discuss alliterative and rhyming binoms, he or
she needs a spelling system that is reasonably simple. There is no
need in such cases to make all the distinctions, and the extra infor-
mation about déng and rime contrasts may safely be omitted or
ignored. When more exact kinds of study are involved, such as
the study of fine details of prosody and rhyming, etymology, or
the history of the language, then this extra information is available
in the anti-reconstruction.

It may be objected that the 16 shé give only a very rough idea
of rhyming distinctions in medieval poetry. This objection is valid.
There is even one important case of cross-shé rhyming in Tadng-time
rhyming practice (the téngyong usage of 7T an,, with & and &
[w]en,, about which I shall say more below). The shé do, however,
make a few of the gross medieval distinctions that are lost to
modern students who know only Mandarin. For example, the two
shéending in -m (Xidnshe B#% and Shénshe R##%) are distinguished
from those ending in -n (Shanshe \u#% and Zhénshé $&#%), whereas
in Mandarin they are merged. Rushéng rimes are clearly distin-
guished from true open-final rimes, and their relationship to rimes
in other tones becomes evident. One of the most important differ-
ences between medieval rhyme-words and their Mandarin readings
is that Mandarin sometimes creates distinctions that obscure the
rhyming quality of the original text. In such cases it is useful to
have a transcription that eliminates unwanted distinctions, even
at the expense of some of the wanted ones. Several examples are
given below.

Medieval poetry rhymes according to several systems, depend-
ing on its type and provenance. Individual poets also vary consid-
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erably in how strictly or laxly they observe the rules of the systems.
It is my experience that no single reconstruction or transcription
system can suffice to make sense of the rhyming in all medieval
poetry. Probably only a handbook such as Wang Li (1987), which
offers four different reconstructions for the period from the
Nénbeéichdo to the Song, could begin to be sufficient to the task.
But how would beginning students take to the complexity of such
a reference work? I feel it is preferable to use the much simpler
system described here, which makes all of the exaggerated rime
distinctions of the Qiéytin system. Where it is necessary to observe
less exacting rhyming patterns, the student can learn to identify
these patterns as special mergers of rimes, in terms of the Qiéyun
system. For reference, I have included a table of one of the main
alternate rhyming systems, the Pingshuiytin, beginning on p. 87,
below.

The initials of standard medieval phonology are an area in
which the received system is not as conservative as the best early
source, the Qieytin rime-book. I have therefore made a number of
simplifications. The labiodental series (initials féi JF, fi %, feng
A&, and wéi #°) has been omitted, because it is not known until a
late stage of the medieval phonological system; the contrast between
the bilabial and labiodental series is not present in the Qiéyun. In
the transcription, therefore, féi 3 has been merged with bang ¥,
fii $& with pang %, feng & with bing %, and wéi # with ming .
It is likely that labiodentals were in the process of forming in some
varieties of Chinese during the Tang period, but they were by no
means either universal nor considered intrinsic to literary language,
and so they are omitted even from the Song dynasty Gudngyun
and Jiyun.

The nidng 4% initial is considered to be merged with ni &.
Initials xid & and ytin & are considered to be allophones of a

> Note that this initial should be called wéi in phonology, even if one ordinarily
(following Mainland practice) pronounces this word wéi.
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single initial: in sandéng words this initial appears as ytn =, and
in all other déng as xid [£. This last merger gives a somewhat
more ancient flavor to the transcription system than the others
(the absence of labiodentals and nidng) do.

There are two things that will need to be emphasized to the
student who first faces this table. First, one must try to make a
clear distinction between the voiceless unaspirated and voiced ini-
tials, which is not always easy for English-speakers to do (for a
historical sidelight on this problem, see Branner 1997:235-242). One
solution is to pronounce the voiced series in a breathy manner
(with [&], which may be described to students as “heavy breathing”).
Second, the letter h appearing in the voiceless aspirated initials is
only a marker of aspiration: ph is not pronounced as in English
phonebut as an ordinary aspirated English p; th is not as in English
thinbut as an ordinary aspirated English ¢.

The 35 resulting initials are listed below, in two sets, for reasons
of space. First, the stops and affricates:

voiceless voiceless voiced
unaspirated aspirated
labial bang¥ p pang % ph bing# b
dental duanss t toutzr  th ding € d
retroflex dental zhi#= tr che it thr chéng /& dr
sibilant jing# s ging#  tsh cong #  dz

retroflex sibilant zhuang #* tsr chi#n  tshr chéng % dzr
palatal siblant  zhang ¥ tsy = chang & tshy shani® ° dzy

velar jian &k qgi%’” kh qun g
laryngeal ying%®  [zero]

® Note that this initial should be called shan in phonology, even if in other
circumstances one pronounces this word chdn (among other readings).

” Note that this initial should be called gi in phonology, even if in other
circumstances one pronounces this word xi.
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Fricatives and sonorants are as follows:

voiceless voiced

fricative fricative nasal liquid
labial — — ming ¥ m
dental — — nfR n  ldik 1
retroflex dental — — — —
sibilant xins s xiéH~dz — —

retroflex sibilant shéng £ st — — —

palatal siblant shu % sy chudn#zy ri# ny —

velar — —

laryngeal xidgo% h xidE } gh — yang ¥ °y
! — yun =

The letter rthat appears in the spellings of the retroflex initials
may be pronounced any way the student finds convenient. Person-
ally, I find it easiest to pronounce it as a trilled or flapped r (a
sound familiar from Spanish and Italian) because this makes it
least likely to interfere with the vowels following it.

Letter y should always be pronounced as in English yellow;
ghis a velar fricative [y]; and ng is a velar nasal [n].

Ding’s notation ignores the well-known chéngniti ¥ # initials
appearing in rows 3 and 4 of the rime-tables with labial and velar-
laryngeal initials, and the duplicated initials found elsewhere. The
reader may omit these distinctions; so # and # would both be
transcribed as pet,,, and + and & as zriQ,,. Similarly, ¥ is
transcribed as driH,,, treating it as a doublet of the chéng &
initial. But the chdongnit distinction is incorporated easily by the
addition of another symbol, x (third row of the rime tables) or y

® This initial is also called yi ¥4, which however can cause confusion with y7 %%
when named in Mandarin, as the Chinese do: yimu #2# vs. yimu vYA#. For this
reason I will always use the name ydng rather than yi for it.

23



Branner: Neutral Transcription for Medieval Chinese

(fourth row): I propose writing # as pet;, and % as pet,, .

It bears repeating, and it must be emphasized to students that
although this system can and should be read aloud, it is not intended
as any sort of reconstruction. It is no more than a plain way of
identifying medieval Chinese phonological categories using a sim-
ply romanized spelling system. I recommend using the term “me-
dieval transcription” when teaching, rather than introducing either
“reconstruction” (which implies phonemic realism) or “anti-
reconstruction” (my own neologism).

5. ExampLEs OF THE PEDAGOGICAL USE OF THIS TRANSCRIPTION SYSTEM

At the request of some readers of early drafts of this essay, I
have prepared transcriptions of a few items as examples of how
the system described here can be used in the teaching and study
of classical literature.

Before beginning, it is best to remind students that romaniza-
tions are simply conventions for representing sound, and the same
sounds can be represented by many entirely different spellings.
For instance, the Mandarin pronunciation of the character ¥ can
be represented as follows:

name of system spelling
Pinyin zhd
Wade-Giles cha
Mandarin Phonetic Symbols By s
Gwoyeu Romatzyh jar
International Phonetic Alphabet tge 7

Students must be awake to the fact that romanizations and spelling
systems are ways of writing sound, and not sound itself. Once this
is understood, there is no difficulty understanding that a single
sound may be written in a number of entirely different ways, all
representing that single sound with perfect accuracy. The tran-
scription employed here represents not the real sounds of ancient
times, but abstract information that we have about those sounds.

24



T’ang Studies 17 (1999)

5.1. Basic Ruyming

The most vivid use of any medieval transcription in the service
of general Sinology is the illustration of rhyming. Students can
usually understand in principle that the reading language of medi-
eval times was quite different from Mandarin. In practice, however,
many medieval poems appear to thyme, or nearly rhyme, in Man-
darin, especially when the rhyme-words are in the pingshéng and
fall within a single Qieyuin rime, as is often the case in jinti ¥ #%
-style poetry. If Mandarin will do, the student may wonder what
the fuss is about. In my experience it is best to begin the study of
rhyming with exactly such neutral pieces, and then move on to
more difficult cases. As an example, here is “Jiangléu yeyan T4
& %" of Du Fu #£ #, with Mandarin transcription:

1 # A AR & B
dui yue na wu jiu
2 N # i %1 pad
deng l6u  kuang  you jiang
3 ¥ & 5 g #
ting gé jing bai fa’
4 S . ¥ i3 (]
xiao wl ta gitt chuang
5 1% & 7 #a %
zun yi tian xiang xu
6 2 BS rix - %
sha ou bing yi  shuang
7 & i 3 B ¢l
jin lian jun zui dao

? Some teachers and students will prefer the reading fa, but there is no difference
in meaning.
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8 Ed % k N %

geng jué pian xin  xidng

After seeing a few poems, students will easily grasp that the rhyme
in medieval poetry is almost always restricted to even-numbered
lines, with the first line of a stanza sometimes joining in. In the
present poem, the four rhyme-words are printed in boldface. It
should be clear to the student that jiang, chuang, shuang, and
xidng all more or less rhyme in Mandarin, even if the rhyme is
between iang and uang, and even if the last rhyme-word is in tone
2 instead of tone 1. It will be useful here to introduce the transcription
of the four rhyme-words: T kong,, & tsrong,, % srong,, and ¥
ghong, . The student can see that, in medieval transcription, the
small Mandarin differences among these words evaporate. They
all belong to a single rime (ong) and a single tone category (ping-
shéng). If the teacher wishes, this is a good time to explain the
relatively simple phonological rules underlying the two Mandarin
discrepancies, and I now digress to review them. It is a fact, easily
confirmed, that phonology is easiest for beginnerse to learn when
it can be related to Mandarin (or whatever variety of Chinese the
student can read) and to literature.

DiGRessiON ON THE TEACHING OF PHONOLOGY

My comments here apply to the teaching of phonology to non-
specialists, i.e, to students of literature or history or in general
classes devoted to the history of the Chinese language. Specialist
courses in historical phonology will perhaps begin at a much higher
level of instruction.

1. The student should be introduced as early as possible to the
list of initials. (A list of the initials, tabulated according to the
traditional categories, is provided in Appendix 2, p. 86, below.)
“Clear” (ging ) initials in a pingshéng word produce Mandarin
tone 1; “murky” (zhud #) initials produce Mandarin tone 2. (Some
tone 1 and 2 syllables are rishéng, of course, not pingshéng.) At
the earliest possible moment, students should be given the assign-
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ment to learn the initials by heart, together with their manners
and places of articulation. They look daunting, but can easily be
mastered if learned as an alphabet: bang pang bing ming duan
tou ding nf ldi, etc. This list is traditionally called the sanshilii
zimt, the “thirty-six initials”, even though there are, by our count
more than thirty-six of them because we divide some of the tradi-
tional categories in two.

Students who do not commit the list of initials to memory will
have a hard time ever gaining facility in practical phonology. Apart
from requiring the student to recite the “alphabet of thirty-six”,
quizzing on this material is essential as an incentive to complete
control of it, and should consist of at least two types of questions.
First, the teacher gives a combination of manner and place of artic-
ulation, and students must answer with the name and spelling of
the initial. For example:

Q: Name the labial initial that is also a sonorant.
A: ming i m.

Some students may find this stressful, but the utility of it is that
the manner and place of articulation become clear. The same material
can be tested in reverse, giving the student the name or spelling of
the initial and asking for the place and manner of articulation.
Second, once students are thoroughly familiar with the names and
features of the initials, they should be required to list whole cate-
gories of initials. For example:

Q: Name the ciging X i# initials.
A: pang % ph, tou # th, che # thr, ging 7 tsh, chii # tshr, chang
g tshy, gi % kh.

2. Some students may wish to know why a single medieval
rime ong would split into two different Mandarin rimes, iang and
uang The answer, kept short, is that one kind of linguistic change
very often observed in Chinese is that different types of initials
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give different pronunciations to what were originally a single rime.
In this case, the rule is that, in érdéng rimes, velar-laryngeal initials
usually palatalize (unless hékou is involved) whereas other initial
types do not. One glance at the transcription tells us that T kong,,
® tsrong,, % srong,, and ¥ ghong, are all érdéng and that there
is no hékou here. The palatalization of the initials k and gh has
clearly affected the rime, producing iang in those words. From
this example, two principles emerge for which students should be
held responsible. The first is the érdeng rule for velar-laryngeal
initials, just mentioned. The second is the larger principle of “al-
lophonic variation of rime, conditioned by initial,” which is a high-
fluting way of saying that different initials can give different sounds
to a single rime. (In some varieties of Chinese, for instance the
Coastal Min dialects, this principle has developed to great lengths,
so that it is not easy to recognize words having different initials as
belonging to the same basic rime category.) There will be other
opportunities for the student to notice this principle in action, and
at such times the teacher should remind the student of the present
example.

