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Abstract

A Phonological Study on the Rimes of Shagou ji

Bo Jiang

Chair of the Supervisory Committee:
Zev Handel

Department of Asian Languages and Literature

In this thesis I explore the thyming patterns of Shagou ji BMFC [Killing a Dog], a representative
work of southern drama, based on the Litishi zhong qii 751 FE Ml [The Sixty Plays] edition of the
text, and establishes thirteen rime sets. Then I try to clarify the correspondence between these rime
sets and those of Zhongyudn yinyun " )7 % #8 [Rimes of the Central Plains], as well as Gudngyun
& #8 [Expanded Rimes]. Previous opinions that some of the language features of southern drama

were influenced by W dialect are challenged after a careful examination of the rhyming patterns

of shi ¥, cf ) and northern drama, which might be possible alternative sources for these features.
After that, I compare two versions of the Shagou ji text — the Féngyué jinndng J& F 5%

[Brocade Satchel of Lyric Arias] version and the Liushi zhong qii version — particularly in terms



of rime, based on the assumption that the Féngyue jinnang, being the earlier version, contains more
original content, while the Liuishi zhong qii, revised by Ming scholars, is comparatively refined
and regularized in its language. This comparison will shed light on the development of southern
drama’s language within the Ming dynasty and pave a way for future possible comparison between

versions of other works of southern drama.



1. Introduction

1.1 Southern drama

Southern drama F [5k/Fg fi (ndnxi/nanqii) or xiwén |8 3C (drama text), as distinguished from
northern drama b #i (béigui) or zdju B (variety play), is the earliest form of xigui &k il (Chinese
opera), and took shape no later than the 12% century.' Given its possible birthplace in Yongjia 7k

% (modern-day Wénzhou), southern drama is also called Yongjia zaji: or Weénzhou zaji.

During the Yuan dynasty (1271-1368), southern drama gradually developed into a mature
art form, mainly performed in southeastern China, where Wi, Min and Gan dialects are spoken
nowadays.? Thus the language of southern drama was believed by the Ming (1368-1644)
intelligentsia to be fundamentally influenced by dialects rather than by the lingua franca that was
widely accepted by the literati. For example, Wéang Jidé T B#/E (c.1540-1623) says in his Quilii
13 [Musical Temperament] that “southern drama naturally has southern readings, identical with
[the dialects] there.” ZEF M H AR T &, HEHHIE (J. Wang 2002, 450).

Such so-called “southern readings” can be found in the text of Shagou ji FAFC [Killing a
Dog], for example, the intermix of nasal endings rimes, i.e. the three Zhongyudn yinyin + J57 % 58
[Rimes of the Central Plains] (hereafter, ZYYY) rimes Zhén-Wén I [on], Qin-Xun {2 [om]

and Géng-Qing P75 [on], and the four ZYYY rimes H4an-Shan €1l [an], Huan-Huan fE#KX [on],

! The origin of southern drama is still unclear. At present most scholars have not yet reached a consensus on its
formation time. Qidn (2009, 11) claims that southern drama appeared in the late Northern Song dynasty (960-1127).
Yt & Liu (2009, 7) pinpoints it between the Southern Song dynasty Chinxi ¥ B& (1174-1189) reign and Shaox1 42
E& (1190-1194) reign periods. Sun (1995) says southern drama first originated around the third decade of the 12
century. Idema & Haft (1997, 178) thinks it appeared no later than the 12 century. Liti (2007, 1) and Péng (2008, 1)
both believe its formation should be before the Northern Song dynasty Xuanhé & #= (1119-1125) reign period.



Xian-Tian 4K [&n] and Xian-Xian BE& [em], and the intermix of high vowel rimes, i.e. the
three ZYYY rimes Qi-We&i Z5 4 [i], Zhi-S1 32 & [/] and Yu-M6 ff% [u], appear repeatedly in
the text.?> These are the typical features of Wi, Gan and Min dialects.

Before the early Ming most composers of the southern drama were anonymous folk artists,
with ill-educated low-class audiences such as peasants, merchants, artisans, etc. For this reason,
southern drama during the Yudn and early Ming (1368-1644) was regarded by men of letters as an
inferior art form. However, during the course of its expansion, more and more men of letters
participated in southern drama composition, promoting its social status. One of the main figures
was Gao Ming =P (ca.1305-1371) whose representative piece Pipd ji t&tinC [The Lute] was
recognized by Zhii Yuanzhang K Ju¥ (1328-1398), the founding emperor of the Ming dynasty.
Another influential figure was Shén Jing VL% (1553-1610), who advocated regularizing the
language of southern drama according to Zhou Déqing’s & {3 (1277-1365) ZYYY. His proposal
soon received wide and positive responses (W. Yt 2005, 234). Dramatist Fan Wénrud i 3C#%
(1587-1634) writes in his drama Hudydn zhuan {£%EHE [Flowery Banquet] that “the rimes [in
Huayan zhuan] are all based on Zhou Déqing’s ZYYY, and not one character is imprecisely used.”
[TEEERAAEE (FE) , A55M—5. Shén Zijin L H & (1583-1665), a dramatist born in
the late Ming, asks in his Ndnci xinpii 76785 [New Formulary of Southern Songs), “as for
songs, are there any that do not look to ZYYY as the standard?” K ili, A A% (FJH) ZIEFE

FHH? (W.Y12005,234).

3T adopt Wang Li’s £ 77 ZYYY reading reconstruction in this study. For more detail, see Wang (1987, 392-470).



From the Wanli & J& (1573-1620) reign period onwards, ZYYY was basically becoming the
rime standard for southern drama composition.* Meanwhile, southern drama from then on was
generally regarded as chudngi {8 %F (literarily, transmission of marvelous) by modern scholars, a
new form of performance art embedded with the literati’s aesthetic tastes.

In this thesis, I divide the development of southern drama into three periods and presume
that works of the earlier period are mostly coarse in language and imprecise in rime, while works
of the later periods are comparatively more uniformly based on the ZYYY:

(1) The first group includes three southern drama pieces found in Yongle dadicn 7k 8% K 4t
[Yongle Encyclopedia] that are believed to have been composed during Song (960-1279) and Yuéan
dynasties, i.e. Zhang Xié zhuangyudan SRR TC [First Place Scholar Zhang Xié], Huanmén zidi

cuo lishén B[ H855L 5 [Grandee’s Son Takes the Wrong Career| and Xido Sinti /NZ &

4 This does not mean that ZYYY was the only standard for composing southern drama. Shén Jing’s advocation
inevitably caused criticism from other dramatists who held different opinions. Wang Jidé thinks that southern drama
should preserve it “southerness” by following its own rime tradition and avoiding the influence of ZYYY. Shén
Chongsui ¥L4E & and Féng Ménglong % - 4€ insist that entering tone should be distinguished from other tones. Qing
dramatist, Li Ya Z=i% (1611-1680) proposes that ZYYY rimes would be adjusted to southern drama phonology by
setting apart the entering tone rimes from non-entering tones and distinguishing Y ;& and M6 #% rimes.

5 The demarcation between southern drama and chudngi is made by modern scholars such as Qian Nanyang 4% # 45
(2009). Sun (1998) lists several differences between southern drama and chudngi: there are seven role categories in
southern drama, while twelve in chudngi; southern drama predominantly uses southern tunes, but chudngi widely
applies northern tunes; most southern drama plays are related to love, marriage or domestic stories, but a number of
chuangi plays are about political or military struggle. The way to divide southern drama and chudngi is still ambiguous
and controversial. Zhonggué da bdiké quanshii: xiqii quiyi *F B K & #+4F - & & w3 [Encyclopedia of China: Xiqii,
Storytelling and Ballad-sing] defines those composed in Song and Yuén as southern drama and those in Ming and
Qing as chuangi. Qian Nanyang (2009) considers that the divide between southern drama and chudngi is the
appearance of kiinshan giang &1 iz. X Shuofang #2 # 7 (1988) proposes that those accumulated folk dramas are
southern drama, while those composed by the literati are chuangi. Sun (1998) admits there was an overlap period of
both the disappearance of southern drama and the formation of chudngi. For more detail, please see Sun (1998). On
the other hand, some modern scholars think this way to demarcate southern drama and chudngi is subjective and
reluctant to distinguish them. Fu Dixiti K% 15 (2014) says that chudngi should be regarded as a new form of southern
drama rather than a new type of drama. In fact, there was no substantial difference between these two terminologies
in pre-modern scholarship, and they could even refer to one another. We thereby following pre-modern scholars’
tradition and do not distinguish chudngi from southern drama in this thesis.



[Little Butcher Sun].® Noticeably, Zhang Xié zhuangyudn is believed to be written as early as in
the Northern Song dynasty (960-1127) (Yu and Lia 2009, 201-210).

(2) The second group includes works that are believed to have been composed from the late
Yuan to Ming Jiajing 3% (1522-1566) reign period, including the representative play Pipd ji, as
well as the “Great Four Southern Dramas”, i.e. Jingchai ji 7#i$X7C [The Thorn Hairpin), Bditu ji
H 5L [The White Rabbit], Baiyuéting £ 5= [The Pavilion for Praying to the Moon] and
Shagou ji.’

(3) The third group includes those works created after Jiajing reign period when Wei Lidngfu
28 K #i (71522-21586) innovated Kiinshan giang, and later Shén Jing advocated for ZYYY. This
group has the largest number of plays with relatively clear authorship and regularized rime, such
as Xiangndng ji %250 [The Perfume Satchel] by Shao Can A (dates unknown), Bdojian ji &
BT [The Sword] by Li Kaixian Z2B 4G (1520-1568), Huansha ji E4baC [Washing the Silken
Gauze] by Liang Chényt % JZ £ (ca.1521- ca.1594) and Yixid ji # %50 [The Noble Knight-errant]

by Shén Jing, etc.

® Yongle dadidn is a large encyclopedia commissioned by Ming Emperor Zhii Di % #& (1360-1424) whose reign title
is Yongle (1403-1424). By the year 1408 when it was completed, Yonglé dadicn comprised 22,937 juan % in 11,095
volumes. Most of the volumes were lost during the late Qing dynasty (1636-1912), in the midst of Western attacks
and social unrests. Today no more than 370 volumes are survived. The three dramas were found in the 13,991% juan
which was found by Yé& Gongchuo % %47 in London in 1920.

7 Ling Méngchil 7% % #7 (1580-1644), a Ming scholar, was the first person that can be found putting forward this term
“Great Four Southern Dramas” in his Tdnqii zdzha 3% #1 %% (Notes on the Southern Drama). These four works were
later recognized by scholars as the most important and influential southern dramas appearing in the Yuéan and the early
Ming period, and thus the term “Great Four Southern Dramas” was widely accepted.



1.2 Literature review
The southern drama had been obscured by the illustriousness of Yuan zdju for a long period
of time until in the 20" century, when some lost southern drama texts were rediscovered.® The

rediscovery of those texts soon attracted scholars’ attention.

1.2.1 Research on southern drama

In his representative works Shémota shi qiihua % A % 5% [Drama Criticism in Samatha
Studio, 1907] and Gugii zhiitan B EEFR [Idle Talk On Drama, 1914], drama master Wi Méi’s
S HF (1884-1939) discusses the metrical scheme of northern and southern dramas. These two
books, along with Song Yudn xiqii shi Rk 52 [4 History of Song and Yuan Drama, 1915] by
Wang Guowéi T[4t (1877-1927) who places southern drama into the modern Chinese literary

canon for the first time, initiated the research boom on southern drama in the early 20" century.
Noticeably, Wang points out in his book that southern drama might have appeared as early
as in Song, ahead of Yudn zdju. This opinion gained approval from other scholars. Qian Nanyang

FEF 4% (1899-1987) proposes in his Song Yudn ndnxi kdo R ICFE % [Study of Song Yudn

8 In 1920, scripts of three dramas Zhang Xié zhuangyudn, Huanmén zidi cuo lishén and Xido Sintii were discovered
in volume 13,991 of the Yongle dadidn which was found in an antique store in London by Y¢ Gongchuo. In May
1936, Nangii jitigong zhéngshi ¥ ¥ JU'E 4% [The Rectified Beginnings Southern Drama’s Nine Modes] containing
a large number of Song and Yuan southern drama songs was found by Féng Yuanjin /%t # and Lu Kanra 4R 4=
at a bookstore in Beijing. In 1950s, Féngyué jinnang & F 4% & [Brocade Satchel of Lyric Arias), a collection of
Yuan and Ming dramas before 1421, was discovered in the Real Biblioteca de San Lorenzo del Escorial in Spain; at
the same time, drama collections that are found in Naikaku Bunko M P8 3L [Cabinet Library] in Japan, such as
Cilin yizhi 3% —4% [4 Branch from the Forest of Song), Banéng zoujin /\ it % 4% [Eight Facets Stuck from a
Tapestry], Yugii xinhudng ¥ 5% 5% [New Reed Pipes in the Jade Valley), Zhaijin qiyin 4% & [Strange Tones
Plucked from a Tapestry], Daming tianxia chin X ¥ X F & [Spring throughout the Realm of Great Brightness]
were introduced to scholarship. In later years, scripts of Jigjing edition Cai Bdjié # 14"%, Chénghua s (1465-
1487) edition Bditu ji and Xuandé = 1% (1426-1435) edition Liv Xibi jincha ji B4 «& 2438 [Liv Xibi Gold
Hairpin] were unearthed from tombs in Jicyang #81%, Shanghai and Chao’an #]4 respectively (Y1 and Lia 2009).



Southern Drama, 1930] that southern drama might developed from folk song, Song dagii X Hi or
Song zdju. Japanese scholar Aoki Masaru B A 1EJT (1887-1964) claims that southern drama
originated from Southern Song (1127-1279) zdji in his Shina kinsei gikyoku shi > 315 tH |58 il 52
[History of Chinese Theatre in Pre-modern Times, 1930].

Later, three significant southern drama collections — Song Yudn xiwén bénshi 4 JCIE AR
= [The Subject Matter of Song and Yudn Xiwén, 1934] by Zhao Jingshen i 5t (1902-1985),
Song Yudn xiwén bdi yT i AR ICEL L H — 8% [Collection of One Hundred and One Song and Yudn
Southern Dramas, 1934] by Qian Nanyang and Ndnxi shiyi Fd k{518 [Collected Portions of
Southern Drama, 1936] by Féng Yuanjiin #%7t# (1900-1974) and Lu Kanrt F il (1903-1978)
— were published, collecting texts from 128 dramas.

After the Communist Party came into power in 1949, researches on southern drama pieces
were mostly around their themes from a class struggle perspective. In the 1950s, scholarship
launched a wide debate over Pipd ji concerning its realism and popular character. Scholars such
as Tian Han 75 (1898-1968), Shang Yué ##§ (1902-1982), Xt Shuofang &% 77 (1923-2007),
Wing Jis1 2 (1906-1996), Dong Méikan # & (1907-1980), Y Pingbé fr-F-H (1900-
1990) and others all joined this undertaking. Simultaneously, the debate around the Qing (1636-
1912) drama Chdngshéng dian += 428 [The Palace of Eternal Life] was in progress. Guan
Dédong’s [ % (1920-2005) idea that the theme of Chdngshéng dian was “love” faced criticism

from various academics. Most contemporary scholars believe that there was only “class love” in a
class society. Love that transcended society was nonexistent (Stin and Xu 2003).