3. It should be mentioned that the Mandarin rule about the
change of tone on certain words (such as yi —, ba &, ba /\, and qi
) applies only to words read at normal speed. When character
readings are being given, there are no tone changes and the syllable
is given in its “citation form”. This applies as well to the more
general sandhi rule that makes the first of two consecutive third
tones change to a second tone.

5.2: Basic RuyMiNG, CONTINUED

I return now to the illustration of rhyming. After introducing
the idea that the medieval pingshéng is a unified category divided
between Mandarin tones 1 and 2, it will be useful to continue with
the more complicated case of the medieval shangshéng, which is
divided between Mandarin tones 3 and 4. As an example, here is
the first stanza of Song Zhiwen’s KZ ¥ “Jtinzhong rénri dénggao
zéng Fang mingfu £ ¥ A B & & 8 & WA
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1 b A i B S =8 B
you jiao zub ye yin feng  duan
2 4 5 # & % R Bg
dun jué zhao lai ydng  chui  nudn
3 & IS % # p % &
jing shui  gido nan lit yao  hudng
4 # B 2] 3 it J& "
du ling  chéng béi hua ying man

The three rhyme-words are duan, nudn, and madn. Clearly nuan
rhymes with madn, but what about duan? In Mandarin it has a
different tone. In medieval transcription, however, the three words
are dwanQ,, nwanQ,, and mwanQ, . They all belong to the same
rime (wan,) and the same tone (shdngshéng). Although duan Ef
belongs to tone 4 in Mandarin, in medieval phonology it is a shang-
shéng word plain and simple.” It falls into tone 4 in Mandarin
because it has a quanzhud initial. The Chinese name for this phe-
nomenon is qudnshdng bian qu & L% % “qudnzhud words in the
shdngshéng tone change to the qushéng.” Using a large traditional
dictionary such as the Guadngyun, students may be assigned to
find other examples of this phenomenon, of which there are many.
Here is a longer example of the same type of rhyming, Li Bdi's &
B “Jingzhou zéi ping, lin Dongting yanhudi zud #i M 8% -F Bz iRl j&
Z RAE:

1 3 ¥ ® "l JE
souy, zya, ghweing2adungH, deing,

' Actually, it is not entirely plain and simple, because duan ¥f has a second
reading, twanH , which means ‘to decide.” In Mandarin, the two pronunciations
are indistinguishable, both duan. However, in the present poem the meaning is
clearly “to break,” whose medieval reading is dwanQ, .
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2 = % 2 s 5
then, zangQ, lem, kong, tauQ,
3 G " 2t & %
tseik,  kwet, dzyeing, srek, leng,
4 i el il 7 %
ywi,, ngan,, mwen,, tshruoQ,, lauQ,
5 7’ % = & B
sywiQ,. gung, sam;, mau, kwek,
6 3, F = #a il
driH, tsreik2a sam,, ~ sang, dauQ,
7 B % S =4 R
sweiH, ~anH,  than, dzreing, ghweing,,
8 4 i A 1% #
dzyi,;, ngwi, nyen, khuo, kauQ,
9 b 5 ik # AL
Sy kwi,, tsruoQ,, sangH, IwanH,
10 * % i 3
khuoH, kwek, syang, ghwei, bauQ,
11 # ¥ 7 i Y
yeingQ,, luoH, pang, khou, khuo,,
12 # E3 7 #A #
tsyang, ghwa, yeik, khweing, tauQ,
13 A % I’ A ¥
pung,  pi,. ghwan, sauH, khuoQ,
14 28 % R i
muk,,  lak, ghung, pi, tsauQ
15 H A & 7 Y
nyet,  enQ,, sei, tshyeik,  sra,
16 A % R B ¥

ngwat, meing3a tung, dzyeing, tshauQ,
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17 i ) 24 2 %
kwan,, ghe, mangH. yiQ,, dzwat,
18 2 5 7 1 w
phwen,, muoH,_ gheing2a tang,  sauQ,
19 ’ ™ ES k) il
drang, kauH, than, kheQ, mwen,,
20 3 ¥ M £ X

nguo, tsang, mwenH,, tshang, ghauQ,

Of the ten thyme-words in this poem, three (832 X ) are read in
the Mandarin fourth tone and the rest in the Mandarin third tone.
But in medieval transcription, it is instantly clear that all ten rhyme-
words are in the same rime and tone, auQ, .

Certainly the single most striking example of a medieval pho-
nological category that has become irretrievably divided in Man-
darin is the rushéng tone category. Rashéng rhyming, though far
rarer than rhyming in the pingshéng is somewhat more common
than rhyming in the shangshéng and qushéng. I have taken as my
example Du Fi’s “Shigui gé &4t K”:

1 =S % 2| 2 &
ji dong ri yi chang
2 ol B, F PN iR
shan wan ban tian chi
3 ) i % e 7t
shu dao duo Z40 hua
4 pa s il # # %
jlang  jian rdo qf shi
5 % G 4 4 +
shi gui céng bo shang
6 B J& % = s
lin xa dang gao bi
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7 b1 i3 E7) B Ef
ging hui hui qan ou
8 A & e 3 ¥4
ming se dai yudn ke
9 % B # & &
ji qi fu you yi
10 R ® 2 % kg
gan tan xiang jué it
11 £ H B 1% 2
xin gan chan nuod ying
12 7S 2 R % ]
bu da dong néi po
13 % % # JE %
you you xie kang le
14 58 -3 53 % %
fang lang tdo péng zé
15 5 523 2 El 2%
wi shuai wei Zi an
16 Eil i) PE i S ]
xie ér xing sud shi

The rhyme-words are chi, shi, bi, ké, ji, po, zé and shi. In Mandarin,
they hardly seem to be rhyme-words at all: they exhibit three
different tones, and four different rimes. But in medieval transcrip-
tion the rhyme-words instantly fall together:

1 = % A e R’
kwiH,, tung,. nyet, yiQ, drang,

" The competing reading ji does not differ in meaning.
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10

11

12

13

14

15

16

ah B%,
sran,, manQ,,
Y H
dzyuk,. dauQ,
pa F
kong, kan,,
2 i
dzyeik, gwiH,
B JE
lem,  huo,,
) iE
tsheing,, hwi,,
B &
man,  srek,
# e
ki, sei,
kamQ,, thanH,
(= H
senH,,  kam,,
ZS 5
pwet,  duk,
% s
o, youg,
x D53
pangH, langH,
5 &
nguo,  Srwi,
zaH,  nyiQ,

T’ang Studies 17 (1999)

F X Zi3
pwanH, than, tshyeik,
% ¥ it
te, tzauQ, hwa,
# a %
nyau,  gi, dzyeik,
& 4 i
dzeng, pwe, dzyangH,
5 S B
dangQ, kauy peik,
= 73? B4
ghwei, gwen,, oy
teiH,, ghwanQ,, kheik,,
bouQ,  ou, iH,,
] & I
hangH, dzwat, tseik,,
dzran,, nweH, eing,
R % Gl
tungH,, nweiQ,, peik2a
# R %
zaH, khang, lak,
%) 7 F
dau, Dbeing, dreik,
& 2 %
miH,, dziH,, an
3 BT e}
seingH,, sruoQ,, syeik,,
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In spite of how different they look in Mandarin, they are all in
Geéngsheé rushéng rimes, transcribed eik.

In fact, there are three different varieties of eik in this poem:
eik,, , eik,, and eik,. The student may ask what the practical
difference is between the three rimes eik,,, eik;,, and eik,— and,
for that matter, the rimes eik,, and eik;, that do not appear in this
poem. The simple answer is that these different rimes indicate that
the words are to be found in different parts of the Guangytin, and
so are distinguished for philological purposes. But the real question
is: can they all be made to rhyme indiscriminately? Are there ever
times when they must be distinguished? The answer is yes to both
questions. The ancient books from which our knowlege of medieval
phonology comes distinguish five rimes in Géngshé, and we cannot
throw this information away on whim. At times it may be necessary
to distinguish various of them for narrow philological purposes or
in the more fastidious kinds of poetry. However, in poetry other
than the jintishi, it is common to find poets of Dt Fil's time rhyming
the several Geéngshé rimes together with abandon.

The student will of course then wish to know how to find out
what kind of poetry rhymes what rime with what other rime. The
best way is to consult books and articles that catalog rhyming
practice in different poetic corpora. Such studies exist in great
number, for this is not only a subject of research by mature scholars
but a common topic of B.A. and M.A. theses in the Chinese depart-
ments of East Asian universities. Below I list a few of the published
sources that I have found useful. They represent a mixture of
different kinds of poetry and different methodological styles and
research goals. Most of those listed are concerned with general
trends over a large period of time or style of poetry, rather than
with the rhyming practice of one individual poet:

Comprehensive overviews of Six Dynasties poetry: Wéng Li
1991[1936] (a pioneering work, now felt to be dated),
1987; Zhou Zumé 1986.

Wei-Jin poetry: Ting Pang-Hsin 1975, Zhou Zumé 1982, 1986.
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Sui poetry: Li Rong 1982[1961-62].

Early-mid Tang guti and jintt: Bao Mingwéi 1986, 1990.

Late Tang gtit: Pulleyblank 1968.

Late Tang jintt Li Tianfu 1996.

Téng and Five dynasties ci: Nakata 1936.

Dinhuéng guzi ¢t Zhang Jinquén 1986.

Ciof the Northern Song: Bryant 1979-1980.

Ciof the Song and Jurchen-Mongol periods: Lt Gudydo 1991.

Some of these studies are extremely technical, however, and the
uninitiated student of poetry may find them unsavory in the ex-
treme. As a sort of appetizer, I have compiled a rough table of
some of the main mergers and distinctions of rimes observed in
Sui-Tdng rhyming practice, together with the offical Pingshui sys-
tem. (This table appears in Appendix 3, beginning on p. 87.) In
addition to purely descriptive linguistic studies of the sort listed
above, there are of course also all manner of traditional prescriptive
rime-books of the Pingshui and other traditions, including popular
abridgements of the great Péiwén yunfii /R X # K of 1712 and the
widely used Shiytn jichéng 388 % & of Yd Zhao & M. There are
also modern collections of rhyming lines, containing much material
that is descriptive in fact if essentially prescriptive in intention,
such as Wang Xiyudn et al. 1978, 1979, and 1983, compiled to aid
Taiwan college students in composing traditional-style poetry.

DiGressioN oN PHONOLOGY AND LExicaL Issues

1. After studying the Dut Fii poem above, students may ask
how the single riushéng category of medieval phonology is reflected
in Mandarin. The answer is that Northern Chinese dialects vary
enormously with respect to the manifestation of the rushéng, and
indeed this behavior is one of the features by which Northern
dialects are subclassified. Standard Mandarin and urban Peking
dialect are unique even within the Northern Chinese group, with
respect to the riishéng. Riashéng words are found in all four of the
Mandarin tones, but the distribution is not random, at least in the
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main. It depends on the kind of initial of the word in question.

There are three patterns. Rishéng words with qudanzhud initials
are regularly found in Mandarin tone 2. Rushéng words with cizhué
initials are regularly found in Mandarin tone 4. There are some
exceptions to these rules (as always in phonology). But rushéng
words with ging initials (both qudnging and ciging) are found in
all four tones. The seemingly random behavior of ging-initial words
is perhaps the result of dialect mixture. Interestingly, riashéng syl-
lables that are in use Peking dialect as colloquial monosyllabic
forms have a tendency to appear in tones 1 and 3 (p.c. Jerry Norman,
1990), while literary character readings have a tendency to appear
in tones 2 and 4. For example:

character reading gloss
# colloquial:  chai ‘to tear open, down’
literary: ché [used by some speakers]
#F colloquial:  dai ‘to capture’
literary: dé ‘to obtain’
% colloquial:  suo “to shrink, retract’
literary: st in siisha (a kind of cardamom)
3k colloquial:  beéi ‘north’
literary: bo [character reading only, rare]
A colloquial:  kéi ‘to strike’
literary: ke ‘to overcome’

One could assemble many more such examples.

It is important for students to realize two facts about this ev-
idence. First, what are labeled “colloquial words” and “literary
readings” here are indeed two separate strata of language, of dif-
ferent historical origins. Second, when it comes to actual usage,
the words in these two strata are by no means neatly distinguished
in Mandarin. Sometimes a “literary reading” is in fact the ordinary
pronunciation of a word, and the corresponding “colloquial” form
is highly unusual or has a strong taste of Peking dialect slang. For
example, kéi and dai are certainly dialect usages, while ké and dé
are the regular pronunciations of the words ‘to overcome’ and ‘to
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obtain’ in everyday usage. Sometimes the two competing forms
are both widely used in educated speech, as is the case with chai
and che. Sometimes literary readings are obsolete apart from the
most conservative formal usages (as is the case with bo for 3t), yet
at other times they are required for specialized usages (as is the
case with st in stisha). Neither the student nor the teacher should
succumb to the temptation to deprecate any of these readings.
They all have their histories and contexts, and the study of Chinese
requires respect for all of them. Often the literary readings have
special importance in recreating the pre-modern sound of poetry.

2. The character 7+ has three readings in the Guangyan: pou,,,
pouQ,,, and pwet,,. All three readings are glossed in the Guangyin
as negative particles, although pouQ,, is considered equivalent to
fou & and pwet, to fii %. The reading pou,, is used for the rare
character #, anciently written &. It is usual today to treat pwet,,
as the primary medieval reading, because it corresponds to character
readings in most dialects. However, pou,, and pouQ,, should not
be forgotten, as they are occasionally useful in philological or pro-
sodic contexts.

3. There are several words in the Li Bdi and Du Fu poems,
above, whose Mandarin readings are not consistent with their me-
dieval readings. Students should be expected to learn two things
from evidence of this kind. First, that it is possible to draw up
equivalences (“regular correspondences” or “sound laws”) between
ancient and modern readings, and to a large extent predict one
from the other. This is an essential skill to be mastered in historical
phonology, but for the purposes of a literature class it will suffice
merely to show that such a thing is possible. Second, students
should learn from these examples that character readings of differ-
ent periods are not always exactly equivalent. We must never
imagine Chinese to be a uniform and monolithic entity — neither
in the present day nor at any time in the past.
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medieval

iﬁ .y Wj3c
& dzyuk,,
3 seli,
F  kwiH,,
Bt sruoQy,
B peik2a
%  then,
W driH,,

M tsruoQ,

¥  khuoy,

*wéi
*shu

*xi

*ten

*zhi

expected actual
transcription reading reading

yi
shiti

q1

tin

di

suggestive characters in the
same homophone group

M4 both wéi.

& is also read shti, but compare shu
8] zyuk,,.

@ & both xi Also xi #f in tixi =¥
‘to drag around.’

No common homophones, but com-
pare gui At gwiH,_.

No common homophones, but com-
pare shi ¥ sruoQ;, .

fa B . Note that 14 and & have
learned reading bé and popular pro-
nunciation bdi; bé is now heard as
the primary reading for 18 and al-
most never for &; 4 has common
readings b6 and badi.

No such form as *ten (in any tone)
exists in standard Mandarin. Peking
dialect has a few forms dén (“to spur
[a horse] forward’) and dén (‘to tug
on’), but these are highly colloquial.
The manifestation of *tén as tiin re-
flects a meaningful phonological
change, paralleled in Gudshe by
forms such as duo for *de % de,,
zud for *z& £ tseQ,, etc.

In most dialects, the attested pro-
nunciation is compatible with a
Xiéshe reading, deiH,, which is in
fact attested in the Jiyun. However,
the Gudngyun contains only the
reading driH,. .

There are a certain number of parallel
examples: zi # tsri,,, zI iF tsriQ,,,
zou A tsrouy,, etc.

Perhaps interference from xa A
huoy,,.
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#  dreik,, “zhé zé %, which has readings zhdi and zhé.
Similar phenomenon as in the case
of M, above. But note also zé 3%,
which has a colloquial reading zhdi.

5.3 ExampLES OF SPECIAL RHYMING

The great difficulty of using prefabricated reconstructions to
study poetry is that rhyming varies with time and custom, while
spelling systems are stiff and fixed. No matter what system of
medieval spelling is adopted, students must inevitably learn the
actual rhyming practice of the ceuvre they are studying. The present
system of transcription facilitates this study because formal rhyme
categories are not represented with fine distinctions that might
give a false impression of phonetic realism.

There is one particularly important case of unusual rhyming
that students should learn early on. The following poem of Li
Shangyin £# &, “Ley6u yudn £#/R” is a good first example:

1 ) B, & x i
hangH, manQ,, iH,, pwet, syeik,
2 5 * & 3 R
khuo, tshya, teng, kuoQ, ngwan,,
3 b4 ¥ # [} 53
zeik,  yang, muo, ghanQ, hauQ,
4 R . % * B

tsyiQ,, dzyiQ,, genQ,, ghwang, hwen,

The two rhyme-words are ngwan,, and hwen,. Do they rhyme?
By inspection one would think not. But this happens to be an
instance of the “téngyong” usage of rimes an,, and [w]en, (men-
tioned in passing on p. 20, above). (Téngyong usage refers to rimes
that are distinguished in theory but in common practice allowed
to rhyme together in one tradition or another of medieval poetry.
The concept is especially important in jintishi. See p. 87, below, for
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more information.)

From the look of the transcription, wan,, and wen, would not
seem to be a good rhyme, and indeed they did not sound like a
good rhyme to Chinese in the past millenium, when Tang-time
poetic rules have been followed but Tang language has been extinct.
The now awkward combination of Guangytn rimes an;, en,, and
wen, was actually assigned to category 13-yudn 7T in the
Pingshuiytn (see p. 94, below) and is part of the peculiar cultural
lore of Chinese phonology. As a so-called xidnyun®#8 “treacherous
rime,” it was often assigned as the required rhyme on official
poetry examinations, so that nervous candidates would mistakenly
include words in ang, in the rhyme scheme. Or they might include
words in an,, in a poem whose rhyme scheme was limited to an,,
and an, . In either case, they would be considered to have “left the
rhyme-scheme” (chaiytan H48), which was a fatal violation of the
rules. Rime 13-yudn 7T was notoriously difficult to rhyme in pre-
modern times; Y. R. Chao refers to “the traditional scandal about
this rime” (1941:228). There are many references to the “treacherous”
quality of rime 13 in literature of early modern times, as for instance
the following passage from Hongléu méng #z#% % Lin Daiyt hears
someone playing the flute, and suggests that she and Shi Xiangytdn
compose poetry stimulated by the music:

BIE AP TREREET - HBELETHERE - HTE R
T8~ REKE ~ A EM AT EAR  BHALE S BEFE K
AR BEB - F T AR RE e s BTHHE - REXHE -
BE R ARIARY R ARERA S LG ER BT
BB XAEFTZAT B FHERMERTRITER

[Daiytu smiled and said, “[...] Since we both like five-syllable
lines, let’s do a run of five-syllable regulated couplets.” Xiangydn
said, “What rime shall we hold ourselves to?” Daiyu smiled
and said, “Let’s count the balusters of the railing, up to this
end. Whichever number baluster this one is, that will be the
number of the rime we’ll use. If there are 16, then we will use
rime 1-xian [the sixteenth rime]. That would be a new idea.”
Xiangytn said, “That would be unusual.” Then the two of them
got up and counted from one end to the other, and there were
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only thirteen balusters. Xiangytn said, “Of course it would be
13-yudn. This rime has few rhyme-words, and I'm afraid that if
we write a run of regulated couplets we will run out of rhymes.”]
(Chapter 76, 1984:1195)

In late Manchu times, Wéng Kaiyun X B (1833-1916) wrote
a poem teasing his colleague Gao Xinkui &% (1835-1883), who
twice received low scores on the official exams when the appearance
of 13-yudn caused him to “leave the rhyme-scheme.” Wéng wrote:

FARWE - ZR+=AP
[Two fourth-place finishes in one lifetime — to hell with 13-yudn!]

The tongyong merger of Guangytn rimes [w]en, and [w]an,, is by
no means rare in poetry of the Six Dynasties and Tdng, or in later
jintishi. Here is Wang Wéi £ #4t’s “Song zongdi Yong xiadi gui
Kuaiji ## % & T % 8 §4&,” which uses rashéng rhyme-words.

1 3 A R Zi i
dzet, pung, tshywi, tsyeing, bwam,,

2 1% M ] = S
syuk,, nyiQ, hangH, khung, mwet,

3 + 24 * 1 A

tshan, 1iQ,, khuoH, nge, khweingQ,,

4 = i & A2 %
sam;, kong, dzweQ, thrau, hwet,

5 @ R 3* i ®
hangH, leii gungH, hwan, nguo,,

6 A b4 2 # A

nyet,  zeik, dzyeing, tshruoQ, ghwat,,

"> This story is quoted in Gt and Yéng (1989:206-211), which also cites the
Hongléu méng story and other lore associated with the Pingshuiyun.
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7 % # £ 2 R
lak, ghuoQ,. keingH, pwen,,  pi,
8 e At i 5 w

dzywi,, neng, pou, keing3a kwet,

To repeat the main point, students seeing rhyme-words mwet,,
hwet,, ghwat,,, and kwet, might assume that ghwat,, had “left
the rhyme-scheme.” But as long as they possess the factual knowl-
edge that rimes en, and an,, are permitted to rhyme together,
there will be no confuision. Below I have transcribed a much longer
poem by Xié Lingytn # % # (“Shimén xinying sudzhu simian
gaoshan huixi shilai maolin xitizht & F1# & i@ @ 5.0 @i &
HB RARAF AL ) that also uses this combination of rimes.

1 5 iy # i &
tsei, hamQ, druk,  ou, kuo,,
2 £ 4 £ BA & P
phi,, ghwen,, ngweH, dzyeik, mwen,
3 ) s B At E4
dei,, ghwat,, dzywi,, neng, buoH,
4 B i H T i
kat, nyak, khiQ, kheQ, mwen,
5 ¥ ] A& R @
nauQ, nauQ, tshou, pung, kweH,
6 * * & ¥ %
tshei,  tshei, tshywen, tshauQ, ban,,
7 * A i3 T 4
miQ,. nyen,  youy, pwet, ghwan,
8 & i T ) K
keiy, 8l ghe,  you,  twen,
9 % 2 ¥t * J

phang, dren, ngeng, vyau, zeik,
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12
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14

15

16

17

18

19

20

21

22

23

24
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) g " £ g

tsheing, suoQ, mwanQ, kem, tswen,

R )23 = ;4 i
dungH,, deing, khung, pwe lan,
i % 7 7 &
kweiH, tsyi,,  duo, phan, phan,,
kep, namH, dzyuk, sau; hanH,
/N = 2 s B
kuo, keingQ3a mak, yuoQ, hwan,
fir i % T 2

puoQ,. drok, dzyeik, ghaQ, dam,
fp A % L %

ngangQ, khanH, dauy, dzygngQSghwanSa

+ i b4 A8, 2
tsauQ, mwen,, zeik,  pau, kep,
B, A # A B
manQ,, kauH, trau; nyet, thwen,
£ 18 * ¥ (4]
ngei,, khweing, kwang, nan lou,,
S ® = % ér‘

lem, syem, hangQ, vyeik, pwen
B & & A 23
kamQ,,ghwangQ, luoH,, ghouQ, bouH,,

® EN ] & &
iQ,, lei, dzeing, muo, dzwen,

Jis # & A *
syuoH,  dri,, zyeng, nyet, tshya,

& VA s & R

tek,  yiQ,, wiH,, yweing, ghwen,
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25 BE B F A .
piQ,, ghwiH, tsyungH, nyen, sywat,
26 # bk x5 # W

kiH,, yuoQ, triH,  tsyaQ, lwen,

The rhyme-words in this poem are: mwen,, mwen,, ban,,,
twen,, tswen,, phan,,, hwan,,, ghwan,,, thwen,, pwen,, dzwen,,
ghwen,, and Iwen,. The rimes represented are 23-hun 3% wen,,
and 22-yudn 7U an,~wan,, . Again, although based on the anti-
reconstruction values en and an they do not appear to rhyme, we
know that these two particular rimes were considered to be
tongyong in medieval times.

A miscellaneous note on this poem: In line 16, Lu Qinli
(1983:1166) has # puoQ,_for the first character, #7 ngangQ,, which
would repeat the first character in the first line of the couplet. In
the interest of contrast, it is perhaps best to avoid such a repetition.

A second note, on the Li Shangyin poem cited above: In line 2,
the character # has two traditional readings, tshya, (corresponding
to Mandarin ché and virtually all non-literary dialect forms) and
kuo,, (corresponding to the Mandarin literary reading jir and com-
parable dialect literary forms). It has become fashionable among
some Western scholars to discard Mandarin literary readings such
as ju and read all characters in literary texts according to their
most colloquial pronunciations. However, neither the modern read-
ing jii nor the medieval reading kuo,, can be dismissed. Modern ji
is, at the very least, the name of a chesspiece, which cannot correctly
be called ché. Medieval kuo,, appears in many poems as a rhyme-
word with other uo, words, and tshya, cannot possibly be subsituted
for it in these cases; however, tshya,is also used as a rhyme-word.
In the present poem, however, where rhyming is not an issue, I
have selected the reading tshya, in order to allow the poet not to
seem to commit “xidoyun M 8” with # kuoQ, (see p. 49, below).
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5.4 “Forcep RuyMING”

In the modern practice of chanting poetry in Mandarin or local
language, an art in which the pure esthetics of sound are supremely
important, some masters choose to force the rimes en, and an;,, to
sound the same. This is called xiéyun ##8 (also written *t48),
“harmonized rhyming” or “forced rhyming”. It is usually accom-
plished by using the majority rime in a rhyming passage for all
the other rhyme-words. In the Xie Lingytin poem above, for instance,
the rhyme-words in Mandarin are mén, mén, fan, diin, ziin, fan,
xuan, yudn, tiun, bén, ctin, htin, and Iun. The predominating rime
is [w]en,, and therefore all rhyme-words in rime [w]an,;, would be
“harmonized” into [ W]enz Thus fdn % would instead be read as
fén, fan #1 as fén, xuan & as xiin, and yudn Y% as yun. In the
superb new book by Ang Ték-lam ## &, and Lim Hau-lin # %
F (1999) on the chanting of poetry in Taiwanese (illustrated with
four cassette tapes and narrated in educated Taiwanese dialect, a
rare treat!), the listener will observe a number of examples of this
phenomenon.