In 1981, Qian Nanyéang published his seminal work Xiwén gailiin S XHERR [A General

Study of Southern Dramal), combing the history and the development of the southern drama,



introducing southern drama comprehensively to scholars for the first time. Soon after that, Li
Nianzi 24 %% (1933-2017) put forward the multiregional origin hypothesis for the first time
claiming that both Fujian and Wénzhou might be the birthplaces of southern drama in his Ndnxi
xizhéng FEEHT7E [New Critique of Southern Drama, 1986]. Y Weimin #14%[X, one of Qidn
Nényang’s students, published a series of articles on the authorship and versions of drama pieces
such as Baiyue ting, Baitu ji and Jingchdi ji.

Meanwhile, the Fengyué jinnang JAH 7% [Brocade Satchel of Lyric Arias] (hereafter,
FYJN), a Yuan and Ming drama collection discovered in the Real Biblioteca de San Lorenzo del
Escorial in Spain was introduced to scholarship, leading to a research boom. In 1987, Taiwan’s
Xuéshéng shiju 5243 J7) issued the first photoreproduction of the FYJN. In 2000, Siin Chéngtao
4 5%7% and Huang Shizhong 35 1L i published Féngyué jinndng jianjiao B\ F $7 5 K
[Annotations on Brocade Satchel of Lyric Arias], providing an relatively readable copy to
scholarship. Stn’s Féngyué jinnang kdoshi J8 F] 853 % k¢ [Criticisms and Explanations on
Brocade Satchel of Lyric Arias, 2000] lists all the errors in FYJN and makes a detailed comparison
between FYJN dramas with their received editions.

In English scholarship, northern drama has attracted most scholars’ attention for a long time,
eclipsing the academic research of southern drama. The leading scholar in Ming chudngi research
for decades was Cyril Birch. He translates Tang Xianzu’s ¥ Mudan ting 4+ F+= and Méng
Chengshun’s %% Jidohong ji GE4LAC as The Peony Pavilion (1980) and Mistress and Maid
(2001) respectively. In Chinese Theater 1100-1450: A Source Book (1982), by Wilt Idema and

Stephen H. West, the three southern dramas found in Yongle dadidn are fully translated into

English for the first time.



The first comprehensive study concerning the southern drama in English scholarship is
Polish Sinologist Tadeusz Zbikowski’s (1930-1989) 1974 dissertation Early Nan-Hsi Plays of the
Southern Sung Period, in which he studies southern drama in light of Western drama theory and
places it in the world’s drama history, comparing it with ancient Greek comedy and tragedy,
India’s Sanskrit theater and Japan’s n6 drama. Mei Sun’s 1995 dissertation Nanxi: the Earliest
Form of Xiqu, is the first study of southern drama from the perspective of theatrical performance.
Later, in his article “The Division between Nanxi and Chuanqi” (1998), Sun analyzes this issue
and proposes an overlap period of both the disappearance of the southern drama and the formation
of chuangi, trying to “avoid an artificial line of separation of the transition into two periods” (1998,

255).

1.2.2 Research on the rimes of southern drama

As for the language of southern drama, Li Xido’s 2= “Nanxi quiyun yanjit” Fe 5k it 520
5% [Research on the Song Rime of Southern Drama, 1984] and Zhou Wéipei’s 4T “Shiltn
Ming Qing chuangi de yongyun” &t 5 H 5 {8 %5 i) F#8 [On the Rime of Ming and Qing chuanqi,
1988] focus on the rime pattern of southern drama. Li (1984) generalizes several riming rules in

southern drama in terms of ZYYY rimes:

(1) Rime Dong-Zhong *H ## [un], Jiang-Yang L5 [an], Y(-M6 [u], Jie-Lai & 7k [ai], Xido-
H4o # %% [au], Che- Zhe Hif [2], and You-Hou Jif% [ou] are seldom intermixed.

(2) The [-m] ending rime Qin-Xun is never purely used but is mixed with [-n] ending rime
Zhén-Wén and [-n] ending rime Géng-Qing. G&-Gé #{ X [o] and Jia-M4 ZX bk [a], Qi-Wei [i] and
Zhi-S1 [\ /1] are frequently intermixed. Han-Shan [an], Huan-Huan [on] and Xian-Tian [e&n] are

intermixed.



(3) Entering tone rimes can not only rime with themselves, but also rime with non-entering
tone rimes.

Y Weimin’s 67 2% [X; in his Quti yanjia HBEH 5T [On the Structure of Qii, 2005] indicates
that the language of southern drama is based on Wi and Min dialects. Soon after, Yu in his Song
Yudn ndnxi shi RICHESE [The History of Southern Drama in Song and Yudn, 2009] with Lit
Shuiytn FJ7KZE points out that the birthplace of southern drama is Weénzhou, implying that the
base language of southern drama is Weénzhou W dialect. Yu also lists the rimes that are commonly
found intermixed: (1) Xian-Tian [@n], Han-Shan [an] and Huan-Huan [on]; (2) Zh1-S1 [/], Qi-
WEi [i] and YU-MO6 [u]; (3) Zhén-Wén [on] and Géng-Qing [on]; (4) G&-Ge [o], Jia-Ma [a] and
Cheé-Zhe [2]; (5) [-m] ending rimes and [-n] [-n] rimes; (6) entering tone rimes and non-entering
tone rimes.

There are also works on specific southern drama texts. Li Lihui’s 2IRE## 2007 doctoral
dissertation Ndnxi yongyun ydnjiii 74§ FEH 58 [On the Rime Scheme of Southern Dramal),
based on a corpus of 48 southern dramas (13,319 songs in total), finds that the rime scheme of
southern drama is deeply influenced by ci as well as composers’ personal dialects — Stizhou
dialect rather than Wenzhou dialect.’

Huéang Liang’s $& 2% 2012 doctoral dissertation “Litishi zhong qii” yongyun yanjii 751 &

il FHER W 5T [On the Rime Scheme of “Sixty Plays '] conducts an exhaustive research on southern

° Liti finds it difficult to correspond southern drama rimes categories to modern Wenzhou dialect. For example, GY
rimes Dong & and Zhong 4% are merged in southern drama, but are two different rimes in modern Wénzhou dialect,
such as xiong 3L, zhong ', chong #€ [-on] and gong #&, zhong 4%, yong M [-ys]. There are also many characters
rime in Wénzhou dialect but never rime in southern drama nor ZYYY, e.g. zhdng ik, zhang %, zhing &, zhang % ;
zhan b, zhan ¥, zhan &, zhan 3 and ni 1%, ni B, I %], though are characters of different ZYYY rimes, all sharing
the same rime in Wénzhou dialect. Lit1 finds the correspondence between southern drama rime and modern Stizhou
dialect is clearer and more systematic. Liu further compares Ming Siizhdu folk song phonology with that of southern
drama and finds they are identical with each other.



drama pieces in Liushi zhong qii, a collection compiled by Mao Jin & & (1599-1659) during the
late Ming period, and finds that dramatists from southern China were more likely to intermix high
vowel rimes (i.e. Qi-W&i and Yu-Mo) and nasal ending rimes (i.e. Zheén-Wén and Géng-Qing)
than those from northern China. Huang also finds out that the phonology of southern drama did
not change much throughout the whole Ming dynasty, despite scholars’ advocacy of regularizing
drama riming in accordance with ZYYY. This opinion however is challenged by Péng Jing’s &/ #¥
research. After investigating 60 chuangi works (15,364 songs in total) that are written after Ming
Jidjing reign period in her 2008 dissertation Ming chudngi yongyin ydnjii W3 182F F#EAH 5T [On
the Rime Scheme of Ming Chuadngi], Péng claims that ZYYY rimes are more likely to be intermixed
in southern drama than in chudngqi, for instances: (1) Dong-Zhong [un] and Géng-Qing [an] as well
as Zhén-Wén [on], QIn-Xun [om] are more often than not mixed in southern drama and thus can
be merged into one group in some works; this merge however never occur in chudngi. (2) Ge-G&
[0] often rime with Che-Zhe [«] or Jia-Ma [a] in southern drama; this type of mixed-rime is rarely
found in chudngi.

In addition, works such as Fan Junmin’s Ji{& f}{ research on the rime scheme of Zhang Xié
zhuangyudn (Fan 2011), Wi Ping’s %3 on that of Xido Sinti (P. Wi 2012), Sit Wén’s % 5% on
Pipa ji (S 2015), He Ying’s % 54 on Bditu ji (Y. Hé 2017), Lidng Yangi’s Z2%e3H on Jingchdi ji

(Liang 2018), etc. reveal the unique riming features of specific play.

1.2.3 Research on Shagou ji and its rimes
As for Shagou ji, the subject of the present investigation, no research work has been found

L

in English scholarship yet. In Chinese scholarship, “Shagou ji” xiwén linshi {FAVECY) B SCEm

10



&R [Introduction to the Southern Drama “Shagou ji”, 2007] by Tsai Ju-ting ZX U4 introduces
this drama comprehensively, involving the authorship, story plot, theme, characters, rhetoric, etc.
Li Ping Z5°F, Y Weimin and Huéng Shizhong 3511 & published three articles “Du Shagou
Jizaji” 58 (BRAEC) HAC [Notes on Shagou ji, 19871, “Nanxi Shagou ji zudzhé hé banbén kioliie”
Bk GRMEL) 1E# FARCA 1 [Brief Study on the Authorship of the Southern Drama Shagou
Jji and Its Versions, 1988] and “Shdgou ji banbén kioli¢” (FIEC) A F WG [Brief Study on
the Editions of Shagou ji , 1991] concerning its bibliographic history. Moreover, in “Shdagou ji zai
jindai difangxi zhong de liabian” (FMFCY 7EUT AT B+ FI % [The Development of
Shégou ji in Modern Local Operas, 2017], Lii Ra = 4fi examines the development of the Shagou

Jji story and how it adapts to local operas in different regions.
There are also researches on Shagou ji, along with the other three dramas Jingchai ji, Baitu
Jji and Baiyue ting, from a perspective of reception history, concerning the canonization of the

“Great Four Southern Dramas”. These include “Zhonggué giidai ‘sida nanxi’ jiéshou kiolun”
B 7 AX DU K R 8k 2 52 % 5@ [Textual Criticism on the Reception of “Great Four Southern
Dramas” in Pre-modern China, 2011] by Wang Lidngchéng F K % and “Jing Liu Bai Sha
zhichéng de jingdidnhua lichéng” “Fri BIFERR MM &L MALFEFE [History of the Canonization
of “Jing, Liv, Bai and Sha”, 2014] by Zou Qing #f75.

Research on the language of Shagou ji is extremely rare. There are only two works on
Shagou ji vocabulary, i.e. “Sida nanxi yuqi fuci yanjia” VUK EgELE SR BRI 7T [On the Modal
Adverb in “Great Four Southern Dramas”, 2011] by Li Xidojing Z*/N#% and “Shagou ji fuyinci

yanjit yu cish@l bianzuan” (MG 18 & mi B 78 Bl g & 4 2 [On Multi-syllable Words in

11



Shagou ji and Dictionary Compiling, 2016] by Li Yuinchéng Z=IE 3§, but no articles on its

phonology or riming — the goal of this study.

1.3 Plot of Shagou ji
The Liushi zhong qii 751 F8E i [The Sixty Plays] (hereafter, LSZQ) version Shagou ji, a

southern drama in thirty-six scenes, tells a story about brotherhood.

The rich Siin Huad 2% lives a lavish lifestyle with his wife Yang Yuézhén 5 H &,
concubine Yingchiin i'%, and his younger brother Siin Rong #42&. Two of Siin Hud’s fair-
weather friends Liti Longqing MIF£M and Ha Zichuan #-7{#, coveting Siin’s wealth, make

mischief between the two brothers. Hud is deceived by Liti and Hl and thus drives Réng out.
Yuezhén and Yingchiin, though wise and intelligent, fail to stop this family dispute. Rong after
leaving his family lives a poor and miserable life.

On a snowy day, after drinking with Liu and Ha, Hud is so heavily drunk that he never
realizes that his jade and money have been stolen by his two friends. He is then left lying on the
snowfield at risk of being frozen to death. His younger brother Rong happens to find him, so he
carries him back home. After sobering up, Hua however accuses Rong of stealing from him and
drives him out again.

In order to help the two brothers reunite, Yuézhén and Yingchiin kill a dog and dress it up
as human and put it outside the gate of their house. The Earth God subsequently turns the dead
dog into a human corpse.

Coming back in the evening, Hud mistakes the dead dog for a human body. Yuézhén
suggests that he ask Liti and Hu to help him bury the body to avoid possible legal liability. The

two fair-weather friends however reject to offer help. Then Yuézhen suggests that he ask Rong for
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help. Rong does the favor for his elder brother. At this time, Hué realizes brotherhood is most
valuable and regrets what he did towards his brother. As a result, the two brothers reconcile and
Roéng is able to return home. Hud, on the other hand, breaks up with Lit and Hu.

Realizing that they can no longer scrounge any money from Huad, the two villains thereby
report to local police that Hud has murdered somebody and Rong has buried the corpse. Then local
officials disinter the body but find only a dead dog. At this time, the whole event is revealed, and
everyone knows the truth. Good and evil at last have their reward. The Siin brothers are
commended by the court for their brotherhood, but Liti and Hu are sent into exile.

Though regarded as one representative of early southern dramas, Shdagou ji is not highly
evaluated in terms of its language by the literati. Qing litterateur Liang Tingnan #2347 (1796-
1861) comments in his Ténghuating qiihua Beic5 WaE [Wisteria Flower Pavilion’s Talks on
Songs] that “song lyrics in Jingchai ji, Liu Zhiyudn bditu ji, Baiyue ting and Shdagou ji are
unacceptably vulgar and coarse. Shdgou ji is particularly detested.” () (ZI) (FE) (F)
thc, HEAR,  (BEd) Jo e HFE 10

It is easy to understand those scholars’ negative evaluation on Shagou ji, considering the fact
that early southern drama pieces were initially written by uneducated anonymous folk performers.
For this reason, as the text handed down from generation to generation, the literati would inevitably
participate in composition and editing one after another, making the Shagou ji text what we read
today an accumulated piece, rather than a homogenous work written by just one person.

But the scholars’ participation and composition do not represent that Shdgou ji was turned
into an elaborate flawless magnum opus that valued by the literati, and this is why Qing scholar

Liang Tingnan and modern scholar Wi M¢i criticize its language even though the texts they read

10 See http://www.guoxuedashi.com/a/7382g/72000m.html.

13



had already been revised by Ming scholars. This thesis therefore compares the two versions of the
text in an attempt to address the issues of how Ming scholars revised it, to what degree did they

revise it, and principles they followed in their revisions, especially in regard to the rime pattern.