Xiéytin is not limited to the rimes en, and an,,, of course; it
may be applied anywhere that rhyming seems to fail in the reading
voice. It is chiefly for this reason that Mandarin has preserved the
so-called “literary” readings of riushéng words — bé for bdi &, bo
for béi 3, etc., described on p. 36, above. B6 and bo are not to be
considered somehow more “correct’ than bdi and béi (which are
after all the real spoken forms of the words in question), but in
reading classical literature they allow us to appreciate the aesthetics
of an earlier era. They are most useful today as xiéyun readings.
Xiéyun has a long history. In medieval times it was usual to read
the poetry of the classical era in xiéytn. Indeed, our whole modern
study of early Chinese phonology derives ultimately from the at-
tempts of Song dynasty scholars such as Wi Yu &4 and Zheng
Xidng #8% to find a system for pre-medieval xiéyun in terms of
the medieval system (see the brief treatment in Wang Li 1992:1-2).

There are various other kinds of surprising or irregular rhyming
found in medieval poetry, which I do not treat here.
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5.5 Prosoby

In the case of the study of poetic prosody, this system of tran-
scription is extremely useful.

Of the list of eight prosodic transgressions associated with the
name Shén Yué ##), let us divide them into two groups: tonal
transgressions and transgressions involving rimes or initials. If
one can generalize at all among the rules, it is only to say that they
are intended to maximize the contrasts between sounds. Conceptu-
ally, these rules seem to have something in common with the
dodecaphonic movement in early twentieth century German music.

The tonal transgressions are simpler to study, although English
poetry has nothing corresponding to Chinese tonal prosody. It is
useful at the outset to introduce the pingze ¥/X (“level” vs. “de-
flected”) distinction. Any word not in the ping tone category is
classifed as zé Note that riashéng words are often disguised for
prosodic purposes because they can appear in the Mandarin tones
1 and 2, with the result that they can sometimes be misconstrued
as ping when in fact they are by definition always ze.

The tonal transgressions are pingtéu ¥ 2, shangwéi LE,
fengyao ¥ 1%, and hexi #M. Fengyao is not considered to have
been seriously avoided in practice and may be dismissed as pure
formalism (see Mair and Mei 1991:450). There is, however, another
rule that Stimson (1966:55) calls the “alternation rule,” and which
Bodman (1978:134-138) thinks may have been the intended meaning
of the féngyao prohibition: the second and fourth syllables of a
given five-syllable line should contrast with respect to pingze. But
there survives a statement by a poet named Lid Tao %17 (fl. 547)
revealing that in his day this rule and féngyao were considered to
be different. Mair and Mei (1991:423) show that this alternation
rule became common practice in the mid-sixth century. By Tédng
times and later, it was actually the most important of the prosodic
rules. It is important in pidntiwén 5t # L. My own research on the
ci poetry of Five Dynasties times shows that its consistent tonal
prosody consists of little else but the alternation rule. The Héngléu
meéng, in one of its informative digressions on poetic practice, uses
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a mnemonic for this rule: “yi san wu bulan, ér si lit fenming —=
& FR# ~ =m@ 554 [syllables one, three and five are of no account,
but two, four, and six must be clear]” (Chapter 48, 1984:736).

That gives us three proper tonal transgressions to consider,
plus the informal “alternation rule.”?® As a first example, let us
consider the Li Shangyin poem from p. 39, above.

Pingtou occurs when the second syllable of both lines in a
couplet does not contrast with respect to the pingzé distinction. In
both couplets, Li Shangyin avoids committing pingtéu in this poem.
The two pairs of words involved are manQ),, vs. tshya,, which is
zevs. ping, and yang, vs. dzyiQ,,, which is ping vs. zé:

1 @ B, & x i
hangH, manQ, iH,, pwet, syeik,
2 5 + B + R
khuo, tshya, teng, kuoQ ngwan,,
3 b4 % # 13 *iF
zeik,, yang, muo, ghanQ, hauQ,
4 R & i 3 B

tsyiQ,, dzyiQ,, genQ,, ghwang, hwen

Shangwéi occurs when the last word in any non-rhyming line
(any odd-numbered line, in the present poem) is of the same specific
tone as the rhyme word of the same couplet. The exception is
when line 1 joins in the rhyme scheme, which does not occur in
the present poem. Li Shangyin avoids committing shangwéi in
this poem. The rhyme-words are pingshéng, and the two non-
rhyming final words are syeik,, (rishéng) and hauQ, (shangshéng),

" It should be noted that Shén Yué&’s “eight defects” (babing /\#) are only one
of the canonical lists of prosodic rules. Far more useful is the chapter “Wén
ershiba zhong bing X =+ A" in the Bunkyo hifuron X #tH:KE 3.
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both of which are zé:

1 © B, & T @
hangH, manQ,, iH,, pwet, syeik,,
2 5 $ & + Y3
khuo,. tshya, teng, kuoQ, ngwan,,
3 b4 % # 13 *iF
zeiky,  yang, muo, ghanQ, hauQ,
4 R & i 3 B

tsyiQ,, dzyiQ,, genQ, ghwang, hwen,

Hexi occurs when the last word in each of the two non-rhyming
lines in a quatrain have the same specific tones. The exception is
when line 1 joins in the rhyme scheme, which is not the case in the
present poem. As just explained, the two non-rhyming final words
are syeik,, (riashéng) and hauQ, (shangshéng).

As for the “alternation rule,” line 1 violates it:

e

1 &) B%, * i1
hangH, manQ,, iH,, pwet, syeik,,

The words manQ),, and pwet;, are both ze, rather than contrasting
with respect to pingzé. Recall, however, from p. 37, above, that &
can have a pingshéng reading pou,,, which would avoid this vi-
olation. We would then read the first line:

1 2 B2, & T i
hangH, manQ,, iH, pouy,  syeik,,

which would give Li a perfect score on the four tonal prosody
rules.

The transgressions involving rimes or initials are dayun K38,
xidoyun 48, pangniti % #2, and zhéngnili it 4.

Daytin occurs when a poem contains a word in non-rhyming
position that has the same rime (including tone) as the rhyme-words.
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There are no examples in the present poem.

Xidoytnoccurs when any two words in the same couplet have
the same rime, other than rhyming binoms. There are no examples
in the present poem.

Pdngniti occurs when two non-adjacent syllables in a single
line (n.b.: not couplet) have the same initial. The two syllables of
ghwang, ghwen, begin with the same initial, but as they are adjacent
they are discounted.

Zhéngniti occurs when two syllables in a couplet differ only in
tone, having the same initials and having rimes that are equivalent
in all respects but tone.

To summarize, this poem commits none of the standard pro-
sodic violations. It is a model of regulated verse construction.

Let us continue with another poem. In the poem shown on p.
42 above, Xié Lingyun commits pingtéu seven times, in the following
couplets:

3 % & i G ¥
dei, ghwat,, dzywi,, neng, buoH,
4 : 55 A T ¥
kat, nyak, khiQ, kheQ, mwen,
7 * A it T 3
miQ,  nyeny,  you, pwet, ghwan,,
8 1 i T ) e
keiy, 8lsa ghe, youy,  twen,
11 g e z 4 i
dungH, deing, khung, pwe, lan,
12 = # #* % #

kweiH, tsyi,, ~ duo, phan,, phan,,
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13 “ & B (1 ®
ep, namH, dzyuk, sau, hanH,
14 EIN ® % 7 E
kuo, keingQ3a mak, yuoQ, hwan,
15 i i % D #
puoQ,. drok, dzyeik, ghaQ, dam,
16 1 & 1% t 3
ngangQ, khanH, dau, dzyangQ,ghwan,,
19 E 1A x i g
ngei,, khweing, kwang, nan, louy,
20 # R & % #
lem, syem, hangQ, yeik, pwen
25 BE A & A e
piQ,, ghwiH, tsyungH,, nyen,, sywat,
26 ¥ # & # £

kiH,. yuoQ, triH, tsyaQ, Iwen,

In lines 3-4, ghwat,, and nyak;, are both ruashéng and therefore
both zé, so they do not contrast. In lines 7-8, nyen,, and gi,, are
both pingshéngand do not contrast. The same is true of khweing;,
and syem, in lines 19-20. In lines 13-14, namH, and keing(Q3a are
both zé so they do not contrast. In lines 15-16, drok, and khanH,
are both zeé. In lines 25-26, ghweH,, and yuoQ,, are both zé.

Xie commits shangwéi five times in this poem:

7 £ A iaa S #
miQ,. nyen, you,, pwet, ghwan,
8 S Sl AT W %

kei,, 8l ghel youg, twen,
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11 i )23 3 Di'g i |
dungH, deing, khung, pwe, lan,
12 ;3 H * 5 &
kweiH, tsyi,,  duo, phan, phan,,
15 (G # % T 2
puoQ,. drok, dzyeik, ghaQ, dam,
16 7 & 1% + (3
ngangQ, khanH, dau, dzyangQ,ghwan,,
19 E 8 *x # g
ngei,, khweing, kwang, nan, lou,,
20 # R & % #
lem; syem; hangQ, vyeik, pwen
23 Ji:S ¥ & H 2
syuoH,, dri,;, zyeng, nyet, tshya,
24 Gy A £ 2 R

tek,  yiQ,, wiH,, yweing, ghwen,

Since the rhyme in this poem is in the ping tone, no odd-numbered
line should end in a pingshéng word. However, it may be possible
to weasel out of some of these examples. In line 11, the last word
H has an alternate reading lanH, that appears to mean the same
as the reading lan,. In line 19, the last word ¥ has an alternate
reading louH,, ‘to stop and wait,” which may arguably be allowed
here. These readings would reduce the number of shangwéi trans-
gressions to three. Line 15, the last word & has an alternate reading
yemQ),, but it is ordinarily part of a binom and difficult to apply
here.

Hexi. Line 1 does not join in the rhyme scheme here. Xie’s
poem consists of six quatrains followed by a lone couplet. None of
the six quatrains commits hexi. For example, in the first quatrain,
the words at the ends of the two non-rhyming lines are kuo,, and
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puoH,, which are in the ping and qu tones, respectively. In the
second quatrain, the words in question are kweH, and ghuan,,,
which are in the gt and ping tones.

To summarize, Xi¢ commits the tonal transgressions pingtéu
and shangwéi many times, but héxi not at all. We turn now to the
rime/initial transgressions.

Daytn. There are no examples in the present poem. Xie does
not use the rimes [w]en, or [w]an,, anywhere in the the poem
except in thyme-words themselves.

Xidoytun. The most serious example in the present poem comes
in lines 7-8:

7 * A i3 x 4
miQ,. nyen;, you, pwet, ghwan,

8 1 i 77 ) K
keiy, 8lsa ghe,  you,  twen

The words # and & share the rime ou,, and therefore constitute a
xidoyun transgression. Actually, this example is especially bad be-
cause the words in question are full homophones. A second pos-
sibility occurs in line 20:

20 # R & % #
lem, syem, hangQ, yeik, pwen

The case here is the words # & lem, syem,. Because they appear
side by side, however, and are often used together idiomatically,
they are considered not to be a transgression.

Pdngniti. The following several examples occur:

6 % % & ¥ %
tshei,  tshei, tshywen, tshauQ, ban,,
12 # # # % #

kweiH, tsyi,,  duo, phan, phan,,
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22 X EN t & &
iQ,, lei, dzeing, muo, dzwen,
24 ¥ VA R’ S %,

tek, yiQ,, wiH,, yweing, ghwen,

Initial tshy in line 6 is not considered to join in the pdngniti with
tsh (tshei, and tshauQ,) because it is a different whole initial; the
fact that it begins with the same letters as tsh does not seem to
count as pdngniti. The words phan,, phan,, in line 12 may be
discounted as they are adjacent, even though not a binom proper.

Zhengnit. No examples.

To summarize, Xié commits one serious example of xidoytin
and three of pangniti. These transgressions are far less numerous
than the tonal flaws, illustrating something that is evident on ex-
amination of a larger selection of Xie’s corpus: that he takes tonal
transgressions less seriously than transgressions of rime and initial.
Of course, this is not a regulated poem, so strictly speaking there
is no reason why he should avoid any transgressions at all. In
practice, however, prosodic aesthetics was deeply felt in Xie’s day.

As a final example, I return to the Li Bdi poem shown on p. 29,
above. There are no examples of either pingtou or shangweéi trans-
gressions, and only one example (lines 1 and 3, deing, and leng;)
of héxi. The informal alternation rule is violated in eight of twenty
lines, but of the three other tonal rules there is only a single trans-
gression. There are no cases of dayun in the present poem. Lines
19-20 contain a case of xidoytun (drang, and tsang,), and there is a
second in the awkward repetition of sam,, in lines 5-6. The syllables
dzreing,, ghweing,, in line 7 do not count as xidoytin because they
are adjacent (and a binom)."* There are several apparent cases of
pdngnitr: line 1 (dungH,, deing,), line 6 (sam,, sang,), line 11
(khou, khuo,,), and line 13 (pung,, pi,.) but in fact all are consec-

" There is a second reading tshreing,, ghweing .. of this compound.
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utive syllables, which voids the transgression. There is one example
of zhéngnitt: lines 19-20 (mwen,, and mwenH,,). In sum, tonal
rules (other than the informal alternation rule) are observed closely,
and rime/initial rules somewhat less perfectly but still rather well.

6. CONCLUSION

The system of transcription described in this paper is designed
to represent medieval Chinese phonology in a neutral way, treating
it not as a real language but as a set of abstract phonological
categories. The present system is based directly on the actual cate-
gories used in traditional Chinese phonological study. It can be
pronounced, in order to aid the memory and to illustrate the orga-
nization of poetry, but must not be regarded as a reconstruction of
real sound. It is my considered view in any case that medieval
Chinese phonology of the Qieyun heritage have, from first to last,
never represented anything more than a reading tradition, and
that they never represented the actual speech of any part of China
in antiquity (see Branner 2000:147-159). By using the present abstract
transcription system in our study of literature, we are indeed being
true to the Chinese tradition.

Using this transcription, the medieval phonological value of
any Chinese character can be expressed succinctly. It is simple
enough to be learned by students early in their sinological training,
but can also be used by specialists. The present paper describes
the rationale for the system and illustrates its use in the study of
poetry. Students who have not been trained in historical phonology,
however, will wish to wait for the forthcoming dictionary and
textbook of medieval phonology, which are based on this system.

This transcription system can also be used with prose, and
even with literature much older than the medieval period. Although
it does not represent the sound system of pre-medieval times,
nevertheless medieval phonology is the voice in which literature
of the Classical period was read and heard in for most of history
since the Tang, which is to say for most of the time that Chinese
culture as we know it has been recognizably Chinese. And of
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course medieval phonology is the only possible starting point for
the study of all earlier systems.

Finally, what kinds of original research should the novice stu-
dent undertake with the newly learned tool of this simple tran-
scription system? Any student who wishes to learn the medieval
system must spend time looking up characters and working with
medieval pronunciations. In the absence of a stupendous memory,
extensive hands-on practice is the only realistic way to master the
system. Apart from actual performance, there are three main areas
in which useful assignments can be given:

1. Rhyming studies. These are a good, practical way for the
beginner to learn phonology quickly. A drawback is that the number
of rhyming words amounts to only a small fraction of the medieval
vocabulary. For the advanced student, I feel that the study of
pre-modern rhyming offers little space for original research; much
of the important groundwork has already been laid, and it is likely
that we will soon see comprehensive and detailed studies of the
rhyming of all received texts from traditional periods.

2. Comparative prosody. Studying the actual prosodic practice
of various poets since Shén Yué’s time is better than studying
rhyming, and more labor-intensive, because every syllable of the
poem demands attention. For the advanced student, much remains
unknown about how working poets used the received prosodic
rules and forms. Mair and Mei (1991) is surely the starting point
for all future research in this area. There is also the question of
Shén Yué’s claim that Classical poets also paid close attention to
prosody without systematizing it. Can that really be demonstrated,
or is it merely the cultured false modesty of “shu ér bi zuo, xin ér
haogti & @ FAE ~ 42 M4FF [merely transmitting rather than orig-
inating, I faithfully love antiquity]”? (Analects 7:1.)

3. Asthetics of literature generally. Usually when we think of
prosody we think of poetry in its many casts: shi 3, cf ¥, qi1 &,
and lesser types. These are all forms for which pii 3% “models”
have long been available and in widespread use. Yet there is still a
substantial body of non-poetic literature whose eesthetic organiza-
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tion has scarcely been studied. That includes both the “regulated”
types of prose (pidntiwén %t#8 T “parallel prose”, yinglidn &%t
“antithetical couplets”, etc.) but also the more run-of-the-mill styles
that appear to have no order apart from the rhythm of a diffuse
and varying parallelism (duizhang #4%). (On pidntiwén, however,
see Chang Jen-Ching 1986.) The prose writing of the great “verbal
musician” St Shi # %, for example, is composed with much atten-
tion to the resonance of its words. The beginner is advised to tread
carefully here, but more practiced hands will uncover unmined
treasures almost everywhere they dig. This is a field of study that,
in effect, has yet to come into being!
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TABLES OF ALL ANTI-RECONSTRUCTED FORMS, BY SHE

This Table lists the rimes of the Guangyun, classified by she
and other phonological categories. Each entry consists of two lines,
spread across two facing pages:

WF[e ] =% Lt 1-dong R r —
ung-3b —

The top line lists she, kai-hé, and deng at far left and far right, and
then the names of the Guangyun rimes, with their numbers and
Mandarin pronunciations, in four columns. Note that certain rimes
do not exist in some some tones, and these are marked by a dash.
The second row, in boldface, gives the anti-reconstructed forms
for each tone. Appendix 1 contains another list of these reconstructed
forms, arranged by Guadngyun rime alone.

Tongshe

BAR[E O] —F +F 1-dong & t 1-dong ¥
ung-1b ungQ-1b

BAR[E O] —F L+ 2-dong % i
ung-lc —

WF/[e ]| =% E-F 1-dong R i —
ung-3b —

BAR[E O] =F +F 3-zhong 4% t 2-zhong f&
ung-3c ungQ-3c

Jiangshe

L[ ] =% L+ ¥ 4jiang it Lt 3-jidng
ong-2 ongQ-2

Zhishe

kMO =%

EF 8-wéi %
i-3a
62

E 7 weéi B
iQ-3a



* I-song %
ungH-3b

* I-song i
ungH-1b
* 2-song R
ungH-1c
* I-song i
ungH-3b
* 3-yong R
ungH-3c

* 4-jiang 4% (%)
ongH-2

* 8-wei &
iH-3a

X I-wid B
uk-3b

A 1-wii B
uk-1b
A 2-wo iR
uk-1c
A 1-wii B
uk-3b
A 3-zhu ¥
uk-3c

X 4-jué #
ok-2
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AR o] =%

Mo =%
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RO =%

R e =%

B[ o] ZF
B[ o] ZF
Xieshe

RHRM o —F
RHRM o —F

B o —F

L 5-zhi %
i-3b

Lt -F 6-zhi B
i-3¢

tF 7zhi Z
i-3d

E-F 8-wéi &
wi-3a

L 5-zhi %
wi-3b

Lt -F 6-zhi B
wi-3¢

EF 11-mu R
uo-1

EF 9yi &
uo-3b

EF 10-yd &
uo-3c

E-F 16-hai &
ei-la

¥

LT 13iatk
ei-2a

64

Lt 4-zhi #
iQ-3b
Lt 5zhi g
iQ-3c
t 6-zhi b
iQ-3d
L 7-wéi &
wiQ-3a
Lt 4-zhi #
wiQ-3b
Lt 5zhi g
wiQ-3c

L+ 10-mu
uoQ-1

L 8yuzE
uoQ-3b

L 9-yu ;3
uoQ-3c

L+ 15-hdi %
eiQ-1a
_ _
t 12-xie &
eiQ-2a



* 5-zhi &
iH-3b
* 6-zhi &
iH-3c
* 7-zhi &
iH-3d
* 8-wei &
wiH-3a
* 5-zhi &
wiH-3b
* 6-zhi &
wiH-3c

* 11-ma %
uoH-1

* 9-yu s
uoH-3b

* 10-yu#&
uoH-3c

* 19-dai X
eiH-1a

* 14-tai &
eiH-1b

* 15-gua it
eiH-2a
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Mo =%

Mo =%

BH[e ] 2%

BR[o 0|25

B o —F
B o —F

B o —F
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LMo —%F
LMo —%F
LMo —%F
BWM o =5

ZHMo =%

ZHMoom

\3

EHoo—F

BibsomE

LF 14jie &
ei-2b
LEF 14jie &
ei-2b

o

e
e

EF 12-gi %
ei-4

L 15-hui &
wei-1a

o

LF 13qiatx
wei-2a

LEF 14jie &
wei-2b

+

66

Lt 13-hai %
eiQ-2b

Lt 13-hai %
eiQ-2b

E 1141
eiQ-4

Yt 14-hui®
weiQ-1a

J

t 12-xie %
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* 16-guai 1% A — B o =%
eiH-2b —

* 16-guai 1% A — B o =%
eiH-2b —

* 17-guai % A — WM o =%
eiH-2c —

* 20-fei B AN — B Mo =%
eiH-3a —

* 1351 & A — WMo =%
eiH-3b —

* 1251 & A — WM omF
eiH-4 —

* 18-dui % A — gHoo—%F
weiH-1a —

* 14-tai & A — Bilbo—%
weiH-1b —

* 15-gua 3 A — oo =%
weiH-2a —

* 16-guai 1% A — g R e
weiH-2b —

* 17-guai % A — Wb o =%
weiH-2c —

* 20-fei B A — BEHoo =%
weiH-3a —

* 1351 % A — EW/eu =%
weiH-3b —

* 121 & A — B bomF
weiH-4 —
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Zhénshe
BREHo—%

BWM o =%
BWH o =%

B o =%

B0 —%
D PN R
DT PN R
D PN R
Shanshe

LR o — %
LA o =%
LA o =%

DB o =5

LR o =5

L+ F 24-hén
en-1

L+ ¥ 21-xin ik (yin &)

en-3a

L+ ¥ 17-zhén &
en-3b

LEF 19-zhén %
en-3c

L+ 23-hin 3t
wen-1

¥ 20-wén X
wen-3a

L+ ¥ 17-zhén &
wen-3b

Lt ¥ 18-zhiin 7%
wen-3c

E-F 25-han &
an-1

L F 27-shan #l
an-2a

L+ -F 28-shan b
an-2b

+¥ 22-yudn 7t
an-3a

T-F 2-xian t4
an-3b
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L+ 22-hén &
enQ-1

L 19-yin %
en(Q-3a

Lt 16-zhén ¥
enQ-3b

o

Lt 21-hun &
wenQ-1

L 18-wén*y
wen(Q-3a

Lt 16-zhén ¥
wenQ-3b

L+ 17-zhtin #&
wenQ-3c

Lt 23-han ¥
anQ-1

Lt 25-shian
anQQ-2a

L+ 26-chin &
anQ-2b

t 20-rudnt
anQQ-3a

t 28-xidn ¥
anQ-3b



% 27-hen &
enH-1

* 24-xin %
enH-3a

+ 21-zhén K
enH-3b

* —

* 26-hun B
wenH-1

% 23-weén R__ﬁ
wenH-3a

+ 21-zhén K
wenH-3b

& 22-zhun #%
wenH-3c

% 28-han #
anH-1

* 30+jian *
anH-2a

* 31jian
anH-2b

* 25-yuan 8
anH-3a

* 33-xian %
anH-3b

A —

A 9-i it
et-3a

X 5-zhi B
et-3b

X 7-zhi #
et-3c

A 11-mo &
wet-1

A 8w 4
wet-3a

X 5-zhi ®
wet-3b

A 6-shu fig
wet-3c

A 12-hé &
at-1

A 14-xid B
at-2a

A 15-xid 5%
at-2b

A 10-yue A
at-3a

X 17-xué g_:r’g
at-3b
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BRI —%F
BRI o =%
BRiEH o =%
BRiEH o =%
H|mLH o —F
B L =%

%A O

Jn
‘_p‘p

BRiES =%

Lo —%
Lk o=
LAk o =
LR o =%

LR o =%
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a3 B o 9

LiEs o —%F

Liks o =%
LS =%
LS =%
LS =%

LA omE

Xiaoshe

[ O] —F
B[P 2| =%
A O] =F

AR O |

Gudshe
REHEH o —%

AR O =%

T 1-xian &
an-4

Lt F 26-hudn 12

wan-1

L F 27-shan Ml

wan-2a

L 28-shan

wan-2b

L+F 22-yudn 7t

wan-3a
T F 2-xian t4

wan-3b
TF I-xian &

wan-4

T 6-hdo &

au-1
T F 5-xido &
au-2
TF 4-xiao H
au-3
T 3-xiao #
au-4

TF 7-ged&
e-1
TF 8-gé X

e-3
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Lt 27-xidn %t
anQ-4
+ 24-huidn %
wanQ-1
L 25-shan %
wanQ-2a
t 26-chan &
wanQ-2b
t 20-rudn it
wanQ-3a
t 28-xidn ¥
wanQ-3b
Lt 27-xidn %t
wanQ-4

Lt 32-hao #
auQ-1

L+ 31-gidao*3
auQQ-2

E 30-xido I
auQQ-3

Lt 29-xido %
auQ-4

t 33-gé %
eQ-1

t 34-guo %
eQ-3



* 32-xian &
anH-4
% 29-huan #
wanH-1
% 30-jian %
wanH-2a
* 31-jian
wanH-2b
* 25-yuan B
wanH-3a
Z# 33-xian %
wanH-3b
* 32-xian &
wanH-4