1.4 Versions of Shagou ji

The supposedly composer of Shdgou ji is X Zhén #RHE (fl. ca.1377), as Qing scholar Zhang
Dafu 5k K18 (ca.1554-1630) annotates in his Hdanshantang qiipii 71115 #E% [Cold Mountain
Hall Score] that “the old version of Shdagou ji was composed by Chun’an X Zhén whose courtesy
name was Zhongyou.” T AR VE L ARMIEfR 3 (Zhang, n.d.). X@’s birth and death dates are
unknown, but he is believed to be a person of the late Yuén and early Ming (S. W1 1999). However,
this opinion is questioned by later scholars such as Wu Méi (2000) who claims in Gugqii zhiitan
that Shagou ji should never be attribute to X Zhén considering the stark contrast between Xu’s
presumed educational background and social status with Shagou ji’s poor quality and coarse
language.!!

Zhang Dafu further points out that “current version had been revised three times by
Wuzhong Qingnu, Shén Xingbai and Longyoéuzi.” A Ll % HPE . LB E . BER T =X
%% (Zhang, n.d.). Noticeably, Longyouzi is Féng Ménglong 22 HE (1574-1646), a productive

Ming dynasty writer who compiled the short vernacular fiction collections “Sanyan érpai” — 5 —

" According to Yongzhéng Zhéjiang tongzhi & ¥ L8 & [Yongzhéng Zhéjiang General Annals, 1899], we know
that X Zhén was an acknowledged scholar — “[he] widely read hundreds of books of multiple areas. He was good
at writing and was recommended by the community to the position of jijiii. During the early years of Hongw, he was
called to teach at local school. After three years, he resigned. Afterwards, he was called by the emperor to be a xiticdi.
He started it reluctantly. Upon arriving in the provincial capital, he pushed the position and returned. 1% 4 &£ & %
Z2F. AL, MEEARE. HAW, BHEF, =F, akL. CRBELST, BEZ, £4, H#E®
$.
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. Dates of the other two editors are unclear yet. Today, the most widely circuited version of

Shagou ji is the LSZQ version, which as mentioned by Zhang Dafui, was edited at least by the three
scholars above and was later collected into LSZQ by Mao Jin, a late Ming editor and publisher.
The other version is the FYJN version. F'YJN is a drama collection compiled by Ming scholar

X0 Wénzhao 1% 3 (dates unknown). This FYJN version found in Spain was a reprinted in 1553,

earlier than Féng Ménglong’s lifetime.!? Thereby, we suppose that this FYJN version Shagou ji
was not so revised as the LSZQ was and it may be closer to the original Yuan version.
In addition, a small number of earlier version Shagou ji songs can be found in song score

collections such as Ndnqii jiigong zhéngshi B M JU = 1E 48 [Correct Origins of the
Nine Modes of Southern Drama] by Niti Shaoya #Hl/>HE (1564-?), Jinbian nan jiigong pii 8 4 rd
JLEFE [Old Score of Southern Nine Modes) by Jiing Xido #4Z% (fl. ca. 1544), Nanqii pu 7 Hi 55
[Southern Drama Score] by Shén Jing, and Cilin yizhi AMk—%5; [4 Branch from the Forest of
Song] by Huang Wénhua 35 % (dates unknown) and X1 Xiufli #8%# i (dates unknown), etc.
Simultaneously, there is a zdju version Ydngshi nii shagou quanfii 1 [ LM EN K [Lady
Yang Warns Her Husband by Killing a Dog] by Xiao Déxiang i {4 (fl. ca. 1331). As for this

zaju work and the southern drama Shagou ji, there is no a final decision as to which one appeared

first and served as the base of the other.!3

12 On the last page of FYJN, it writes “Reprinted on the seventh month, the year of Gui-Chou of the Jigjing period” &
sHR A KA A & RE ¥ E ), which is the year of 1553.

13 Qing dramatist Jido Xun £ & (1763-1820) points out in his Jiushué K13 [On Play] that “southern drama of the
Ming people are mostly based on zdju of the Yuan people. Plays such as Shagou, Bayi and so on simply adopt those
zdju stories.” BAA @AW, ZAAAMR, o (M) (AR) 24, AIA AL F. Other scholars like Liang
Tingnan and Aoki (2010, 87) hold this view as well. On the contrary, Qian Nanyang (2009, 146) believes Xiao
Déxiang adapted the southern drama play for zdju. This question of priority will not impact our study, given Shagou
Jji’s quality of being heterogeneous.
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1.5 Research Methods and Purpose

One hypothesis this study is based on is that Shagou ji is a heterogeneous work accumulated
throughout history. Like that of jingju 5| or Beijing opera, the language of Shagou ji or, to a
broader sense, of southern drama, was not a real language that ever existed in history or was spoken
by people in real life, but an artificial composite language only used in drama performing. It was
influenced not only by dialects where southern drama spread to as Wang Jidé points out that
“southern drama naturally has southern readings, identical with [the dialects] there,” but also by
the languages of other poetic genres such as shi i, ¢/ 71 and northern drama. It was further
regularized by the literati to comply with ZYYY rimes. This study aims at exploring some of the
features of this language concerning its rhyme patterns: how many rime sets in Shagou ji can be
established, what are the correspondences between those rime sets with ZYYY and GY rimes, how
and to what degree was the language influenced by dialects and other poetic genres, how people
regularized the language, etc.

To begin with, I identify the riming character in each song of the LSZQ based on Wi Méi’s
St Nanbéi ci jianpi B 65 f 7% [Brief Score of Southern and Northern Drama, 2015], in which
he lists 957 song tunes with examples from sdnqu H{H, zdji and southern drama works. The
riming characters in each song example are labeled with a character xié ' “rime” underneath.

Twenty-seven Shagou ji songs are found in Nanbéi ci jianpii. For example, one song Lihuar

FLIE 5L in scene 29 of Shagou ji is collected in W’s book:
Lihuar ZA6 50 BB RRA ST e BRIEH RN F oo A LIRS A o RRIEERS

SUTEER (M. W 2015, 686).
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W identifies jing #¥, shéng “E and yun #8 — the last character of line two, three and four
are riming characters, while gui ¥ — the one of line one doesn’t rime with the others.

For those songs in Shagou ji of the same tune with the songs in W1’s score, the riming
characters are in the same positions. For example, for the tune Zhuyunfei 5EZ#E, W lists one
song from Xiuri: ji §ifiC [Story of the Embroidered Coat]:

Zhuyunfei: TS ARG AN 55 o TERCHEDE IR . MU ER DRy M. BRH AL

o VARG, . BT, B EE D B E E T (M. WG 2015).

In scene 12 of Shagou ji, there is one song of tune Zhuyunfeéi as well. Based on Wi’s work,
I can identify the riming characters are zhi %1, chi ¥, béi 2, sui ¥, kui &5, qi %R, zui I% and gui
i

Zhiyvnfei: WA, MR AR ER . HIRE A E. KEORE. B, 1278158,
HNER . WAERERE, HAIS M. WEATH IS S (Z. X0 2001, 583).

In addition, there is a group of Shdagou ji songs that cannot be found in W1i’s score or, if they
can be found, are not compatible with the metrical scheme as W1 points out in his book. In this
case, we adopt two principles to identify the riming characters in them:

First, compare them with other songs of the same tune title in Shagou ji. For example, Wu

illustrates the rime pattern of tune Dashéng yué KE 4% by quoting a piece of sdngii:

Dashéng yué: —R5ZZREEM o W JEVEAREBH . EVEIRRMET o WERGHET AL o
BB R ey o BEAEIE AT A o BRE S o TEABARDS . REESE L (M. Wa 2015,
431).

W clearly points out that nai %% the last character of the third line is one of the riming

characters. However, one of Dasheng yue in Shagou ji does not match Wi’s example:
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Song 2.5: R R, KRG ZHR. EEWELEE. BELHQWME. HE
FAFNE, ANEAERAE B, EAERES N, EALEGE. Hitigs (Z. XG2001, 531).

If we follow WU’s pattern, then gui & in song 2.5 would be considered to rime with other
[-n/-n] ending characters shén &8, chéng %, én &, shin |7, qin i and fen 47 . This mix of vowel
ending rime with nasal ending rimes violates the riming rules in southern drama and no scholars
have mentioned this kind of usage before. So there are two possibilities to explain this phenomenon:
the last character of third line is not a riming character, or it is but gui & is an exception.

Fortunately, there is another song of the same tune in Shagou ji, in which the last character

of the third line 7ou [Al does not rime with other riming characters either, indicating that it is not

an exception and that the rime pattern of the tune Dasheéng yue in Shagou ji is not compatible with

that in W’s score. We then eliminate oui & and rou N from the set of riming characters. See
8 g

below:

Song 2.6: RN & =5 M HMEH. thNEWHER. AARBEME. 38K

HIAGEY ., ZEHAREKA. WEEESHN. HALETE, 1m0 (Z. Xa2001, 531).

Another example is a song of Guizhenr #1E 51, the tune of which cannot be found in Wa’s

SCOre:

Song 2.1: f 2 X AR, 0 T EGE. EREHH. MR FEMERH

(Z. X0 2001, 529).

Here we suppose the last characters of each line — yui %, shit &, zhéen B, yi 3 and gui &
— are the riming characters. But zhén H is an [-n] ending character which is impossible to rime

with the other four characters with a [+high] vowel ending according to Wang Li’s reconstruction.
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Song 2.2: Wb IAta%E A ER. A HMDILKE. TiEcEy. —YldiE. AAaXERE

(Z. X1 2001, 529).

Fortunately, in another song of Guizhénr, we find the same rime pattern with a nasal ending
character gin #)j at the end of line three. Then we may say that the last character of line three of
Guizhénr in Shagou ji is not a riming character.

The second principle is to identify the riming character in light of the ZYYY and Gudngyun
E#8 [Broad Rimes] (hereafter, GY) readings, as well as with the general southern drama riming
rules clarified by other scholars. This principle is for those songs that cannot be found in Wu’s

score, with no other songs of the same tune in Shagou ji. Here is one example of Xinshuiling #17K

4> from scene 4:

Song 4.2: WHF/DZYIE . PRIRAT 4802180, EKHGEHTR . TERRERIPIG . AR1A (]
=58 (Z. XG2001, 539).

It is persuasive to say that hui ., xi |8k, zhi $& and yui & are riming characters, because
rimes Qi-Wei, Zh1-S1 and YU-M6 can be commonly found intermixed in other songs in Shagou ji
as well as other southern drama pieces. However, huan ", a character of rime Huan-Huan, never
rimes with non-nasal ending rimes. Therefore, we know that the last character of the fourth line is
not the riming character. Somewhat speculative as it might be, this is the only method we have to
pinpoint the riming character in songs that are absent in W1’s or other score collections.

Thirdly, I xilian %5 or link up all Gudngyun &% [Expanded Rimes] (hereafter, GY) rimes
Y

and ZYYY rimes that appear in one song in Shagou ji.'"* For example, the song of Xingxiangzi 1T

14 The method of xilian was first created by late Qing scholar Chén Li FR % (1810-1882) in his work Qiéyin kdo 7
# % (Criticism on Qiéyun) in categorizing GY rimes by linking the characters that share the same lower speller or
fangié xiazi R ¥ . If a character A is marked “BC ¢i&” in GY, it means that A has the same initial with character
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¥ has five riming characters ging 15, ying #, pin &, ling % and jin 4, indicating these five
characters could rime with one another. Characters ging, ying, ling belong to rime Géng-Qing ([-
n] ending) in ZYYY, character pin € belongs to rime Zhén-Wén ([-n] ending), and character jin 4>

belongs to rime Qin-Xun ([-m] ending). Based on this, we know that the three ZYYY rimes Géng-
Qing, Zhén-Wén and Qin-X1n are intermixed in Shagou ji — and thus can be linked to one “set”.
As for why they can be mixed, there are two possible explanations: one is that the three nasal
endings [-n], [-n] and [-m] had merged before Shdgou ji’s era; the other is that these three rimes
were unmerged, but they were similar and close enough — all three rimes had the same phonetic
structure [oN] — to be mixed-used.

In Chapter Two, I list the 13 sets in Shagou ji, as well as their correspondences to GY and
ZYYY rimes. Most of these sets correspond to at least one ZYYY rime, indicating that Shagou ji
riming is simpler than that of ZYYY.

In Chapter three, I discuss the mixed use of nasal endings rimes, mixed use of high vowel
rimes, divergence of GY rime Tai Z= and the disappearance of entering tone rimes in Shagou ji.
This chapter also involves the rime pattern of shi, ci and zdju, in order to see if the rime pattern of
Shagou ji was just influenced by dialects or followed the tradition that inherited from earlier poetic

genre.

B — the upper speller, and has the same final and tone with characters C — the lower speller. If another character D
is marked “XC gié”, the we know that D has the same final and tone with C and so with A. If character E is marked
as “YA gié”, then we know that E has the same final and tone with A, C and D. As a result, characters A, C, D, and
E are linked up and categorized into one group. By doing so, Chén linked up all the characters in GY that has the
same final and tone. In Shagou ji, we adopt this xilian method to link up all characters of the same rime set. For
example, if characters A, B and C rime with one another in one song, and characters A, D and E rime with each
other in another song, then we know that characters A, B, C, D, and E rime with each other in Shagou ji. If
characters A, B and C belong to rime I in ZYYY, and characters D and E belong to rime II in ZYYY, then we know
that rime I and rime II characters are intermixed.
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Chapter four is a comparative study between two versions of Shagou ji, FYJN and LSZQ,
based on the assumption that the FY.JJN version reflects the earlier southern drama language while
the LSZQ version was revised by Ming scholars. This comparison will shed light on the language
development of southern drama.

I mainly adopt the LSZQ version Shagou ji text from Liushi zhong qii pingzhii (vol. 21) 75
~+Ff fli 51E [Comments on the Sixty Dramas, 2001] by Jilin rénmin chiibdnsheé 75 W K H ikt
based on a Qing reprinted version that is collected in Shanxi shéng tushiigudn 1117544 [&] & &, and
further consult LSZQ version in Shagou ji in Xuxiii siki qudnshii (Vol. 1773) #E1& VY J&H 4= &
[Complete Library in Four Sections Continued, 2002] by Shanghdi guiji chitbdnshé 7 £8
W #t: copied from the Mdoshi Jigiigé kebén & IR h %A which was found in Shanghdi
tushiigucn b R HEH.

The FYJN version text is from Fengyue jinnang jianjiao by Stin Chongtao and Huang
Shizhong, published by Zhonghud shiju % & J5. When necessary, 1 will also consult the
facsimile edition in Shdnbén xigii congkan (Issue 4) 3% A 8k #h # T published by Taiwan

Xuéshéng shijjii 243 J7) in 1987.
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2. Linked Sets of Rhyming Characters in Shagou ji

By rime-linking, we finally get 13 sets of characters in Shdgou ji, among which 7 sets have
vowel endings, 4 have nasal endings and 2 have stop endings. These 13 sets are labeled A through

M.

2.1 Vowel ending rimes

2.1.1 Set A

There are 149 songs in Shagou ji that thyme with set A. Here we investigate set A’s
correspondences in ZYYY and GY and respectively.!> In each corresponded rime, one line from
Shagou ji with its number is illustrated as an example. The last character in each line is the riming

character.
2.1.1.1 ZYYY correspondences
a. Rime Zhi-S1 % /8 B2 (Song 2.3).
b. Rime Qi-Wei F1il: 171152 (Song 3.1).
c. Rime Y0a-Mo6 Fa8E: flyi 7 2207 25 (Song 10.8).
There are 17 characters of exception corresponding to ZYYY rime Che-Zhe Hill (#, &),
Jie-Lai B2k (4h, {5, #), Geng-Qing Bi# (4, #ir), Zhen-Weén H3C (M, 14, 48, ), Ge-Ge
X (JH, 2, 1), You-Hou JL 1 (B, ) and Xido-Hdao 7 5% (). There are 9 characters that cannot

be found in ZYYY, i.e. I, ¥, 7, 2, Wi, ¥, $IK, o, 1.

15 Four characters #, 1%, /& and #& are not found in GY. For this reason, I use their Jiyun % & [Collected Rime)
(hereafter, JY) rime instead.
16 Song 2.3 refers to the third song in Scene 3.
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2.1.1.2 GY correspondences

All rimes in rime group Zhi 15-4:
a. Rime Zhi 3¢: 0o 5 8F EHE 1 (Song 2.3).17
b. Rime Zhi Jlf: EA AR S (Song 3.1).
c. Rime Zht 2 : {ff#E&2E (Song 6.1).
d. Rime Wei fill: & AT #€ (Song 7.1).
All rimes in rime group Yu i&:
e. Rime Yu £ il py N\ BEFELE F 555 (Song 7.5)
f. Rime Yu &: BRER D E4%R K (Song 15.1).
g. Rime M6 #: JEK HilE A1 4% (Song 23.9).
Grade I, III and IV rimes in rime group Xi¢ # 4 except for rime Hai I3
h. Rime Tai & hékou: 775 Fiili 2 & (Song 21.2). 18
i. Rime Hul ZK: RAT S E)K ] (Song 36.4).
j- Rime Ji £%: 3218 K F4F5K (Song 9.1).
k. Rime Feéi & 10 A 4013417 B (Song 6.1).
1. Rime Qi 75: py & 22 Bk % (Song 17.3).
Labial initial rimes in rime group Lit Ji 4

m. Rime Hou £%&: #& ~ FFAE AL E] (Song 23.13).

17 In this thesis, we “use a GY level tone rime to represent itself and its corresponding rising tone and departing tone
rimes” #& - 8% k% So the rime Zhi % here represents three GY rimes, i.e. Zhi %, Zhi 4% and Zhi .

18 Three rime A characters can be found corresponding to rime Tai %, i.e. &, I, B, 48, all of which could be regarded
as hékou, though R and 8 are categorized as kaikou in Rime Mirror #4%. For more detail, see chapter 3.3.
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n. Rime Yoéu JU: & H 5 Ul 55 484 (Song 23.7).
All entering tone rimes in rime group Tong i f:
o. Grade I rime Wi =: t_FiE T FI%% (Song 23.12).
p. Rime Wo ik: #7250 5 K E (Song 23.8).
q. Grade 11l rime Wil J=: 82 Kt SHFF7E (Song 23.6).
r. Rime Zhu #&: % N2B%K (Song 24.7).
All entering tone rimes in rime group Zéng 4 4
s. Rime Zhi B: 5 ] A & (Song 3.2).
t. Rime Dé £&: /R AE IR Co Bk (Song 35.12).
Grade I1I entering tone rimes in rime group Zhén &4 except for rime Qi iZ:
u. Rime Zhi & : M3k =47 % (Song 13.1).
v. Rime Shu ##7: #EHGE H (Song 25.1).
w. Rime Wu #: & A% (Song 23.10).
Grade I1I and grade IV open-mouth entering tone rimes in rime group Géng 1% 4 except for
Mo FA:
x. Rime X1 & 2 H B IRFR % (Song 34.2).
y. Rime X1 8%: ZE B 5RE K (Song 3.3).
There are 14 characters in these 150 songs that are not corresponding to those GY rimes

listed above. These characters of exception are from rime G& X, (£, i, %), Xido ¥ (%), Yoéu
It (A), Xue ## (%), Zhen H (MH, A\), Han 2/ (M), Duo # (1), Deng % (J&) and Geng B (4,

fi), Jia 3 (H5).

24



2.1.2 SetB

There are 11 songs that rhyme with set B.
2.1.2.1 ZYYY correspondences
a. Rime Jie-Lai B 2R: {KA M N A& TE (Song 25)

There are 5 characters of exception corresponding to ZYYY rime Qi-Wei 54 (57, W), Jia-
Ma F K (K), Zhén-Wén FL 3 (A%) ; one character i is not found in ZYYY. There are 4 characters

that cannot be found in ZYYY, i.e. B, £%, Jii, .

2.1.2.2 GY correspondences

Grade I and II rimes in rime group Xi¢ # 4 except for Hui /k:
a. Rime Tai % kaikou: 55/ N S EAF (Song 25.11). 1°
b. Rime Hai fy: FEEAREFAAHEF (Song 25.9).
c. Rime Jie &: {0 1% (Song 25.9).
d. Rime Jia ff: #i—# % % (Song 16.5).
e. Rime Guai F: [7].0 [R5 A BB (Song 6.13).
There are 5 characters of exception corresponding to GY rime Ma #k (J#k), Hut 2K (IN), Wei
0 (5), Huan 45 (¥) and Han 2% (4%). There are 2 characters that cannot be found in GY, i.e. B,

i%.

19 Six rime B characters can be found corresponding to rime Tai # kdikou in GY, i.e. 5b, %, %, £, 5 and &,
among which #F, though a hékéu character in GY, might had two readings in Shagou ji. For more details, see chapter
3.3.
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2.1.3 SetC
There are 13 songs that rhyme with set C.
2.1.3.1 ZYYY correspondences
a. Rime Xido-Hao 7 5¢: FER R4 ZMMANZ (Song 28.2).
There are 2 characters of exception corresponding to ZYYY rime G&-Ge # X, (%) and Yu-
M6 ft5 (38) respectively. There is 1 character that cannot be found in ZYYY, i.e. %E.
2.1.3.2 GY correspondences
All rimes in rime group Xido X{#k:
a. Rime Hdo 5t: FA%R A & 5% (Song 8.4).
b. Rime Yéao A& FERRE W E I (Song 12.3).
c. Rime Xido %: & 4N N (Song 17.15).
d. Rime Xiao jfi: {F7% 57 #E (Song 17.16).
There are 2 characters of exception corresponding to GY rime G& X (M), You Jt (3%)

respectively.

2.1.4 SetD

There are 3 songs that thyme with set D.
2.1.4.1 ZYYY correspondences
a. Rime Ge-Ge i X: £33 BT E R (Song 25.4).
There are 2 characters of exception, both corresponding to ZYYY rime Yu-M¢6 FAR(GE, 48).

2.1.4.2 GY correspondences

All grade I rimes in rime group Guo F4#:
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a. Rime G #: 5 A EHEY-H) £ (Envoi 4).
b. Rime G& X # AN F %% (Song 25.4).

There are 2 characters of exception, both corresponding to GY rime Wil /& (i, #&).

2.1.5 SetE

There are 6 songs that thyme with set E.
2.1.5.1 ZYYY correspondences
a. Rime Jia-Ma Fik: %2/ EH WA (Song 12.1).
b. Rime G&-G& XK. A ANBRAth (Song 12.8).
There is 1 character that cannot be found in ZYYY, i.e. '%.
2.1.5.2 GY correspondences
a. Grade II rime M4 J#f in rime group Jid {Bdih: ASHUES 2200 (Song 11.1).
b. Grade I rime G& X in rime group Guo Hii: FAFAE M (Song 12.8).
There are 3 characters of exception, two of which correspond to GY rime Gua *} (£, )

and one corresponds to rime Géng ## (¥]). The 2 characters that cannot be found in GY are "% and

UER

2.1.6 Set F

There is just 1 song that rhyme with set F.
2.1.6.1 ZYYY correspondences

a. Rime Che-Zhe HLi: F R EE AR (Song 14.2).
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2.1.6.2 GY correspondences
a. Grade III rime M4 ik in rime group Jia {Edi: HE & BUEEE 7t (Song 14.2).

b. Grade IV rime Xié J& in rime group Shan l14g: 25 H {2 K — L (Song 14.2).

2.1.7 Set G

There are 9 songs that thyme with set G.
2.1.7.1 ZYYY correspondences
a. Rime You-Hou JG{%: /K H A (Song 10.6).
2.1.7.2 GY correspondences
Grade I rime Hoéu f5 and grade III rime Yéu Ji, in rime group Lia it
a. Rime Hou 1: #FT H FIERIRIL (Song 6.12).

b. Rime You Jt: 2|HF 7 & (Song 27.4).

2.2 Nasal ending rime groups

2.2.1 SetH

There are 7 songs that thyme with set H.
2.2.1.1 ZYYY correspondences
a. Rime Dong-Zhong H§H: £ 8%[E {1 (Song 14.5).
There are 5 exceptions corresponding to the rime Xian-Tian 55K ($%), Zhen-Wén 33 (FY,
58, B) and Ge-Ge i Xk (fih).
2.2.1.2 GY correspondences

All non-entering tone rimes in rime group Tong H## except for rime Dong 4
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a. Grade I rime Dong H: & E#EFZ ) (Song 28.3).
b. Grade III rime Dong %: #87% -+ (Song 14.7).
c. Rime Zhong #f: & L% X1 (Song 14.7).
There are 6 characters of exceptions, corresponding to rime G& #X (filt), Xian il (%), Géng

B (5, Han 2 ('), Zhén B (J&) and Déng & ().

2.2.2 Set I

There are 16 songs that rhyme with set I.
2.2.2.1 GY correspondences
a. Rime Jiang YL in rime group Jiang YL 1i: i ¢ K€ (Song 12.10).
All non-entering tone rimes in rime group Dang %5 f:
b. Rime Tang J&: ##i12 (Song 16.4).
c. Rime Yang [5: i 4 T/UANB {7« 2 (Song 12.5).
There is only 1 character of exception, corresponding to GY rime Yu #(2). There is 1
character that cannot be found in GY, i.e. #i.
2.2.2.2 ZYYY correspondences
a. Rime Jiang-Yang 7L.[%: Ei#F5E (Song 29.4).
There is only 1 character of exception, corresponding to ZYYY rime Y-M6 fa i (2). There

is 1 character that cannot be found in ZYYY, i.e. fii.
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2.2.3 Set]

There are 95 songs that rhyme with set J.
2.2.3.1 ZYYY correspondences
a. Rime Zhen-Wén ¥ 3C: B A\ (Song 31.4).
b. Rime Géng-Qing Fi 7 : & i il (Song 22.2).
c. Rime Qin-Xtn & &: 8147 W At [7] 0> (Song 6.8).

There are eight characters of exception, corresponding to rime Dong-Zhong H§# (ff), Jia-
M4 FKIR (), Zhi-St 3218 (FF), You-Hou JL6E (H), Ya-Mo A (B H), Xian-Tian stk (R)
and G&-Gé & X (fif)). There are 4 characters that cannot be found in ZYYY, i.e. 2, #&, #&, &F.

2.2.3.2 GY correspondences

All non-entering tone rimes in the rime group Zhen 4
a. Rime Hén Ji: /R4 F 5 (Song 22.6).
b. Rime Hun #: A& 858G (Song 35.8).
c. Rime Zhen H.: [Rp R 2 HEFT#EH#E (Song 5.1).
d. Rime Zhuin 5%: BUEL A ffr (Song 31.6).
e. Rime Xin fik: T %t B 755 (Song 6.10).
f. Rime Wén 3C: /REEE 7 (Song 10.14)
All non-entering tone rimes in rime group Géng 1 f:
g. Grade II rime Géng J¥: A~ FL[FI Sk A= (Song 29.2).
h. Rime Geng #f: [ 3£ EF#i# (Song 18.4).

i. Grade III rime Géng B#: 313 — N B (Song 35.1).
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j. Rime Qing Jf: ‘25248 (Song 23.2).
k. Rime Qing 7 BEEI7E 51K (Song 27.2).
All non-entering tone rimes in rime group Z&ng 4 4

1. Rime Déng %: #2i#54& (Song 21.1).

n. Rime Qin 1% in the rime group Shen VR #k: M52 E X #4E (Song 6.1).
There are nine characters of exception, corresponding to GY rime Dong R (1), Wi & (H),

Dong %4 (%), Zhi 2 (), Ya = (Bk), Hul K (%), Xian 55 (Ji), Ma ik (%) and Hou JZ ().

2.2.4 SetK

There are 19 songs that rhyme with set K.
2.2.4.1 ZYYY correspondences
a. Rime Han-Shan & (l1: ANEEENRH (Song 4.3).
b. Rime Hu4n-Huan fEEK: HEIF (Song 10.3).
c. Rime Xian-Tian /6 K: JE B #H# ILE (Song 4.1).
d. Rime Lian-Xian Ff4#: 12 77 ¥ VS (Song 11.4).
There is only 1 character of exception, corresponding to ZYYY rime Qi-Wei 51l (). There

is 1 character that cannot be found in ZYYY, i.e. V.

2.2.4.2 GY correspondences

Non-entering tone rimes in rime group Shan 111 4:
a. Rime Huan 18: 52 Z# (Song 25.5).

b. Rime Shan fffl: NFEENEH (Song 4.3).
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c. Rime Xian fili: fER2EE#BUHET (Song 19.1).

d. Rime Yuén Jt: W H-J58 5 (Song 4.5).

e. Rime Xian 4¢: FEANVR & & 3% B B (Song 9.2).
Non-entering tone rimes in rime group Xian Ja(

f. Rime Xian Ji: B #Hli% (Song 4.1).

g. Rime Yan Bi: 400 WHARHIPY (Song 4.3).

h. Rime Tian ¥: B &5 (Song 10.1).

There is only 1 character of exception, corresponding to GY rime Zhi E (F).

2.3 Stop ending sets
2.3.1 SetL

There are 2 songs that thyme with set L.
2.3.1.1 ZYYY correspondences
a. Rime Xido-Hao # 5%: B NA&EAEE (Song 25.3).
2.3.1.2 GY correspondences

a. Open-mouth rime Du6 ## in rime group Dang 5 fif: /0 [H S #EHEZ (Song 25.2).

2.3.2 SetM

There are 2 songs that thyme with set M.
2.3.2.1 ZYYY correspondences

a. Rime Y0-M¢6 fafs: #4F 7] 035 501% (Song 1.1).
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There is 1 character that cannot be found in ZYYY, i.e. k.

2.3.2.2 GY correspondences

All entering tone rimes in rime group Tong H f# except for rime Wo JX:
a. Grade I rime Wi 2: 4 iU H 45 (Song 1.1).
b. Grade Il rime Wi J2: R & &% EH £ (Song 1.1).

c. Rime Zhu J&: BEFEEZ A 4E-CV4K (Song 35).