% 37-hao %
auH-1

% 36-xido 3%
auH-2

% 35-xidao ¥
auH-3

* 34-xiao
auH-4

* 38-ge B
eH-1

* 39-guo &
eH-3

A 16-xie &
at-4

A 13-mo R
wat-1

A 14-xid B
wat-2a

A 15-xid %%
wat-2b

A 10-yue A
wat-3a

A 17-xué #
wat-3b

A 16-xie &
wat-4
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a3 ) o o9

LiEs o —%F

L Lo =%
LS =%
NI R g
b o =%

Lik& o mF

AW 2] —%
K[ o] =%
B[ 2| =%

AR 0| %

AR O —F

AR O =%
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REE T —F

Jidshe
BImMA o =%

BImMA o =%

BH#fe o =%

Géngshe
GE YR o

GE YR o

M O =%

TF 8-gé X
we-1
TF 8-gé X

we-3

TF 9-md fik
a-2

TF 9-md
a-3

TF 9-md
wa-2

T 11-tdng &
ang-1

TF 10-ydng %
ang-3

TF 11-tdng &
wang-1

T 10-ydng %
wang-3

T 12-géng &
eing-2a

T 13-géng #t
eing-2b

T 12-géng &
eing-3a
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t 34-gus %
weQ-1

t 34-guo %
weQ-3

Lt 35mak
aQQ-2

Lt 35mak
aQ-3

Lt 35mak
wa(Q-2

+ 37-dang %
angQ-1

t 36-ydng &
angQ-3

+ 37-dang %
wangQ-1

Lt 36-ydng &
wangQ-3

E 38-géng %
eingQ-2a

L 39-geéng Bk
eingQ-2b

E 38-géng %
eingQ-3a



* 39-guo &
weH-1

* 39-guo &
weH-3

* 40-ma %
aH-2

* 40-ma %
aH-3

* 40-ma %
waH-2

* 42-dang ®
angH-1

* 41-yang ik
angH-3

* 42-dang ®
wangH-1

* 41-yang ik
wangH-3

% 44-zhéng #
eingH-2b

* 43-ying B (jing ¥X)
eingH-2a

* 455ing %
eingH-3b

A 19-dud 5%
ak-1

A 18-yao %
ak-3

A 19-dud 5%
wak-1

A 18-yao %
wak-3

A 21-mo %
eik-2b

AN 20-moTa
eik-2a

N 22-xi &
eik-3b
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RIFE O —F

EE i
BImMA o =%

BwE o —F

GRS
GRS

M o =%
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HARM o =¥
HAR M o o
o =%

ﬁiﬁ =) %;

\3

Litishe

AW —%

A =%

T 14-ging &
eing-3b
TF 15-qing &
eing-4
T 12-géng &
weing-2a
T F 13-géng #t
weing-2b
T 12-géng &
weing-3a
T 14-ging &
weing-3b
TF 15-qing &
weing-4

T 17-déng &
eng-1

T ¥ 16-zheng %
eng-3

T 17-déng &
weng-1

F

T-F 19-hou 1%
ou-1

T-F 18-y6u KL
ou-3b
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Lt 404ing #
eingQ-3b

t 41-jisng @
eingQ-4

Lt 38-géng %
weingQ-2a

r

Lt 38-géng %
weingQ-3a

Lt 404ing #
weingQ-3b

t 41-jisng @
weingQ-4

t 43-déng ¥
engQ-1

L+ 42-zhéng &
engQ-3

r

o

Lt 45-hou &
ouQ-1

t d4-you K
ouQ-3b
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* 43-ying Bk (jing %) A 20-mo & GRS
eingH-3a eik-3a

* 46-jing 18 A 23-xi %) IR o wm s
eingH-4 eik-4

% 44-zhéng # A 21-mo % &R
weingH-2a weik-2a

* 455ing %) N 22-xi & Gk e
weingH-2b weik-2b

* 43-ying B (jing #) A 20-moTa PLE P Rl >
weingH-3a weik-3a

* — X 23-xi %% BHLsOmE
weingH-3b weik-3b

#* 43-ying B (jing %) A 20-mo Ia e
— weik-4

* 48-déng % X 25-dé t& WMo —F
engH-1 ek-1

* 47-zhéng & X 24-zhi B, SR =%
engH-3 ek-3

* — X 25-dé 14 Yoo —%
— wek-1

* — A 24-zhi % gW|obO =%
— wek-3

* 50-hou 1% A — Ao —%
ouH-1 —

* 49-you & A — kAR g
ouH-3b —
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AE(HO]| =%

Shénshe
RE[M O] =%

Xidnshe

AR 2 — %
AR 2 —%
R 2 =5

AR B & = F

T ¥ 20-you 4
ou-3c

T+ 21-gin &
em-3

TF22-tin &
am-la

T -F 23-tan 3%
am-1b

T F 26-xidn &
am-2a

T F 27-xidn %7
am-2b

T F 28-ydn B
am-3a

TF 24-yan &
am-3b

T F 25-tian %
am-4

T F 29-fan .
wam-3a
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L 46-you B
ouQ-3c

t 47.gin
emQ-3

Lt 48-gin R
amQ-la
Et 49-gan
amQ-1b
L 53-xian 3
amQ-2a
Lt 54-jian %
amQ-2b
t 52-ydn k&
amQ-3a
L 50-yan %
amQ-3b
t 51-tidn %
amQ-4
L 55-fan &
wamQ-3a



* 51-you %
ouH-3c

* 52-gin s
emH-3

* 53-kan#)
amH-1a
% 54-kan
amH-1b
* 58-xian ¥
amH-2a
% 59-jian 4
amH-2b
* 57-yan 8k
amH-3a
* 55-yan ¥
amH-3b
% b6-tian ¥~
amH-4
% 60-fan 1

wamH-3a

X 26-qi &
ep-3

XN 27-hé &
ap-la

A 28-hé &
ap-1b

N 31-xid &
ap-2a

A 32-xid 37
ap-2b

A 33-ye ¥
ap-3a

A 29-ye &
ap-3b

A 30-tié T (1)

ap-4
XN 34-fdZ
wap-3a
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AR O =%

R[] =%

B 2 — %
B 2 — %
EE LRSS
LR
B 2 =%

Jo s A e g
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APPENDIX 1: LIST OF FORMS BY GUANGYUN RIME

The following list shows the transcriptions for the rimes in the
Guangyun, listed in the order found in the Gudngyun. The
transcription advocated in the present paper is followed by Ding’s
notation, abbreviated to she, kai-hé, and deng. Note that there are
separate columns for kaikou and hékou.

tone name of rime kaikou hékou
EF 1-dong R ung-1b W[E]—
" ung-3b we=
+ -+ 2-dong * ung-1c W[e]—
Lt 3-zhong 4% ung-3c we1=
L 4jiangi  ong-2 pad 3 =
¥ 5.zhi X i-3b W= wi-3b A=
L ¥ 6-zhi F& i-3¢ W= wi-3¢ &=
¥ 7 zhiZ i-3d B
L F 8-wéi & i-3a B wi-3a &=
EF 9yu & uo-3b B[&]=
EF 10-yi K uo-3c B&]=
LF 11-mua uo-1 #BE]—
L 12-g7 ei-4 %M w wei-4 %ow
LF 135ia 1k ei-2a %= wei-2a go—
¥ 145ie % ei-2b M=  wei2b BH=
¥ 15-hui & wei-la goH—
Lt -F 16-hai+s ei-la BB —
LtF 17-zhén & en-3b M= wen-3b Bbe=
L -F 18-zhiin 3% wen-3¢ b=
L F 19-zhén¥  en-3c B =
L+ -F 20-wén X wen-3a BeE=

EF 21-xin ik en-3a HE=

78



also yin f&
L+F 22-yudn 7t
LEF 23-hin#t
+-F 24-hén R
+-F 25-han &
L+ ¥ 26-hudn 42
L -F 27-shan I
L+ -F 28-shan b

TF I-xian &
T F 2-xian b
T F 3-xiao #
T 4xido &
T 5-xido A
T-F 6-hdo &
TF 7-gedk

TF 8-gex

T+ 9-md i

T 10-ydng %
T 11-tdng &
TF 12-géng &

T+ 13-géng #t
T F 14-ging &
TF 15-qing &
T 16-zhéng %
T 17-déng &
T-F 18-y6u 1L

an-3a

en-1
an-1

an-2a
an-2b

ang-3
ang-1
eing-2a
eing-3a
eing-2b
eing-3b
eing-4
eng-3
eng-1
ou-3b

LB =

SR —
by Bl —

ol B =
ol B =

W B
LB =
X[
% [H] =
X [F]=
X [F]—
RH—

RAH=
B B =
B =
B M=
% Fl—
=
=
1=
=
1%
T H=
& K —
o L
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wan-3a e =
wen-1 HBbH—
wan-1 Le—
wan-2a e =
wan-2b e =
wan-4 Lem
wan-3b e =
we-1 REe—
we-3 o=
wa-2 Be=
wang-3 EH=
wang-1 % H—
weing-2a &=
weing-3a &=
weing-2b &=
weing-3b &=
weing-4 o]
weng-1 we—
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T ¥ 19-héu 1%
TF 20-you
T-F 21-gin &
T¥ 22-tin &
T F 23-tdn 3%
TF 24-yan &
T F 25-tian &
T F 26-xidn R
T ¥ 27-xidn #7
T F 28-ydn F
T F 29-fan L

t 1-dong %
E 2—zh6ng}]£§_
3-jidng %
4-zhi &
5-zhi &
6-zhi 1t
7-wéi B
8-yl 3%
9-y11 B
10-mu ¥
11-ji %
12-xie &
13-hai %
14-hui ¥
15-hai #
16-zhén %
17-zhiin %
18-wén ™

e e Ll SR S R LR

ou-1
ou-3c
em-3
am-1la
am-1b
am-3b
am-4
am-2a
am-2b
am-3a

ongQ-2
iQ-3b
iQ-3c¢
iQ-3d
iQ-3a

eiQQ-4
eiQQ-2a
eiQ-2b

eiQQ-1a
en(QQ-3b

] —
RF]=
R[H]=
AP —
AP —
AR =
B
AR =
R =
AR =

[m] =
I E
EMZ
EMZ
EMZ

k]
2=
2=

B —
BB =
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I

P

wam-3a R

ungQ-1b  #[&]—
ungQ-3c  #B[&]=
wiQ-3b &=
wiQ-3c &=
wiQ-3a &=
uoQ-3b #BE]|=
uoQ-3c #BE]|=
uoQ-1 #le]—
weiQ-2a #E4&=
weiQ-la  #&—
wenQ-3b #%4E&=
wenQ-3¢  H%4&=
wenQ-3a %46=
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E 19-yin & enQ-3a HH=
Lt 20-ruinfm anQ-3a WLH= wanQ-3a L& =
Lt 21-hun & wenQ-1  %4&—
L+ 22-héntk enQ-1 %M —
L+ 23-han % anQ-1 Ly B —
L+ 24-hudn % wanQ-1 L a—

Lt 25-shan % anQ-2a L= wanQ-2a LE=
Lt 26-chian & anQ-2b L= wanQ-2b L& =
Lt 27.xidn sk anQ-4 Ly B w9 wanQ-4 NEECus)
Lt 28-xidn ¥ anQ-3b W= wanQ-3b L& =
+ 29-xido % auQ-4  HK[M]m
Lt 30-xido I~ auQ-3 H[F]=
L 31-gido*3 auQ-2 X [F] =

L+ 32-hao# auQ-1  X[M]—

+t 33-g&% eQ-1 RH—

Lt 34-guo ® weQ-1 RE—
" eQ-3 R = weQ-3 RE=

L 35-mi % aQ-2 18 B = waQ-2 =
! aQ-3 R =

t 36-ying & angQ-3 FH= wangQ-3 %
t 37-dang % angQ-1 & H— wangQ-1 &
Lt 38-géng 12 eingQ-2a 12 K= weingQ-2a &

" eingQ-3a K= weingQ-3a 1%
39-géng eingQ-2b & H =
40-jing ## eingQ-3b = weingQ-3b &&=
41-jiong @ eingQ-4 1ZH ™ weingQ-4 &
42-zhéng#*  engQ-3 HH=
43-déng engQ-1 HH—
44-you & ouQ-3b A[H]=
45-hou & ouQ-1 RF]—
46-you B ouQ-3c A[H]=

81
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47-gin &
48-gan B
49-gan i
50-ydn 3%
51-tidn 7
52-yan 1
53-xian %
54-jian
55-fan &

e R i A

* 1-song i%
* 2-song
* 3-yong R
* 4jiang % (%)
% 5-zhi
6-zhi £
7-zhi &
8-wei &
9-yu By
10-yu &
11-mi &
12-i &
1341 &
14-tai &
15-gua #t
16-guai ¥
17-guai &
18-dui %
19-dai X