2.4 Conclusion
The correspondence between Shagou ji rime sets with ZYYY and GY rimes is shown in the

table below, from which we can find that Shdgou ji rimes sets are wider, corresponding to more

than one rime in ZYYY and GY.
Shagou
ZYyy GY
Ji
Zhi % [j(w)(i)el, Zht i [G)(w)ij], Zhi Z
Group Zhi . S
[i], Wei [j(w)ij]
Group Yu Yt £ [jo], YU = [ju], M6 [u]
‘ Tai [waj], Hut [woj], Ji [j(W)(1)ej], Fei
Vowel Zh1-S1 [\ A] Group Xie

[i(w)oj], Qi [(W)ej]
Group Liu Hoéu [uw], Yoéu [juw]

ending | Set A | Qi-WE&i [i]

rimes Yu-Mo [u]

Group Tong | Wi [(j)uwk], WO [owk], Zhu [jowk]

Group Zéng | Zhi [ik], Dé [ok]

Group Zhen | Zhi [(j)it], Shu [(j)wit], Wu [jut]
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Group Géng | X1 & [j(w)(i)ek], X1 & [(w)ek]
Tai [aj], Hai [o]], Jie [(w)ej], Jia [(w)et],
Set B | Jie-Lai [ai] Group Xie [ ’ ) Lot L(w)el] Lw)es]
Guai [(w)&]]
Hao [aw], Yéo [&w], Xido B [j(i)ew],
Set C | Xiao-Héo [au] Group Xiao .
Xiao i [ew]
SetD | Ge-Gg [o] Group Gud | Gé #K [a], Ge K [wa]
Jia-Ma [a] Group Jid Ma ik [(w)e]
Set E o
Ge-Ge [o] Group Gud | G #X [a]
Group Jid Ma ik [j(w)z]
Set F Che-Zhe [=]
Group Shan | Xié J§ [(w)et]
Set G | You-Hou [au] Group Litt | Hou % [uw], You JG [juw]
Dong-Zhong ) )
Set H . Group Tong | Dong *£ [(j)uwng], Zhong $ [jowng]
um
Group Jiang | Jiang {T. [&@wng]
Set | Jiang-Yang [ap]
Group Dang | Tang J& [(w)ang], Yang [5 [j(w)ang]
Hén [on], Hun [won], Zhén [(j)in], Zhiin
Group Zhén | . .
[()win], Xin [jin], Wén [jun]
Nasal _ ) -
Zheén-Wén [on] Geng B¥ [(j)(w)@ng], Geng #f [(w)eng],
ending _ - Group Géng X
. Set] | Geéng-Qing [an] Qing i [j(w)(i)eng], Qing 7 [(W)eng]
rimes Qin-XUn [om] o R
Group Zéng | Déng & [(w)ong], Zhéng 7% [ing]
Group Shén | Qin 1% [(j)im]
Hén-Shan [an] Huén [wan], Shan fif] [(w)een], Xian
, _ Group Shan
Set K Huan-Huan [on] [j(w)(i)en], Yuan [j(w)on], Xian [(w)en]
Xian-Tian [en]
Group Xidn | Xian [em], Yan [j(i)em], Tian [em]

Lian-Xian [em]
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Stop
ending

rimes

Set L

Xiao-Hao [au]

Group Dang

Dué [(w)ak]

Set M

Y6-M6 [u]

Group Tong

Wi [(j)uwk], Zh1 [jowk]
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3. Comparison of rimes in Shdagou ji and Zhongyuan yinyun
Shagou ji, though having its unique riming pattern, shares many common features with other
southern drama works. In this chapter, we will analyze the rime sets in Shagou ji in comparison

with other works including Tang (618-907) shi, Song ci, and Yuan drama in the light of ZYYY

rimes. GY rimes will be taken into consideration when necessary.

3.1 Mixed use of nasal ending rimes

In southern drama, cross riming occurs between nasal ending rimes with close similar main
vowels. That is to say, rimes Zh&n-Wén [on], GEng-Qing [an], Dong-Zhong [ug] and Qin-Xun [om]
can be intermixed for their [-low] vowels, and rimes Xian-Tian [e&n], Han-Shan [an], Huan-Huan
[on], Jian-Xian [am] and Lian-Xian [em] can be intermixed for their [-high] vowels. Rime Jiang-
Yang [an] however is an exception though its main vowel is [-high].2°

Examples of this type of mix can widely be found in southern drama works:

Lidngzhou xu B F: xiong M (Dong-Zhong), feng A (Dong-Zhong), dong H (Dong-
Zhong), Ling 4 (Géng-Qing) (Scene 15, Bditi ji).?!

Sanyué hditang — A% rén N (Zhen-Wén), dun 15(Zheén-Wén), rén 58 (Zhén-Wén),

ging 1% (Geng-Qing), bén 7% (Zhen-Wén), jin # (Qin-Xun) (Scene 23, Bditi ji).??

20 Even in modern Siizhou dialect, Jiang-Y4ng never rime with other rimes.
2L« q %.3t,” Wikisource, accessed April 16, 2020, https://zh.wikisource.org/wiki/ & % 32..
22 Ibid.
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Gao yangtdi =155 huan ¥ (Huan-Huan), rdn #X (Xian-Tian), yudn %5 (Xian-Tian), nidn
4F (Xian-Tian), gidn 1& (Xian-Tian), yudn [& (Xian-Tian), an % (Han-Shan), qudn 4=(Xian-Tian)
(Scene 3, Jingchai ji).??

Hoéng na’do &L AR gian $& (Xian-Tian), lian ( (Lian-Xian), yan 2 (Han-Shan), xian 5t
(Xian-Tian), san — (Jian-Xian), gian &% (Xian-Tian), ydn 5 (Xian-Tian) (Scene 4, Jingchdi ji).**

In Shagou ji, we group rimes Zhén-Wén, Géng-Qing and Qin-Xn to set J, rime Dong-Zhong
to set H, and rimes Xian-Tian, Han-Shan, Huan-Huan and Lian-Xian to set K. There are no
characters of the ZYYY rime Jian-Xién to be found in Shagou ji.

In set K songs, Xian-Tian is the rime that all 19 songs use. In addition, 7 of 19 songs use at
least two rimes: one is Xian-Tian, and the other is Han-Shan, Huan-Huan or Lian-Xian. The
predominance of Xian-Tian is common in other works such as Pipd ji, Bditu ji, Zhaoshi gii'ér ji
it IR GLEC [Orphan of the Zhao Family), Mitydng ji #0350 [Herding the Sheep], etc (Liu 2007,

48).

3.1.1 Mixed use of [-m] [-n] and [-7]
Based on Shdgou ji text, we can find that 68 songs use both rimes Zhén-Wén and Géng-
Qing, making up the majority of the total 95 songs of set J. In only 13 songs are they not

intermixed.?

23«31 403,” Wikisource, accessed April 16, 2020, https://zh.wikisource.org/wiki/# X 30# % = 84 B 3¢.

24 Ibid.

25 The 13 songs are Song 10.12, 10.13, 10.14, 18.9, 23.3, 26.2 and 36.2 and Envoi 7, 11, 15, 16, 23 and 24. Except
for song 18.9 and envoi 7, all the other 11 songs are not found in FYJN version and so might probably be composed
by Ming scholars. Song 18.9 though can be found in FYJN version, however, was revised by Ming scholars because
it intermixes Zheén-Wén and Geéng-Qing.
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There are 14 songs of set J that only use Zhén-W¢én, 1 song that only uses Géng-Qing, and
no songs that only use Qin-Xun. Likewise, there are 12 songs of set K that only use Xian-Tian, but
no songs that only use Lian-Xian.

Both Qin-Xun and Lidn-Xian are [-m] ending rimes. Lacking songs exclusively of these two
rimes might demonstrate that [-m] ending had disappeared at that time. However, given that [-m]

was still existing in ZYYY, a rime book of Dadii KX#F phonology, the disappearance of [-m] was
considered by scholars as a feature of the Wu dialect, rather than Mandarin. Furthermore, the
merge of [-n] and [-y] ending rimes is another feature of Wu dialect.

X0 Wei 478 (1521-1593) says in his Ndnci xulu B ail % [Account of Southern Dramal]
that “as for singing, dialects must be prohibited. Wu people do not distinguish between three rimes
Qing i, Qin # and Qin 2.7 JLIE, HREFH. RAAHHE. Bl R=H (W. Xa 2009,
247). Wang Jidé says in Lin bikouzi 5P 11 [On “m’ Ending Characters] in Qiilii that “due to
the lack of [-m] ending, W1 people often use gin 1% as gin i, use jian % as jian U, use lian B
as lian 3, causing the disappearance of the three rimes of the total nineteen rimes.” 2 % A\ & Ff]
O, LU 2, DB ZLF, DIRRAE, ZHJUBRH, &6k = (J. Wang 2002, 451). Li
Yt 259 (1611-1680) mentions is his Xidnging ouji [R5 1% 2 [Casual Expressions of Idle Feeling]
that W people “do not distinguish the three rimes: Zhén-Wén, Géng-Qing and Qin-Xun, which
can be used as one, no matter whatever the main vowel is” .. g . 2&:AambA . B,
[FfF— 8 ¥ (Li 2002, 515). Modern scholars like Wang Li (2005, 756), Y & Lia (2009,
105-6), Huang Xiaoyan (2011), Lia Lihut (2007, 113) and Péng Jing (2008, 118) hold the same

opinion as well.
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This opinion however is challenged by Mai Yun (1991), who believes that [-m] ending
disappeared earlier in the north than in the south and supposes it changed into [-n] in the north
around the late 16™ century while still existing in the south until the early 18" century. Wan
Xianchii (2012) based on a research on 108 rime dictionaries and rime tables claims that even in
the late Qing dynasty (1636-1911), [-m] ending was still existing in Jiangsi, Zhéjiang, Anhuf,
Fujian, Jiangxi, etc. The date of Shagou ji is much earlier than the time when [-m] disappeared in
W dialect. For these reasons, the mixed use of [-m] and [-n] may not be a dialectal feature, but a
tradition followed by dramatists for centuries.

Huo Wényan (2008, 49) finds that [-m], [-n], [-n] ending characters intermixed in Dinhudng

quizici FJE T, which were believed composed during the late Tang and Five Dynasties. The

mix can also be found in Song shi and ¢/ as well as Yuan northern dramas or zaju (X. Lia 2001)
(Wei 2005) (R. Li 2009, 106). Based on a corpus of 13,275 northern dramas, R. Li finds out that
mixed use of Zhén-Wén, Geéng-Qing and Qin-Xun can be found in works composed by Yuan
dramatists not only from Zh¢jiang and Jiangsii where Wu was spoken but also from northern China
such as Shandong, Hébéi, Hénan, Shanxi, Béijing and so on. But she further points out that there
is a regional imbalance for the distribution of dramatists who tend to mix Zh&n-Wén and Géng-
Qing, with more in the south and less in the north. The mix of Zhén-Wén with Qin-Xun, Han-Shan
with Jian-Xian, and Xian-Tian with Lidn-Xian however is less frequent and there is no such a
regional imbalance for dramatists’ distribution. Therefore, we may say that the merger between |-
n] and [-n] is influenced by Wu dialect, but there is not enough evidence to back the view that the
mixed use of [-m] and [-n] is also influenced by Wu and it is more likely to be a convention

followed by writers from generation to generation (see Chapter 5).
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3.1.2 Mutation from [oN] to [up]

A group of characters of rime group Géng 1 and Zeng ' 4 in GY such as xiong ., ging
8, rong Z&, béng Ji, yong 7K and héng 1, are categorized to both rime Géng-Qing [an] and rime
Dong-Zhong [ug] in ZYYY. The two readings indicate that some characters with a [uon/iuon] final
were gradually turning into [un/iun] during the 14" century in northern China (L. Wéang 2004, 224).

This mutation can also be found in the south, though the time of this mutation is still
unknown. In modern Siizhou and Weénzhou Wi dialects, some of the GY group Géng H¥ 4
characters today have a round main vowel, merging with GY group Tong i#{# characters, such as
héng 7% Stizhdu [fon], Wenzhou [fon]; giong 38: Stizhdu [dzion], Wenzhou [dzyon]; xiong bt
Stizhou [eion], Wenzhou [eyon]; yong 7K: Stizhdu [ion], Wenzhou [yon/jyon], etc.

In southern drama, we can find evidence of this mutation as well. Wang Jidé documents in
his Quilii that héng’s 1 can be read as héng AL and péng’s Il can be read as péng 3 in southern
drama (J. Wang 2002, 450). Because of the merger between nasal endings rime Geng-Qing [on]
and rime Zh&n-Wén [an], we here will use [oN] to refer the two rimes in Shagou ji.

In Shagou ji, we find one example: character xiong ' rime with [oN] characters in song
10.10, 16.11 and 35.4, but rime with [un] characters in 28.3 and 34.1.2¢

Song 10.10: xiong ", bén 5% (Zhen-Wén), hén IR (Zhen-Wén), mén [} (Zhen-Wén), wén
] (Zhén-Wén).

Song 16.11: jing i (Geng-Qing), zhéng 1E (Geng-Qing), xiong ., mén i (Zhén-Wén),

gin #i (Zhen-Wén), jin & (Zhen-Wén).

26 Here [oN] refers to both rime Geéng-Qing [an] and rime Zhén-Wén [on], given that these two rimes are intermixed
in Shagou ji.
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Song 35.4: min [X (Zhén-Wén), xin 15 (Zhen-Wén), xiong ., yin 5| (Zhen-Wén), shun JIH
(Zhén-Wén), yin 7+ (Zhén-Wén).

Song 28.3: tong ¥ (Dong-Zhong), xiong ., dong #lj (Dong-Zhong), kong == (Dong-Zhong),
tong [F] (Dong-Zhong).

Song 34.1: xiong ., mén [ (Zhen-Wén), bin 58 (Zhén-Wén), céng {it (Dong-Zhong), ta
ftfi (Ta-Ta), zhong ¥ (Dong-Zhong), kén & (Zhén-Wén), xiong X (Dong-Zhong).

Nonetheless, it is worth noticing that neither song 28.3 nor song 34.1 can be found in FYJN
version, which might suggest that the pronunciation of xiong’s final had not turned to [un] before
1553.27 However, this single case is not enough evidence to reach a conclusion. A convincing
method would be to examine all the 41 dramas in the FYJN to see if we can find any rime group

Géng 11 and Zeng %4 characters riming with [un]. If not, that would demonstrate that the

mutation [uon/iuon] > [un/iun] as is pointed out by Wang Li above had not occurred before 1553
in the southern drama. This thesis concerns only on Shagou ji rather than the whole FYJN. So we

will not talk about this issue here. Possible work might be done in the future to settle this issue.

3.2 Mixed use of high vowel rimes
The intermix of three high vowel rimes Zhi-St 3 B, [1/1], Qi-Wei Z 5 [i], Y0-M6 i [u],
which correspond to set A in Shagou ji, is another feature shared by many southern drama works.

Here are two examples of the 149 set A songs:

27 This assumption needs more evidence to demonstrate. A convincing method is to examine all dramas and songs in
the FYJN to see if we can find the [uar/iuoy] > [un/iug] mutation of not. This topic is not what we are concerning in
this thesis. Further work will be done in the future.
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Qiangiii sui THKK: shii & (Y0-MO), qu 8 (Ya-M6), Li B (YG-MO), gi % (Ya-MO), zhi
B (Zhi-S1), shi K¢ (Zhi-S1), gui i (Y(-M6), yi tF (Qi-Wei), xi 4l (Qi-Wei), chui 1 (Qi-Wei), I
2% (Qi-W&i). (Scene 3, Zhang Xié zhuangyudn).?®
Shudng xichi B ZGH5: chi J# (Qi-Wei), chi ¥ (Qi-W&i), zhi Z (Zhi-S1), gu i (Y(-M0), zht
HI(Qi-W&i), di #hi (Qi-Wei), méi M (Qi-W&i). (Scene 14, Pipd ji).?°
Among the set A songs that use two rimes, there are 21 songs that intermix Zhi-S1 and Qi-
WeEi rime, but no songs intermix Zhi-S1 and Yu-Mo6. Moreover, there are 34 songs that use all three

rimes. Thus, we might say that [1/1] could rime with [i], and [i] could rime with [u], but [/1] never

rime with [u] directly.