Be Mr e S O O e ME Me S O O M M

emQ-3

amQ-1la
amQ-1b
amQ-3b
amQ-4

amQ-3a
amQ-2a
amQ-2b

ongH-2
iH-3b
iH-3c
iH-3d
iH-3a

eiH-4

eiH-3b
eiH-1b
eiH-2a
eiH-2b
eiH-2c

eiH-1a

E[M]=
A& —
& —
A=
ol
A=
Jo =
Jo =

L [M]=
R
R
R
R

g
ZH=
2 —
Zr=
Zr—
Zr =

% —
82

wamQ-3a

ungH-1b
ungH-3b
ungH-1c
ungH-3c

wiH-3b
wiH-3c¢

wiH-3a
uoH-3b
uoH-3c
uoH-1
weiH-4
weiH-3b
weiH-1b
weiH-2a
weiH-2b
weiH-2c¢
weiH-1a

N
o
[

P

I

—

7 % 6 B I
B
TR

o
[(TE]

#o—
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* 20-fei eiH-3a &M= weiH-3a &&=

* 21-zhén E enH-3b #HMH= wenH-3b #%46=

* 22-zhun #% wenH-3¢ #%46=

* 23-wén M wenH-3a #%46=

% 24-xin %% enH-3a #HH=

* 25-yuan anH-3a F= wanH-3a Lé&=

* 26-hun B wenH-1  %46—

* 27-hén i} enH-1 %M —

* 28-han# anH-1 by B —

* 29-huan # wanH-1 L A—

% 30+jian #® anH-2a L= wanH-2a &=

* 31-jian anH-2b WJLF= wanH-2b L& =

* 32-xian & anH-4 L@ wanH-4  L&w@

* 33-xian % anH-3b LBH= wanH-3b L& =

% 34-xidoH auH-4  #[M]m

* 35-xido & auH-3  X[M]=

* 36-xiao % auH-2 X [F] =

* 37-hao % auH-1 X [F]—

* 38-ge eH-1 RH—

* 39-guo i weH-1 RE—
" eH-3 R = weH-3 RE=

% 40-ma 5 aH-2 1= waH-2 e =
" aH-3 1R B =

* 41-yang & angH-3 FH= wangH-3 F&=

* 42-dang ® angH-1 & FH— wangH-1 E&—

* 43-ying Bk eingH-2a 12 K= weingH-2a &&=
"alsojing %  eingH-3a 1K= weingH-3a #4&=

% 44-zhéng+#  eingH-2b M= weingH-2b &=

* 45-ing$h eingH-3b 1K = weingH-3b # &=

* 46-ing & eingH-4 1ZH ™

* 47-zheng#  engH-3 EHH=
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* 48-déng&
* 49-you &
* 50-houtz
* 51-you %
* 52-gin i
* 53-kan#)
* 54-kan W
* 55-yan ¥
X 56-tian
% 57-yan Bk
* 58-xian [
* 59-jian %
* 60-fan 3t

A 1-wii B
2-wo ik
3-zhu %5
4-jué %
5-zhi &
6-shu #7
7-zhi #f
8-wu
9-qi &
10-yue A
11-mo &
12-hé 5
13-mo K
14-xid %
15-xid 5%

R I I PN

engH-1
ouH-3b
ouH-1
ouH-3c
emH-3
amH-1a
amH-1b
amH-3b
amH-4
amH-3a
amH-2a
amH-2b

ok-2
et-3b

et-3¢

et-3a
at-3a

at-1

at-2a
at-2b

& B —
A=
RH]—
A=
E[M]=
2B —
& —
A=
ol
A=
Jo =
Jo =

L [M]=
R =

BREM=

%=
LB =

by B —

ol B =
ol B =
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uk-1b
uk-3b
uk-1c
uk-3c

wet-3b
wet-3¢

wet-3a

wat-3a
wet-1

wat-1
wat-2a
wat-2b
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A 16-xie B at-4 WLy B w9 wat-4 LA

A 17-xué & at-3b LB = wat-3b WLea=

X 18-yao % ak-3 B W= wak-3 EE&=

X 19-dué %% ak-1 % B— wak-1 B Ee—

A 20-moTa eik-2a i B = weik-2a &&=
" eik-3a 1= weik-3a &=

A 21-mo % eik-2b K= weik-2b &=

N 22-xi ¥ eik-3b M= weik-3b &=

A 23-xi% eik-4 12 B weik-4 2em

N 24-zhi % ek-3 %= wek-3 TH=

A 25-dé & ek-1 B — wek-1 g Ee—

N 26-qi & ep-3 R[H]=

XN 27-hé & ap-la BB —

A 28-hé & ap-1b Rk —

A 29-yé ap-3b  RHZ=

X 30-tie s (ts)  ap-4 R

X 31-xid #& ap-2a  ARMH=

XN 32-xid 37 ap-2b R K=

A 33-ye ¥ ap-3a R =

N 34-f4Z wap-3a RAE =
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APPENDIX 2: TRADITIONAL INITIAL CATEGORIES

ging zhuo
# qudnging ciging qudnzhuo cizhuo
1 |bang® p |pang% ph | bing® b | ming® m
2 |duant t |tou®E th [ding® d | niik n
ik 1
3 | zhi %= tr |cheft thr | chéng® dr | —
4 |jing ¥ ts |ging# tsh | cong#t dz | —
Xin '3 s |— xié 4R z
5 |zhuang i tsr |chii# tshr | chéng % dzr | —
shéng £ sr
6 |zhang#% tsy |chang &tshy | shan& "dzy | ri ny
sha & sy |— chudn # zy
7 |jian & k |gi% kh | qun# g | yi$8 ng
8 |xido®  h xidE ¢ gh | ydng ¥y
ying® [zero] yun =

1. labials (chiinyin & %)

2. plain dentals (shétéuyin & A& )

3. retroflex dentals (shéshangyin & £+ )

4. plain sibilants (chitéuyin # B %)

5. retroflex sibilants (zhéngchiyin i 3 &)

6. palatal siblants (also zhéngchiyin it # &)
7. velars (ydyin & %)

8. laryngeals (héuyin "% &)

" Note that this initial should be called shan in phonology, even if in other
circumstances one pronounces this word chan (among other readings).

' This initial is also called yi *A, which however can cause confusion with yr %
when named in Mandarin, as the Chinese do: yimu ## vs. yimu YA #. For this
reason I will always use the name ydng rather than yi for it.
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APPENDIX 3: PINGSHUIYUN AND TONGYONG CATEGORIES

The Pingshuiyun is the traditional rime system of Chinese
officialdom. It simplifies the Gudngyin rime corpus very
substantially, though in a far more conservative way than the she
system with which it coéxists. It appears to have been in use already
in Tdng times, and was eventually made the basis of rhyming in
poetry for the official examination system, with the result that it is
the basis of standard rime-books even in the present day. In Manchu
time it was also used as a rough system of classification for characters
in reference books.

The earliest clear statement of the Pingshui system is attested
in a ninth-century edition of the Qiéytin, in the table of contents of
each of the five volumes. There each rime is listed either as duyong
% R (“used independently”), or as téngyong Fl Al (“interrhyming”)
with certain other rimes. The t6ngyong assignments of the Qieyin
and Gudngyun are in the main the same as the conflations made
in later rime-books of the Pingshui tradition.

Below, on left-hand pages, are listed the 31 rime groups of the
Pingshui system (represented here by pingshéng rimes only),
together with the one or more Guangyun rimes subsumed in them.
Medieval transcription is given in boldface for the first Guangyun
rime in each group. On right-hand pages are comments about
actual rhyming practice in Sui and Tadng poetry. Tongyong
assignments in the Guangytn should be assumed to be the same
as the Pingshui system unless otherwise specified.

Generally speaking, the formation of the shé as empirical
rhyming groups is evident in gutishi of the mid-Tdng. Some of the
gtitishi's main exceptions are as follows:

ong,is in contact with both ung and ang;

ei,, ei,, and ei,, /ei, are mainly separate, rather than unified;

eand a seem to be coalescing, rather than separate;

eingand eng seem to be coalescing, rather than separate;

am, remains separate from the rest of am,, am,, and am, .
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PRESCRIPTIVE RHYMING SYSTEMS

Pingshuiytn Medieval transcription Gudngyun rimes

1-dong®  ( ung-1b ¥ 1-dong %
L 1-déng ¥
* 1-song %
A 1-wi B
ung-3b ¥ 1-dong %
] g
* 1-song #
\ A 1-wi B

2-dong% [ ung-lc ¥ 2-dong %
i
* 2-song R
A 2-wo R

ung-3c ¥ 3-zhong 5%
L 2-zhong f&
* 3-yong Al

\ A 3-zhu %

3-jiang i~ ong-2 ¥ 4-jiang it
Lt 3jidng
* 4-jiang & (%)
X 4jué %
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OBSERVED RHYMING

Miscellaneous notes on actual rhyming practice in the Sui-Tang

—— Early Téng poetry (both gtiti and jinti tends to
merge these two tongyong groups, but by the
mid-Téng, jinti poetry is dividing them again. The
merged group constitutes what we now know
as Tongshé. Its formation was thus evident in
early Tang times, and the conservatism of the
jinti'style was likewise evident by the mid-Té4ng.

—— Mid-Téng guti poetry has a tendency to rhyme
ong,with ung or ang. The sheé system, however,
distinguishes it as Jiangshe. This is an example of
a she that does not seem to reflect real popular
rhyming practice.
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4-zhi % ( [wli-3b F 5-zhi %
Lt 4-zhi #

* 5-zhi &

[wli-3¢ F 6-zhi F&
Lt 5zhi g

* 6-zhi £

i-3d ¥ 7-zhi Z
t 6-zhi b

\ % 7 -Zhi l:!\.::

5-wéi tk [wli-3a F 8-wéi tk
Lt 7wéi B
* 8-wei k&

6-yui & ( uo-3b F 9-yu &
L 8-yuzE
* 9-yu fiy

uo-1 F 11-ma #
L+ 10-mu
* 11-mu %

uo-3c ¥ 10-yd &
Eoyu

\ * 10-yu 8

-

7-yu J&
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—— These three
Gudngyunrimes
are independent
in much medieval  [— From early Tdng times,
poetry, but only gtiti poetry exhibits rhyming
[w]i,, retains its among the four 7 rimes,
partial forming what we know as
independence as Zhishé. Jinti poetry,
late as the Sui. By however, keeps
Téng times they rime [w]i,, stringently
are fully merged. distinct.

—— By the early Téng, gutr
poetry already tends
to merge these three rimes
into what we now know
as Yushe.
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8-qi % [wlei-4 F 12-gi &
L 1141
* 1251 F
[w]eiH-3b * 1351 %
9-jia 1t ( [wlei-2a F 13-iatk
E 12-xie %
* 15-guat
[w]ei-2b ¥ 14jie &
t 13-hai %
* 16-guai ¥
\ [w]eiH-2c * 17-guai &
*94i % ( [wleiH-1b * 14-tai &
10-hui & [ ei-la F 16-hai s
Lt 15-hii
* 19-dai X
wei-la F 15-hui &

L+ 14-hui¥h
* 18-dui %
\ [w]eiH-3a * 20-féi B

92



T’ang Studies 17 (1999)

—— Jintidoes not thyme [w]eiH,,
with [w]eiH,. Guti poetry does
rhyme them.

Rime [w]eiH,. is sometimes excluded from
)—— the rest of this group in rhyming.

— Gutipoetry tends to
include [w]eiH,, in
rhyming with the other
three rimes.

)—The Gudingyuin declares
[w]eiH,, to be diiyong.
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11-zhén & [ [wlen-3b ¥ 17-zhén &
Lt 16-zhén ¥
% 21-zhén &
X 5-zhi B
en-3c F 19-zhén 3%:
b
£ _
X 7-zhi #p
wen-3c F 18-zhiin 3#
Lt 17-zhtin &
* 22-zhun #%
\ X 6-shu fig

-~

12-wén L en-3a ¥ 21-xin fX(yin #&)
Lt 19-yin &
% 24-xin %
A 9-gi i&
wen-3a F 20-wén X
L 18-weény
% 23-wén M
\ A 8-wu ¥

en-1 ¥ 24-hén &
L+ 22-hén 1R
* 27-hén &
A —

wen-1 F 23-htin &
Lt 21-hun &
% 26-hun B
A 11-mo &

~~

13-yudn 7t

[w]an-3a ¥ 22-yudn 7t
+ 20-ruan
* 25-yuan B

\ A 10-yué A
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—— By early Tang
times, gtiti poetry
rhymes these five
Gudngyun
rimes freely.

(The Guangytin
erroneous calls

en,, and wen,,
tongyong only

in the ping-and
shdngsheéng,

not qu- or rushéng.)

—— The merger of the
rimes [w]en, and
[w]an,, is
widespread in the
poetry of the Six
Dynasties and the
Tang, and has
been canonized
in the Pingshui
system.
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Note: Rime wen,, tends
to stay independent in
jinti poetry of the

early and mid-Téang,.