3.2.1 Intermixing of Zhi-S1 and Qi-Wei

Rime Zhi-Si corresponds to GY group Zhi 1F-4 rimes Zhi 3¢, Zhi I§ and Zhi < with Zhuang
s group and Jing 4% group initials. Rime Qi-W&i corresponds to GY group Zhi 114 rimes Zhi
%, Zhi fl§, Zhi 2 with no Zhuang 3 group or Jing ¥ group initials and W&i 1, group Xié & f
rimes Tai 28, Hui /X, Ji 4%, Féi J&£, Qi 7%, as well as entering tone rimes of groups Zhen 3%, Shen
%, Géng 1 and Zéeng . Obviously, Zhi-S1 and part of Qi-W&i are two ZYYY rimes both
originating from GY group Zhi 1F-#.

A careful examination of Qiéyiin zhizhding t VIiETE ¥ |& [Finger-and-palm Charts to the
Cut Rime] reveals the fact that apical vowels had already appeared, as rimes Zhi % and Zhi 2

characters z7 2%, ci WE, ci %, si {8, ci &) were placed on grade one rather than grade four, indicating

28 «zk ¥h Ak L,” Wikisource, accessed May 10, 2020, https://zh.m.wikisource.org/zh- hans/ TRHIK .

29 ¢ ii EZ3 IE EE

%.3,” Wikisource, accessed May 10, 2020, https://zh.wikisource.org/wiki/# & 3
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vowel [i] had turned to [1] under the influence of the dental sibilant initials. Based on this, Wang
Li claims that [1] appeared as early as the late Tang and Five Dynasties, and from then on Zh1-S1
and Qi-WE&i started to diverge (L. Wang 1987, 163).

However, poets and dramatists in later ages still used these two rimes interchangeably even
after they had diverged. In Song c7, Zhi-S1 and Qi-WE&i are grouped into one rime. Qing scholar
Zhong Héng 15 (c.1623-c.1694) in his book Ciyun #il#8 [Ci Rime] categories 19 rimes of Song
ct, among which Zhi-St1 and Qi-WE&i are grouped into one. In zhiigongdiao #4'= i [all keys and
modes], a type of performance art prevailing in Song and Jin (1115-1234), Zh1-S1 and Qi-W&i are
used as one rime as well. Even in Ménggii ziyun 5% &7 7% [Rimes in Mongol Script], probably

written 1269-1292, Zh1-S1 and Qi-WE&i are grouped into one rime. The cross-riming of Zhi-S1 and
Qi-Wei thus can be regarded as one of the features of Middle Chinese, the predecessor of Old
Mandarin.*°

When it comes to Yuéan dynasty, Zhi-S1 and Qi-Wei though often intermixed in some cases,

were almost divided into two rimes. Examining the 100 northern songs in Yudnqii xudn JG 1%

[Selection of Yudn drama], Y¢ Guichén (1999) finds that Zhi-S1 rime was used 15 times, Qi-Wei
was used 41 times, and they were mixed 10 times. R. Li (2009) finds in northern drama, the cases
that Zhi-S1 and Qi-W&i are mixed taking up around 34% of the total cases they were used. Huang
Xidoyan (2011, 8-9) investigates Ming southern drama works and finds out that Zhi-St and Qi-
Wei were mixed 104 times, occupying only 28.9% of the total times Zhi-S1 or Qi-We&i were used.

In summary, in spite of the fact that [1/)] had emerged from [i] before the 10% century, cf

writers and dramatists still intermixed Zhi-S1 and Qi-W&i following the GY tradition, as pointed

30 It’s hard to say that rimes Zhi-ST [1/1] and Qi-WE&i [i] are two allophones. Li believes in the Yuan dynasty [1/1] and
[i] are two phonemes, such as in si 7L [s1] and xi #t [si], zhi % [ts\] and zAT %= [ts\i], shi & [s1] and shi # [s1i] (X.
Li 1983, 93-94).
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out by Zhou Ztimé’s i that Zhi-ST and Qi-W&i were two rimes in the Northern Song capital

dialect but were not distinguished in shi and ¢/ composition (Zhou 1966). But from the Yuan
dynasty on, we can find more and more cases in which they are distinguished, probably under the

influence of their real pronunciation.

3.2.2 Mixed use of Yu-Mo¢ and Qi-Wei

The mixture of YU-Mo6 and Qi-W&i is regarded by some scholars as one feature of the Wu
dialect. In Dugqii xiizhi & MIZH5] [Handbook of Composing Songs], Shén Chongsul ILFEA% (2-
1645) says “in Wixing dialect, gin %) is read as qun #f, and xi & is read as xi #F.” S B 147 DA
“ERECRE”, LLERECEF” (C. Shén 1984, 232). Here, we can see xi (Qi-W&i) and xii (YU-M6)
were pronounced the same in Wu dialect in Ming dynasty. In Féng Ménglong’s #545E Shan 'gé
LL1#K [Anthology of Mountain Songs], there is a piece of folk song in W1 dialect: “I am dating with

my beloved, but people don’t find it, even ghosts don’t know it. I come to the green screen window
again to send rouge to my beloved. I upturn my face to swipe, but dust fall into my eye. An abacus

is smashed to pieces and the beads are jumping everywhere in the street.” 4% i fATH N #5552 75
R, FEARARADE NIEMAR. AT ER VA ARONIRAL, SR BRMMETER (R. Lia 2005). The rime
characters zhi %1 (Qi-W&i), zhi iF (Zhi-S1), [i # (Qi-Weéi) and zhi ¥k (Y1-M6) demonstrates that
Y0-M6 and Qi-Wei were mixed then. In Qing dynasty, scholar Qi4an Daxin 8 KT (1728-1804)
mentions in his Shijiazhai yangxin lu 55 E# %k [Record of Cultivating New Knowledge in
the Shijia Study) that “in W dialect, gui & sounds same with jii 28, gui 57 same with jii J&, gui
i same with ju 2, wéi 4% same with yi ', kui |5 same with gut % in level tone, and kuf 12 same

Wlth qu % (D Qlén 1983, 117)” [:“EF’E—‘“%”ﬁH“%” “EE”ZZH“E”\ “EJ’L”ZZD“E” ccz:t-_”ﬂu
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“Ha. R PER. i Unc B, Gui W, gui B, gui i, weéi 4%, kui 5 and kui i are all
characters of rime Qi-Wei, while jiz 88, ji J&, ju B, yu Wi, gu % and qu £ are of rime Y-Mo.
Today, examples can widely be found in modern Wu dialect as well, for instances, in modern
Stizhou dialect, both jii J& (Y#-M06) and gui %, (Qi-W&i) have the same final [y]; in Wénzhou
dialect, hz J7' (Y0-M0O) and wéi &8 (Qi-Wei) have the same final [u].

However, an investigation of Chinese literature history and northern drama reveals that the
intermix is not a unique feature of W1 dialect, but can also be found in other parts of China. The
intermix of YU-M6 and Qi-WE&i can also be found in Téng manuscripts excavated in Dinhuang
and Turpan located in northwestern China (Zhii 2008). Lué Changpéi (2012) finds that hékou
characters of the GY rime group Zhi 1I:4 had merged with some of the rime Yu f characters in

northwestern Tang empire. Wei Huibin (2005, 72-74) based on a corpus of 20,191 pieces of Song
ci, finds out that the mixed use of Qi-Wei and Yu-M¢ can be found in composers from all places
in China, with 40 cases of composers from Jiangsi and Zh¢jiang where W1 is spoken, 37 cases
from the Central Plain, 19 cases from Jiangxi, 13 cases from Fujian, 5 cases from Shandong, 3
cases from Sichuan, and 2 cases from Guangdong. Du (1998) points out that the mixed use of Yu-
Mo¢ and Qi-WEi is a common feature shared by W1, Gan and Min dialects. R. Li’s (2009, 123-
125) research on northern drama finds out that the mixed use of Qi-Wei and YU-Mo6 was widely
and commonly adopted by composers from Dadii (8 cases) and Zhejiang (6 cases). For this reason,
I am reluctant to say the mixed use of Yu-Mo6 and Qi-Wei was influenced by Wu dialect, but more
likely to be a tradition.

The reason for this intermixing however is unclear by now. But what is worth noticing is

that all Qi-W&i characters in Shagou ji have a [+high] medial vowel, if not, a [+high] main vowel
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in GY.3! Y(1-Mo, corresponding to GY rime group Yu i {#, has [+high] finals as well. The

closeness of their vowels might explain the mixed use.

3.3 Divergence of GY rime Tai

Tai Z8 is a grade I rime in group Zhi 1L:48. In Shagou ji, four rime Tai characters — hui &,
wai A, beéi 2, béi JH — are linked to set A, and six rime Tai characters — wai 4, nai 2%, dai 74,
hai %, gai 5, gai & — are linked to set B.

According to GY, hui &, wai /b, béi H and béi JH are hékou characters, while nai %3, dai
M, hai 5, gai "5 and gai 25 are all kaikou characters.’> Therefore, we might assume, those Tai

characters with a medial [-w-] correspond to Shdgou ji set A, while those that do not have a medial
[-w-] correspond to set B, except for wai.

Moreover, rime Hai i and Hui Zk, both of which are grade I rimes in group Zhi 1E4 and
have the same main vowel and ending, also obey this rule. Hai '&, a kdikou rime, corresponds to

set B, and Hut /K, a hékou rime, corresponds to set A.

Shagou ji Set A Set B
ZhT‘ST iAEE\

ZYYY Qi-Wai 7% ik Jie-Lai B9k
YU-M6 i

31 As is pointed out before, all Qi-WE&i characters are from GY rime group Zhi 1k grades III and group Xi¢ ## grade I
hékou, grade 111 and grade 1V, as well as those grade I stop ending characters of rime group Zhén %%, Shén X, Géng
4% and Zéng ¥ . Béi B in song 13.9 and béi 48 in song 17.12, which however could be regarded as with a [-u-] medial
for their bilabial initial. The only exception that could be found is dé ¥, which is a grade I character of group Zéng
¥, as in song 13.7 and song 25.14.

32 Bei R and béi 18 can be regarded as hékou because of their bilabial initials.
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GY Group Zhi Tai Z& kaikou [waj] > Tai Z8 hékou [aj]
Grade | Hui K [woj] Hai ' [0j]
Jig B [gj] [wej]
GY Group Zhi ) ) )
- Jia £ [ei] [wei]
Grade I1
Guai 1 [&]] [wej]
GY Group Zhi Ji 4% [i(D)ej] [w(i)ej]
Grade III Fei i [joj] [jwoj]
GY Group Zhi 1 7% [ef] [wei]
175 [e]] [we -
Grade IV T !

This divergence based on medial [-w-] is not an innovation in Shagou ji, but a tradition from
Song ci. Hai and Hui, though two different rimes in GY, could rime one another in Tang shi. Tai

however is an independent rime that mix with Hai & or Hul /K.

The example below is Yudn Zhén’s JGFH (779-831) Zeng Mdo xianwéng BEFEANE [To the

Old Man Mao]:

Zeéng Mdo xianweng: lai 2k (Hai), tdi 5 (Hai), béi # (Hui), méi #F (Hui), péi [ (Hur).>*

But when it comes to Song dynasty, Hai 5 and Hui /K became two rimes in ¢/ and Tai 7%
also divided into two. In Ming scholar Zhong Héng’s Ciyun, rime Tai 7% hékou and rime Hut /K
are grouped into one set, and rime Tai Z% k@ikou and Hai ' are grouped into another one. Qing
scholar G& Zai X.# (1786-1856) groups them in the same way in his Cilin zhéngyun i Mk 1E 58

[Correct Rimes of Ci] — Tai Z& hékou and Hul /X as one set, and Tai Z& kdikou and Hai 'y as

33 We adopt Baxter’s (1992) Middle Chinese reconstruction in this thesis.

34 https://zh.m.wikisource.org/zh-hans/8¢ £ 4L 4 (TTHR).
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another. This riming rule is followed by Yudn drama composers. In ZYYY, rime Qi-WE&i

corresponds to GY Tai Z& hékou and Hui 7K, and Jie-Lai corresponds to Tai %= kaikou and Hai I§.

However, the character wai %} is an exception — it is a character of Tai Z= hékou in GY but
of Jie-Lai in ZYYY. This further explains why in Shagou ji wai 4} is linked to both set A and set
B. But this is no innovation. G Zai had already noticed the special feature of wai % in Song cf
and provides two readings — one is wii-hui gié T.E V], the other is wii-tai gié F.Z81J]. The former
reading containing a medial [-w-] corresponds to GY Tai Z& hékou and Shagou ji set A, and the
latter corresponds to GY Tai Z& kdikou and set B.

Li Rui (2009, 80) finds that wai 7| is used as a Jie-Lai character 144 times and as a Qi-We&i
character only twice in Yuan northern drama. In Héngwii zhéngyun i IEHRR [Héngwii Correct
Rimes, 1375], wai #b is notated as wii-kuai gié 7138 1], a reading of rime Jie-Lai. As for today,
wai 7} is mostly read as a rime Jig-Lai character, though it may be found read as rime Qi-W&i [uei]
in colloquial reading a limited number of places in Hénén, Shanxi and Shanxi.

In other words, wai’s %I being linked to two sets of rimes is Shagou ji reflects its two possible

readings at that time. The old reading of Qi-W&i later disappeared, but Jie-Lai is preserved.

3.4 Disappearance of entering tone

If we strictly follow the linking principle, then we would have eleven sets in total — set L
would be merged with set C, and set M would be merged with set A. However, we do not link
these two sets with others because entering tone is preserved in southern drama (X. Li 1984) (Yt

and Lia 2009, 7-14) (W. Y1 2005, 218).
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Wang Jidé writes in Quilii that “in southern drama, entering tone keeps its own pronunciation

on one hand, but it can also adapt to even, rising and falling tones on the other hand. There are no
tones it cannot be read in.” FRIAEHA IEE, A, L. K =8, A (.
Wang 2002, 446-447). In Ndangii rusheng kéwen F M N[ [Questions of Entering Tone in
Southern Drama), Méo Xianshi EGEF (1620-1688) explains in detail that entering tone had
disappeared and was distributed into other three tones in northern drama, but in southern drama it
had not and there are two ways to read it — in its original tone or as a non-entering tone, depending
on the context.®

Here is one example from Zhang Xié zhuangyuan:

Envoi: Li &k (Zha &), fi 48 (Wi J&), I #% (Wi £). (Scene 25, Zhang Xié zhuangyudn).>®

Yizhi hua —#AE: pit B (M6 1), ci B (Wi &), gii B (Zha &), wi 5 (Y ), bu 25 (M6
1%). (Scene 49, Zhang Xié zhuangyudn). >’

The envoi uses GY entering tone rimes Wil /& and Zht #&. So the three riming characters i
%k, fi #& and i %% are read in entering tone, probably with a stop ending [-k]. In the song Yizhi
hud, riming with non-entering rimes M6 # and Y0 /& characters pui [, gu B, wii £ and b 2,
ctit % — a GY rime Wil character — is thus not read in entering tone, but read as a vowel ending

syllable, probably in rising tone matching the tone value of the characters they rime with.
There are four songs in Shagou ji that use GY entering tone rimes exclusively. They are

songs 25.2 and 25.3, both of which use rime Du6 $% and are grouped into set L, and song 1.1 and

35 https://ctext.org/wiki.pl?if=gb&chapter=402885.
36 «zk ¥h Ak L,” Wikisource, accessed May 10, 2020, https://zh.m.wikisource.org/zh-hans/7& 4% 7T..
37 Ibid.
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35.10, both of which use group Tong i f# entering tone rimes Wii /& and Zh % and are grouped
into set M. All the entering rimes are [-k] ending in GY.