— By the mid- and late Tang,
what we know as Zhénshé
and Shanshé are beginning
to be used as loose rhyming
groups in guti poetry. The
distinction between Zhénshe
and Shanshé is also made
in Han dynasty rhyming.
The merger of [w]en,
and [w]an,, is therefore
something special to the

— Six Dynasties-Tang period.

y
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14-han® [ an-1 ¥ 25-hdn &
L+ 23-han #
% 28-han #1
X 12-hé B
wan-1 F 26-hudn 12
t 24-huin %
* 29-huan #%
\ X 13-mo K

~~

15-shan #| [w]an-2a F 27-shan |
+ 25-shan #
# 30-jian 3k
X 14-xia &
[w]an-2b + 28-shan u
Lt 26-chan &
% 31-jian
\ N 15-xid 5%

1-xian % ( [w]an-3b T -F 2-xian th
Lt 28-xian 1
* 33-xian %
N 17-xué &
[w]an-4 TF I-xian &
L+ 27-xidn %
* 32-xian &
\ A 16-xie J&
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— (See p. 95, above.)

—— By the early
Téng, guti
poetry already
rhymes these
six Guangyun
rimes as a
single loose
group, the
beginning
of what will
become
Shanshe.
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2-xidao # ([ au-3 TF 4-xiado F
E 30-xido I
* 35-xiao %

au-4 T ¥ 3-xiao #
L 29-xido &

\ * 34-xido M

3-xido & ([ au-2 T F 5-xido &
t 31-gizo ¥
\ * 36-xiao X

4-hdo % au-1 T-F 6-hdo £
L+ 32-hao &
* 37-hao %k
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—— By the early
Téng, these three
rimes are found
rhyming together
in guti poetry. — By mid-Téng, what we

know as Xiaoshé is in

use as a rhyming group
in guti poetry.
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5-gé# (el T+ 7gedk
t 33-g& %
* 38-ge
we-1 TF 8-ge X
Lt 34-gus R
* 39-guo &
[w]e-3 TF 8-ge X
t 34-guo k&
\ * 39-guo &

6-m4 Fi. ([ [w]a-2 TF 9-mé i
L+ 35ma %
* 40-ma 7%

a-3 TF 9-md kv
L+t 35-ma %

\ * 40-ma 7%

7-ydng 1% ( [wlang-1 T 11-tdng &
+ 37-dang %
* 42-dang &
A 19-dud 4%

[w]ang-3 T-F 10-ydng %
Lt 36-ying &
* 41-yang ik

\ X 18-yao %
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—— These three Guangytin rimes rhymed together as a
stable unit during the whole Sui and Tdng. What we
know as Guoshé is thus one of the earlier she to
coalesce. In mid-Téng gtiti poetry (never jinti), they
exhibit some rhyming contact with Jidshé. This
is the probable reason Gudshe and Jidshé are placed
together in the Qieyun.

—— These rimes have been a cohesive rhyming
group throughout the Sui and Tang, forming
from an early date what we know as Dangshe.
There is some contact with Jiangshé in
mid-Tang gtiti poetry.
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8-géng & [ [wleing-2a

[w]eing-2b

[w]eing-3a

[w]eing-3b

\
9-ging & ( [wleing-4

\
10-zhéng % [ [wleng-1

[w]eng-3

102

T 12-géng &

Lt 38-géng %

* 43-ying Bk (jing %)
A 20-mofa

T F 13-géng #t

L+ 39-géng %k

% 44-zhéng 7%

A 21-mo %

T 12-géng &

t 38-géng %

* 43-ying B (jing ¥%)
A 20-mofa

T 14-ging %

Lt 40-jing #

* 455ing %

A 22-xi H

TF 15-qing &
E 41-jibng
* 467ing 18

N 23-xi %y

T 17-déng &
t 43-déng ¥

* 48-deng &

A 25-dé 1%

T ¥ 16-zheng %
L 42-zhéng %
* 47-zhéng %
X 24-zhi B
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—— Although jinti
poetry observes
the distinction
between Pingshui
rimes 8-géng K&
and 9-ging #, in
Sui poetry as
well as Tang
gtti, the two
are often merged.
As a group, these
rimes make up
what we know
as Gengshe.

— Téng guiti poetry shows a
slight tendency to merge
what we now know as
Zéngshé and Géngshe.

103



Branner: Neutral Transcription for Medieval Chinese

11-you & [ ou-l T 19-héu &
Lt 45-hou B
* 50-hou 1%

ou-3b T 18-you &
t d4-you K
* 49-you &

ou-3c TF 20-you
L 46-you

\ * 51-you %

12-gin# [ em-3 TF 21-gin ¥
t 47.gin B
* 52-gin s

\ XN 26-gi &
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—— These three rimes have been a cohesive
rhyming group throughout the Sui and Téng,
forming from an early date what we know as
Litishe.

—— Shénsheéis always kept separate from the
rimes of Xidnsheé in Sui-Tang poetry.
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~~

am-la TF 22-tin ¥
+ 48-gin R
* 53-kan #)
X 27-hé &
am-1b T F 23-tan 3%
+ 49-gin Fx
% 54-kan ¥
A 28-hé &
am-3b TF 24-yan &
L 50-yan %
% 55-yan ¥
A 29-ye ¥
am-4 T F 25-tian %
L+ 51-tidn 7
%+ 56-tian ¥x
X 30-tie M (Hs)
am-3a T F 28-ydn
t 52-yanfk
* 57-yan Bk
X 33-ye ¥
wam-3a T 29-fan L
+ 55-fan i
* 60-fan 1
A 34-f4%
am-2b T F 27-xidn %7
Lt 54ian 4%
% 59-jian %%
A 32-xid I
am-2a T F 26-xidn #&
+ 53-xian %
* 58-xian %
\ XA 31-xid &

13-tin &

-

14-ydn 8

~

15-xidn B,
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The Guangyun
makes the six
rimes am,, am;,,
and am, into three
three téngyong
groups of two
rimes each.

Rimes am,, and
wam,, are in
complement, and
are arguably

a single rime.

T’ang Studies 17 (1999)

— The two rimes am,, and

am,, remain tongyong and
separate from the rest of
Xiansheé throughout the
Tang period. Xidnshe is the
last of the shé to coalesce.

By the mid-Téng,

guti poetry is treating
these six rimes as a single
loose rhyming group,
comprising all of

Xidansheé except rimes am,,
and am,, . These rimes

are poorly attested in early
Téng jinti poetry but by
the mid-Téng there is a
tendency to merge them
just as gtiti does, though in
a less pronounced way
than in guti
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APPENDIX 4 COYUN GAO JIANZIBIAO f #7# i % &
(INDEX OF READINGS FROM THE DRAFT CUYUN # #)

The Cayun #&#, or “Rough Rimes”, my own statement of
Qieytun phonology, is still in draft form. The present index is ex-
tracted from that draft, and transcribes the medieval phonological
values of certain common literary characters, using the system
described in the foregoing essay.

Phonological values here are taken mainly from the Gudngyin,
with a very few important alternate readings from other sources,
such as the Qiéyun fragments, the Jiyun, and later rime books of
the same august and canonical tradition.

I have inserted a hyphen between initial and rime, so that the
boundaries of each are as clear as possible, for the benefit of the
novice: tshy-i-3, dr-uo-3b, y-wi-3c. This practice is not necessary to
observe under ordinary circumstances. When the initial is “zero”,
no initial is specified. The x and y marking chdngniti categories
are omitted here, since literature evidently does not reflect this
distinction.

Characters are arranged in the index by the number of strokes
they contain. I follow usual stroke-counting practice most of the
time; e.g., = has four strokes rather than three or six (), F has
three strokes rather than two or seven (&) or eight (%#). But in
cases where alternate varieties of a single graph compete, I follow
the stroke-count of the specific form in question; i.e, # is counted
as eight strokes rather than nine because there is no dot above the
element H. Each stroke-group of characters is itself ordered ac-
cording to the traditional “radicals” (buishdu #f &, “section heads,
classifiers”). The radical-system I follow is the Western sinological
standard, that of the Kangxi zididn & B ¥ of 1716 C. E., itself
based on the Zihui ¥ % of Méi Yingzud #/&# in Ming times. I
use the traditional forms of the characters, not the drastically sim-
plified ones that have put such immense aesthetic distance between
the modern People’s Republic and the orthographic habits of the
past thousand years.
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This index contains approximately 5,000 characters, a number
chosen chiefly for roundness. Early versions of the Cayun were
derived from my own reading notes. Therefore let the reader be
cautious! The index certainly does not exhaust the inventory of
important characters found in pre-modern Chinese literature. It
does not exhaust the set of graphic variants of any given character.
It does not necessarily even list all the known readings of any
given character, nor again does it indicate the different meanings
of those multiple readings. For all those things, the reader must
turn to a fuller source of traditional forms and sounds. This index
is merely intended to be a quick and handy guide to medieval
readings, for use in the absence of (or as an adjunct to) some more
comprehensive reference work. The final arbiters of medieval read-
ings are the traditional rime-books, a select one or two works
among the many modern compendia on the subject (e.g, Ding
and Li 1956), and the usage of medieval writers. The rime-books
can be tricky to use by themselves because it is not always possible
to make sense of fangie just by looking at them.

When a single character has more than one pronunciation, the
rime-books are sometimes consistent, sometimes not, in how they
assign sound to meaning. At times, it is not entirely clear what
rime-book glosses are trying to tell us in the first place. Sometimes
there is a clear relationship between variant readings, suggesting
ancient morphological processes, but sometimes we are simply
dealing with different and unrelated words that happen to be
written with the same character. Again, let the reader beware!
And at such moments, recall the words of the philologist Gt Yanwu
B2 X &, (1667), master of us all:

WEARFERLY R R FITFAE - AFATR
5 HFRERFAE BMFRTAL - AARZIARATF
EXNENFREIFT S MPPZI R K - AT X THEFZIA
MR8 E 2 A

Let me just cite one or two examples from among the strictest
regulated verse of the Tang: # is read sometimes in the pingshéng
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and sometimes in the qu1, & sometimes in the ping and sometimes
in the qu, Z and % sometimes ping and sometimes qu, &
sometimes ping and sometimes shang — and can you say these
are cases where there are two different meanings? This is
precisely what in the study of ancient scripts is called zhudnzhu
[change and confluence]. The fact that the rime-books admit
such words in two or three different places indicates that the
poets of the world used these words differently depending on
whether they were spoken slowly or quickly, lightly or heavily.

Git's opinion, that natural aberrations in speech produced many
of the ancient variant readings, is no longer taken seriously. Yet
we who dismiss him are ourselves at a loss over what to make of
these alternate readings that mean the same thing.

Another irksome problem is that the Guangyin and its kin are
not absolute repositories of all our modern graphs. For one thing,
they sometimes disguise common morphemes behind unusual
alternate graphs. An example is bi & “fine-toothed bamboo de-
lousing comb”, a morpheme that remains alive as a free verb in
modern Chinese, “to delouse with such a comb”. The primary
reading of this character should be biH,,, (in the same xidoytin as
bi $% “nose”), but the specific form & only appears in the Guangytun
under pei, The primary reading biH,_ for the morpheme is,
however, found in the form of the character #t, glossed “#mf
[fine-toothed comb]”.

Examples of this kind are legion. Consider the modern Manda-
rin word bai “to twist apart in the hands (for instance, an orange)”,
which we write #. #F is not found in the Gudngyun. But bai is
nevertheless found, in the form of %, under the reading peik,,
The novice reader perceives some of the sublimity of Chinese lin-
guistic history on realizing that #, ordinarily read bob in Mandarin,
is in truth a learned doublet of the same morpheme that in speech
is pronounced bai and written with #f, a character of near-modern
invention. (This graph #f is probably what we are warned not to
call an ideograph — let us instead call it a graphic pun, and read it
liangshou fén “dividing with two hands”, from which we recall
the word bai.) Dai “foolish” appears not in our familiar form %

110



T’ang Studies 17 (1999)

but as X (read ngei,,, corresponding to our learned reading i),
for X is, again, a late character. Zao “stove” appears, not as our %t
but as the traditional #. And many modern words appear not at
all, because they were unknown or non-standard in medieval doc-
uments. Chi “to eat” appears, at the dimmest outer edges of plausi-
bility, as the obscure character # tshret,, but certainly not as our
v, ket,, (=ji) or "2 kheik, (=qi). Diti “to discard” we write as &,
but this is evidently another graphic pun: piéqga / % (=#%) “to
cast away”, or perhaps yiqgi —% “completely gone”.

To make matters worse, the Mandarin word diii, believe it or
not, has no place at all in the medieval phonological system. Its
initial requires a sidéng rime category, and its final points to Lidshé
or just possibly to Tongshé in the riishéng. But there are no sidéng
rimes in these shé. Where then do we place it? Fortunately for us,
dia has not yet been reported seen in medieval poetry.

Such are the hazards of “stirring up the faltering waves of
antiquity”!

My thanks to Shujen Yeo for her generous and patient help
while I was compiling this index. The errors that remain are my
own responsibility. I have checked the material repeatedly, but I
am sure that many oversights will inevitably be discovered here,
and for these I beg tolerance. Needless to say, all earlier versions
of this system that have been distributed (including that printed
in Branner 2000:414-420, which accidentally reverses the a and b
after the numerals in eing) should be considered superseded by
the present version.

I would be grateful to hear from any reader who cares to

notify me of errata or omissions. I can be reached in care of the
Publisher.

[ Appendix 4 has now been completely superseded by a newer
version of the Ciiytn. Please contact author for more details.]
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