Song 25.2: sud & (Dud $%), cuo # (Duo $%), ¢ & (Duo §%), he B (Dud §%£), luo % (Dud
#E).

Song 25.3: dit [ (Duo $%), b6 H (Dud #£), tuo 1 (Dud #£), e & (Duo ).

Song 1.1: zhii iZ (Wi J&), zii /& (Zh' 1), gu 25 (Wi J&), lu B (Wi J&), su 15 (Wil [2), zi
JE (Zht J&), lii %k (Zht 1&), yu & (Zha 1&), du % (Wi J2).

Song 35.10: yu Ak (Zha &), ma & (Wi J&), ma H (Wi J&), fi 8 (Wi J&).

But we can also find in some other songs that those entering tone rime being intermixed with
non-entering tone rimes. For example:

Song 23.11: gu it (M ), zhii £ (Y0 B2), b6 JH (Dud $%), ki 75 (MU 48), su 18 (Zhu &),
fi g (You &), ki 75 (M &8).

Song 8.1: git Il (M6 ), fit K (Yu EZ), su i (Wi J&), cha 2 (Y i), fiu K (Y ), git
Gl (MO H5).

Song 15.1: fit K (Y0 B2), git 5= (M6 1), ti it (M6 1), nat %% (MU ), zii /& (Zht 1).

In songs 25.2, 25.3, 1.1 and 35.10, characters of GY rimes Dué #%, Wii /& and Zht /& are
read in entering tone, probably with a [-uk] final. In songs 23.11, 8.1 and 15.1, characters b6 iH,
su 1%, su 15 and zu /2, though being of GY entering rimes, are read in non-entering tone because

of other riming characters’ tone, probably with a [-u] final with no stop ending.
Noticeably, [-k] ending riming can be found in most southern drama works except for short
pieces such as Huanmén zidi cuo lishén and Xido Suntu. This may to a certain extent reflect how

the stop ending rimes disappeared (Gwon 2000). Wei’s (2005, 98) research on Song ci also finds
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that [-k] ending entering tone rimes Wil-Zht J& /% and Yao-Dué %§% are stable and rarely mixed

with other rimes, but other [-p] ending and [-t] ending rimes are frequently intermixed. In Guijin
yinhui jityao 154 EE & 2R EL [Abridged Collection of Rimes of the Ancient and Modern], a rime
book written in 1297 and believed to be a document of characters’ reading during the late Song
and early Yuan, [-p], [-t] and part of [-k] ending characters are merged into glottal stop [-?]. Besides
that, [-k] ending reading are still preserved in a limited number of characters (W. He 1995).

Even today, [-k] ending is found more than [-p] or [-t] in Chinese dialects. One example is
Fuzhou dialect, in which [-p] and [-t] have totally disappeared, but [-k] can still be found

pronounced by some people.

3.5 Conclusion

Shagou ji has some of the rime features that most southern drama works share in common,
such as the intermix of rimes Zhe&n-Wén [on], GEng-Qing [an] and Qn-Xun [om], intermix of
rimes Xian-Tian [@n], Han-Shan [an], Hudn-Huan [on], Jian-Xidn [am] and Lidn-Xian [em],
intermix of rimes Zhi-S1 [/1], Qi-W&i [i] and Yu-Mo [u], and the two readings of entering tone.
On the other hand, Shagou ji has its own unique features, for instance, the two readings of character
wai Ab.

For some of the exceptions that do not comply with ZYYY rime or any dialects, it is wise to
check GY rimes and review the rime pattern of previous poetic genres such as shi and ci, which
might provide evidence to help us understand Shagou ji rimes. One example is the GY rime Tai Z&
characters that split into two rime sets in Shagou ji based on the medial — this usage can be traced

back to Tang shi.
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4. A Comparison of FYJN version and LSZQ version

In this chapter, we will compare two Shagou ji versions concerning their rime patterns.

The former one is the FY.JN version, which gets its name from the drama collection Féngyue
Jjinnang that was found in Spain in the 1920s. As it says on the title page, this version was reprinted
in 1553, the 23 year of Jidjing reign period, indicating that the original version must be earlier.

The second one is the LSZQ version, named after the southern drama collection Liushi zhong
qu. The date of the publication is still unknown, but given the compiler Méo Jin’s living years
1599-1659, we may speculate it came out during the late Ming and early Qing times.

Based on the fact that Ming literati did not extensively participate in southern drama editing
and composition until Wanli period (1573-1620), we suppose that the FYJN version Shagou ji
might preserve more original content than the LSZQ version does. By comparing these two texts,
we can explore how Ming scholars revised the low-graded early southern drama texts in order to

uplift it to meet the literati’s aesthetic tastes.

4.1 Brief comparison on language

Generally speaking, FYJN version, a drama text in ten scenes providing only a brief story
outline, is much shorter than the fleshed-out LSZQ version, which has thirty-six scenes. The ten
scenes in F'YJN version correspond to scene 2,9, 7, 10, 12, 13, 17, 18, 25, 35&36 in LSZQ version

respectively. Below is the correspondence between the FYJN and LSZQ scenes:
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FYJN version

LSZQ version

1. Jiamén dayi Z K&

1. Linghdu gingyan %1555 &

2. Jianxiong chini 7% S5

3. Jidngyudn jiéyi ¥4 el 45 7%

4. Qigié gong yi FE2 %

5. Siin Rong zitan $4 58 H W

6. Qidorén xingzén & NT1H

3. Ydngshi quanfii buyin 15 B AN A1,

7. Siin Hud jii jian H4 305K

8. Liidian jieji Jig )5 £ &

2. Sitn Hud jiayan 155 5 5L

9. Siin Hud jiayan 153 5 5L

4. Ldozhang xunwén Siin Rong &5 51428

10. Wangp6 zhike £ 112 %

11. Yaozhong shoukun 915z N

5. Lit xué songxiong #2515 i,

12. Xuéyé jinxiong &5 R

6. Xiansdo cishi BHE &

13. Guijia beéi zhii 57 F W%

14. Qidorén suanzhang & N5 IRk

15. Qigié tanfii FE3ER

16. Wit Zhong kanzhii %18 I

7. Qing du shishii i8S 2

17. Kanshi kijian & &5 5K

8. Lidnggido suo song 0O gii xiang fii

R WA A O [ R

18. Ydozhong jujian % HIE 4T

19. Ji gian Wangldo 51& £

20. An Tong jiang ming % B &

21. Hudyuan yéushdang 1% [ 1 &

22. Siin Réng dianmi 458 B4 5

23. Wangldo jianzhii £Z% ¥

24. Mbusha Siin Rong AR5

9. Tuo Wangldo quan Sin Hua, Yangshi mdigou

REEEAIE 1HIRET

25. Yue Zhén mdigou A BB

26. Tidi xianhua 284k

27. Jiangou jingxin A s
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28. Qidorén fixin & N &L

29. Yuanjiin huthua B 7 9155
30. Wit Zhong zhangyi 5 O 5
31. Fifii kouydo RN #

32. Ying Chiin sitan 1975 FAME
33. Qindi yishi i B %

34. Jujué gidorén JH4EE N

35. Duanming shagou W I 3
36. Xiaoyou baofeng % K &%

10. Jingbido xidnfii JiE3E BH

Furthermore, each scene in FYJN version is shorter and briefer, with songs reduced in
quantity and the spoken parts abridged. For example, scene 2 of the LSZQ version has six songs:
two songs of Guazher # 5.5, Xiudair #i75 5, and Dashéngyué KEL44. But its correspondent
scene in FYJN version — scene 1, there are only three songs: one song of Jithud xin %6 4¢3 and
two songs of Dashengyue.

However, the briefness of the FYJN is not enough to determine whether the FYJN version is
a full drama script, or an abridged drama script by the compiler Xt Wénzhao, or just a rough draft
providing basic information to remind drama performers.

Ming scholars also revised part of the original text in order to make positive figures be in

conformity with Confucian ethic codes. Here are two examples of the songs of Guizhi xiang
¥ 7 in both versions:
HERCE: AalEse, AL EBMK, AR, TR ANER ! BRFERE,

ahE R, NAEZASE. SBExR, FEEEME, #4523, (Scene 3, FYJN) (W. Xa 1987,
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Guizhi xiang: Even bitter herb with boiled oil is loved by some persons, why is he doing so?
He recognizes the fake but does not recognize the true. What kind of person does he treat me as!
Considering our conjugal affection, I have to tolerate him. As a matter of fact, do not blame my
husband for being rude. It is all my destiny.

R BE A, AEME. MEIREA) R, SJOBRERESE, REEIMAN R
ARSI, W E . X AAME. BEFER, TR, KA EF . (Scene 7,
LSZQ) (W. X0 1987, 561).

Guizhi xiang: Deaf to sincere advice, he gets angry. [ want to say something to him, but I
am afraid of family quarrel. This will cause others’ gossips. This will cause others’ gossips. They
will comment on our family dissension. I am discussing with myself: I should tolerate his anger.
Only a peaceful family would prosper.

In the Guizhi xiang in FYJN version, Yang is so aggressive that she accuses her husband of
being gullible and ascribes what she has suffered to her destiny. But in LSZQ, she is a family-
oriented female who is willing to suffer wrong to keep the family in harmony. The revision of
Yang’s words reflects the social ethic during the late Ming, which encourages women to suffer

and tolerate (S. Huang 1991).

4.2 Comparison on rime pattern
The most obvious change between the two versions of Shdagou ji is the riming pattern. In
LSZQ, the riming pattern is more regularized than that in FYJN. Thus, I generalize four major types

of revisions that Ming scholars did.
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4.2.1 One song one rime
Five songs that use two or more sets of rime in FYJN were revised by Ming scholars based
on the principle “one song one rime”. They are songs 2.5, 3.1, 3.2, 4.2 and 10.2.

For example, song 4.2 in FYJN uses two sets of rime, alternating between Qi-Wei 75 i (the
vowel ending rime) and Zhén-Wén-Qin-Xtn H 3 2% (nasal ending rimes). In the corresponding
song in LSZQ — song 10.11, Ming scholars replaced the three vowel-ending characters chui T,
di 55, yi 7= with nasal-ending characters wén [#, ging 1%, bin ¥& so the song uses pure nasal ending
rimes.

FYJN song 4.2: mén ] (Zhen-Wén), chui 3 (Qi-Wei), di 55 Qi-Wei), yi & (Qi-WEi), pin
Z; (Zheén-Wén), shén £ (Qin-Xun).

LSZQ song 10.11: mén R} (Zheén-Wén), wén [H (Zhen-Wén), ging 1% (Geng-Qing), bin &
(Zhen-Wén), pin & (Zhen-Wén), kén H (Zhén-Wén).

Another example is song 10.2 in FYJN. It uses two sets of rimes Zheén-Wén and Y1-Mo6-Qi-

Wei FAf 7% . Ming scholars replaced the Zhén-Wén characters én & and mén [, so its
corresponding in LSZQ — song 36.3 — uses pure rime Qi-Wei:

FYJN song 10.2: én & (Zhén-Wén), mén ['] (Zhen-Wén), én & (Zhen-Wén), yi Bl (Y-
M0), gui £ (Qi-W&i), zhi i (Not found), méi 3¢ (Qi-W&i), gui £ (Qi-Wei).

LSZQ song 36.3: mi ¥ (Qi-Wei), g7 2= (Qi-WE&i), yi 1A (Qi-Wei), ji 1% (Qi-Wei), zhi B (Not

found), zhi %1 (Qi-WE&i), gui & (Qi-Wei), yi H (Qi-Wei).

38 Bin 4% cannot be found in ZYYY. But considering its phonetic component bin & and its pronunciation in GY and
Hongwii zhéngyun # X, iE 3, we strongly believe that bin was a [-n] ending character in Shagou ji’s era.
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As for FYJN song 2.5 which uses two rimes Hudn-Huan and Han-Shan, Ming scholars
replaced all the riming character with Xian-Tian characters:

FYJN song 2.5: gudn % (Huan-Huan), shan 1| (Han-Shan), jian [H] (Han-Shan).

LSZQ song 9.6: yan % (Xian-Tian), nidn 5 (Xian-Tian), qudn 4> (Xian-Tian).

Two other examples are songs 3.1 and 3.2 in FYJN, both of which use two sets of rimes.
Ming scholars did not revise these songs, but they deleted them in the LSZQ version:

FYJN song 3.1: shéng % (Geéng-Qing), jing W% (Geng-Qing), rén 2. (Zhén-Wén), jing i
(Geéng-Qing), ying [ (Géng-Qing), ydn & (Xian-Tian), mian [ (Xian-Tian).

FYJN song 3.2: ndo 1 (Xido-H4o), ddo f3| (Xiao-H4o), shun N|§ (Zheén-Wén), chén #
(Zhen-Wén), bén 7% (Zhén-Wén), wen [ (Zhén-Wén).

This is one exception that Ming scholar did not revise or delete, and can be found using two
rimes in LSZQ:

FYJN song 9.2 (LSZQ song 25.4): pé % (G&-Ge), su i# (Yu-Mo), gé il (Ge-Ge), fii 4& (Yu-

Mo).

4.2.2 Exceptions excluded
To regularize song riming patterns, most of the exceptions in FYJN songs were replaced.
This can be found in 8§ FYJN songs: 4.1, 6.5, 7.3, 7.4, 7.6, 8.2, 8.7 and 10.1. Here are some

examples:

In song 4.1 in FYJN, the exception gidn #¥ is a character of rime Xian-Tian, which could

not rime with Zhén-Wén. In LSZQ, it was replaced with a Zhén-Wén character hén JR.
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FYJN song 4.1: xiong . (Dong-Zhong), bén 7% (Zhén-Wén), gidn &% (Xian-Tian), mén ']
(Zheén-Wén), hén R (Zhen-Wén).

LSZQ song 10.10: xiong . (Dong-Zhong), bén 7% (Zhen-Wén), hén AR (Zhen-Wén), mén
M (Zhen-Wén), wen W) (Zhen-Wén).

The exception dao £, a rime Xido-Hao character, was replaced by zhi %2, a Zhi-S1 character.
Zhi-S1 and Q1-Wei are in one rime set, but Xiao-Hdo is not.

FYJN song 6.5: shi F§ (Zhi-S1), shi & (Qi-Wei), dao %] (Xido-H4o), gui & (Qi-W&i), zhu
i (Not found), dé 15 (Qi-W&i), dé 153 (Qi-Wei), shi £ (Qi-Wei), x{ Jii (Qi-W&i).

LSZQ song 13.6: shi Ik (Zhi-S1), shi £ (Qi-WEei), zhi & (Zhi-S1), gui & (Qi-W&i), zhu T
(Not found), dé 15 (Qi-W&i), dé 15 (Qi-W&i), shi B (Qi-W&i), x/ Jifi (Qi-WE&i).

The last riming character in FYJN song 10.1 — an %, is an exception. Ming scholars
replaced it with ging J& so that song 35.1 in LSZQ only use one set of rime.

FYJN song 10.1: ging & (Géng-Qing), ning % (Géng-Qing), shun JI§ (Zhén-Wén), an %

(Han-Shan #111).
LSZQ song 35.1: ging B (Geéng-Qing), ning % (Geng-Qing), shin JIi (Zhen-Wén), ging I5

(Geéng-Qing).
In these 3 songs below, the characters of exception are not replaced in FYJN:

FYJN song 7.1 (LSZQ song 17.3): sé t& (Jig-Lai), zui 5 (Qi-Weéi), qu HU (Y(-Mo), li %

(Qi-W&i), di Hi (Qi-Wei), pi % (Not found), di Hh (Qi-Wai).
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FYJN song 7.3 (LSZQ song 17.5): ding 5€ (Géng-Qing), shui /K (Qi-W&i), gi {2 (Qi-W&i),
mi 3K (Qi-W&i), shui 7K (Qi-W&i), qui % (Y1-Mo).*
FYJN song 8.7 (LSZQ song 18.9): gin # (Zhén-Wén), én & (Zhen-Wén), kou 1 (JU1%),

zhéng F (Geng-Qing), rén N (Zhen-Wén), zhén . (Zhén-Wén).

4.2.3 Distinguish [-m] and [-n/-p]

Another effort that Ming scholars made to regularize southern drama is to distinguish [-m]
and [-n/-y] ending rimes. Among the 11 songs that intermix [-m] and [-n/-g] in FYJN, 7 are found
revised in LSZQ and 1 is deleted by Ming scholars, but the rest 3 are preserved in LSZQ.

In song 1.2, 1.3, 4.2, 8.3 and 8.5 in FYJN, characters of rime Qin-Xun were replaced by
characters of Zhén-Wén in LSZQ.

FYJN song 1.2: ying # (Geng-Qing), chéng 1% (Geng-Qing), én 1. (Zhen-Wén), shun JIF
(Zhen-Wén), shen & (Gin-Xun), fen 43 (Zhen-Wén).

LSZQ song 2.5: shén # (Zhen-Wén), chéng F. (Geng-Qing), én & (Zhen-Wén), shun JIF
(Zhen-Wén), gin i (Zhen-Wén), fen 73 (Zhen-Wén).

FYJN song 1.3: jin % (Gin-X0n), gin #i (Zhén-Wén), ming ¥ (Géng-Qing), wén & (Zhen-
Wén), xing 4 (Geng-Qing), rén A (Zheén-Wén).

LSZQ song 2.6: mén ['] (Zhen-Wén), shén 1H (Zhen-Wén), zhén H. (Zhen-Wén), xing 4

(Geéng-Qing), rén A\ (Zhen-Wén).

3 In LSZQ, ding % is replaced by zhii 1%, a character of rime Yu-Mo.
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FYJN song 4.2: mén R (Zhén-Wén), chui T (Qi-W&i), di 5 (Qi-WEei), yi & (Qi-WEi), pin
Z; (Zheén-Wén), shén F (Gin-Xun).

LSZQ song 10.11: mén [} (Zheén-Wén), wén [ (Zhen-Wén), ging 1% (Géng-Qing), bin #&
(Zhen-Wén), pin & (Zhen-Wén), kén 5 (Zheén-Wén).

FYJN song 8.3: jin % (Gin-Xtn), jiin 3] (Zhén-Wén), ning 1% (Geng-Qing), xin 15 (Zhén-
Wén), rén N (Zhén-Wén), shén & (Zhen-Wén).

LSZQ song 18.5: rén A\ (Zhen-Wén), déng 55 (Geng-Qing), ning 1% (Géng-Qing), xin 15
(Zhen-Wén), rén N\ (Zheén-Wén), shén & (Zhén-Wén).

FYJN song 8.5: sheng *E (Geéng-Qing), rén A\ (Zhén-Wén), xing 4 (Geng-Qing), jing F
(Géng-Qing), xin :[» (GIn-Xun), gin i (Zhen-Wén).

LSZQ song 18.7: shéng . (Geng-Qing), rén A\ (Zhén-Wén), xing 14 (Geng-Qing), hén 7
(Zhen-Wén), hén 1R (Zhen-Wén), gin Fi (Zhen-Wén).

In song 2.4 and 3.3, characters of rime Lian-Xian were replaced by characters of Xian-Tian
in LSZQ.

FYJN song 2.4: jian %, (Xian-Tian), midn %7 (Xian-Tian), yan ¥ (Lian-Xian), xian 7
(Xian-Tian), gidn i& (Xian-Tian).

LSZQ song 9.5: jian 5, (Xian-Tian), midn #% (Xian-Tian), nign *F (Xian-Tian), xuan ¥}
(Xian-Tian), gidn i& (Xian-Tian).

FYJN song 3.3: xian ## (Xian-Tian), juan %3 (Xian-Tian), jian %, (Xian-Tian), quan &l

(Xian-Tian), bian 5% (Xian-Tian), xidn B (Lidn-Xian), ydn 5 (Xian-Tian).
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LSZQ song 7.1: xian #% (Xian-Tian), juan %5 (Xian-Tian), jian %, (Xian-Tian), qudn ¥
(Xian-Tian), bian 5¥ (Xian-Tian), ydn & (Xian-Tian), ydn 7 (Xian-Tian).

The songs that are not revised are 8.6, 9.4 and 9.5. The [-m] ending characters xin ‘L», shén
H and jin 4 are preserved in LSZQ version.

FYJN song 8.6 (LSZQ song 18.8): ting Hf (Géng-Qing), lun iy (Zhén-Wén), lun & (Zheén-
Wén), xin ‘0> (GIn-Xun).

FYJN song 9.4 (LSZQ song 25.7): lin #{ (Zhén-Wén), xing 1t (Geng-Qing), ming iy (Géng-
Qing), chén 'H (Zhen-Wén), chén "E (Zhén-Wén), rén A\ (Zheén-Wén), shén £ (Gin-Xuan).

FYJN song 9.5 (LSZQ song 25.8): chéng J¥ (Géng-Qing), ming fi (Géng-Qing), ging ¥
(Geng-Qing), jin 4 (GIn-Xn), yin R (Zhén-Wén), zhén 2 (Zheén-Wén), pin & (Zhén-Wén).*

But we cannot find Ming scholars’ attempt to distinguish [-n] from [-n] as they did to
distinguish [-m]. This might be due to the merge of [-n] with [-y] in W1, as what I discussed in
Chapter 3.1.1, [-n] merged with [-5] earlier in the Wu dialect than with [-m] which could still be
found in some places of Wu in the 19" century (Wan 2012). Though Ming scholars made every

effort to get rid of the influence of dialects, they failed in this battle in terms of nasal endings. As

a result, the mixture of [-n] and [-y] could be widely found in the LSZQ.

4.3 Conclusion

Based on the comparison above, we can find that Ming scholars revised and rewrote the

Shagou ji text on two aspects: they tended to select appropriate words to ensure the content is in

40 In LSZQ, zhén #: is replaced by zhii %, a character of rime Yu-Mo.
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conformity with contemporary social ethic codes and satisfy the Confucian scholars’ aesthetic
tastes, and regularized the language particularly on rhyming pattern according to the ZYYY.
Scholars’ adaption and rewriting might be attributed to the fact that southern drama or
chuadngi then was no longer a type of performance for the countrymen, but a type of mature
stagecraft recognized and accepted by the literati in the late Ming and even slowly acquired “a

certain degree of literary standing” (W. L. Idema 2015, 29).
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5. Conclusion

This study analyzes the language of Shdgou ji in terms of its rhyming pattern, based on the
presumptions that (1) Shdagou ji is an accumulative heterogenous work composed by multiple
persons with different linguistic and educational backgrounds. These authors’ involvement would
inevitably influence the language, making it an impure and composite language, which might not
be spoken by people in their real lives; (2) the late Ming literati revised and rewrote the Shagou ji
text intentionally to adapt it to the social context ensuring it on one hand did not violate Confucian
ethnic codes and on the other hand satisfied the literati’s taste.

In Chapter two, we established 13 rime sets in Shagou ji and their correspondences to rimes
in GY and ZYYY. We can find that Shagou ji rime sets are “broader” than those in ZYYY, with rime
Zhén-Wén [on], Geng-Qing [an], QIn-XUn [om] being mixed-used, rime Xian-Tian [&n], Han-
Shan [an], Hudn-Huan [on], Jian-Xian [am], Lian-Xian [&m] being mixed-used, and rime Zhi-S1
A, Qi-Wei [i], Yu-M6 [u] being mixed-used. Moreover, we admit entering tone is partly
preserved in Shagou ji, considering the four songs using [-k] ending rimes. Noticeably, the fact
that [-k] ending is the most commonly found stop endings among the three stop endings in modern
Chinese dialects convinces us that [-k] was the last stop ending that disappeared during Shagou
Ji’s era.

Some features found in Shagou ji, such as the intermix of Qi-W&i [i] and YU-Mo6 [u], and
the divergence of GY rime Tai, are more likely to arise from the poetic tradition rather than Wu
dialects, since these types of usage can be found in ¢/ and northern drama as well. The poetic
tradition might be due to the possible generic relation between southern drama songs and ¢7 on the
one hand, evidenced by Xu Wei’s words in Ndnci xulu that “its [southern drama’s] songs are Song

people’s ci added with folk songs.” H i, HiZR A i DA H 435 . Qidng Nanyang also
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identifies that 190 out of the 543 songs in Chongding nan jitigong cipti T.5E Fd L= sl itk [Revised
Southern Nine Modes Scores] are from Tang or Song ¢ (2009, 33). On the other hand, the tradition
might be brought from northern drama after the Yuén conquered the Southern Song and zdju was
introduced to the southern China by many of the zdju composers who moved to the south, such as
M3 Zhiyuidn FEUE (1255-1321), Qido Ji &7 (1280-1345), Zhéng Guangzii B4 (1260-92),
etc. Southern drama at this time absorbed some of the features of zdju, one aspect of which is the
rime pattern. This poetic tradition did not stop by Shagou ji’s era but had continued to the 20"

century. In Shisan zhé + =W [Thirteen Rimes], a rime system circulated among the folk

storytellers and opera performers in northern China from Ming to the 20" century China, both ;7
#t and jii J& belongs to the same rime Y1-Q1 —-L, corresponding to Shagdu ji rime set A, though
these two characters have different finals in most dialects in northern China.

A comparison between LSZQ and FYJN versions reveals how Ming literati regularized
southern drama on both its content and form: the sketchy story line is fleshed out, the arbitrarily
thymed pattern is regularized, and the vulgar and coarse words are replaced. The literati’s
involvement in southern drama text adaptation was closely related to the booming social economy

in the Jiangnan Y.} area in the late Ming, which directly gave birth to a group of prosperous

towns on Yangtze delta with an increasing number of middle class. Southern drama constituted
one of the most important entertainment genres for those townspeople.

Simultaneously, the motivation to adapt and rewrite drama text came from above (W. L.
Idema 2015). Idema mentions that by the Ming dynasty, drama had already been played in the
court. In order to deal with the severe political censorship and on the other hand to showcase their
refined aesthetic tastes, late Ming scholars rewrote the southern drama text intentionally or

unintentionally “with a reading audience of Jiangnan literati in mind” (West 2003). The literati’s
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participation in the creation and adaption activity followed the literary and poetic tradition from
Tang shi, Song ci and norther drama. In this way, the southern drama gradually deviated from the

stage and became a new literature genre standing by itself.
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Appendix I: Riming characters in LSZQ with GY and ZYYY phonological

classifications

1. Songs are listed with their number in Shagou ji with tune names. For example, song 2.1

refers to first song in chapters 2. Guazhénr # 3 5 is the tune name.
2. Envois or xiachdngshi 355+ (exit poem) are marked by the chapter number. For example,

envoi 1 refers to the envoi of chapter 1.
3. For one riming character, the set of characters in the left indicates its classification in GY,
that is, she, kai/hé, division, tone, rime. The set of characters in the right indicates its classification

in ZYYY, that is rime (two characters), sihit (kai/qi/hé/cuo), tone (two characters).

1. Vowel ending rimes P BB =P | B ROR BT
Set A Z: IEBH =SR2 | SR 2R
Envoi 1 e IbE=LRE | BMEe b
. BB =R | B £ B (bei) : BAH—XE | BMAe 1
Bi: &R =P | fELE B2 H: BRI =F2E | CEE £
T BECPE | ARG B2 Hl: 1EBA =13 | B OET B2F
o9 BEEIDY B3 | AR
Song 2.1 #E i
fik: BB =P fA | fBLER BT Song 2.4 R i 4G .
e B P | fELR 2P Bl IbE = | B A 2P
B IbE=FK | BME 58 . BO— LR | BMG B
. BB =R | B £
Song2 2 Hij B B FEEERE | B s e
Gk BB =P f | SRR 5T BE. AEBI=OF | B BT
e BB = | SR PP Mo BBA— LU | B s
B LB SSRE | NS L8 Bl GRD IEBI= 55 | poon 8
T b= bk | 3B BB
Song 2.3 & 5t f&: BEBHVUFRS | A5G0 F2F
& LPA= LR | ARRs LB e BEBAVY LI | Ay 2

75 BEBA VT | 2R BT
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Song 3.1 FHEM

BEGH VYA | S IR F2F
BE— BB | BiuE 28
WG = £ | s 2
1EB = R&R | B £
IE&= FAC | BiE B
B2 ol I 7 L
IR =25 | B £
e = R i BB
e = R i BB
BE VK | BiE B
B =EM | s X
BRI =22 | OB 28

W@@??W?@*ﬁ@m@??ﬁ

Song 3.2 HI &I

o9 BEGIDY B3 | RSO R

& B EER | OB L

. BaE—2B | Bius £

s B SN | AR NEAET
R BERA = NE | SHERT AR

(). BEBAVUNSG | 75 NBAE &
2. B DY NS5 | 50 N E B
e BB =23 AR £

Song 3.3 fifiE IR

BE =P | G P
IEE=R2 | HuE X8
WG = L0 | ki 2
B2 ol I 7 L

BEGH DY NS5 | 750 NEAE HE
1EBA =R T | A L

BE L

Song 3.4 FifE fFH IR

e BBE—FK | BiE
JE: BB =2 | fakily AR
Z: BB = | kil £
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Song 3.5 HifE fFH IR
e b B = | BT R

ML REGEVYNES | 25O NEEAE R

£ IEF=%% | (U L3

Song 3.6 Hi i fFH IR

ke IbE = | B R
SR .o Rl ol ol L 1 L
TR 12 R ol |l I 7 L

Envoi 3

M. EE =R | BME BB
e 1EE=CPRL| A RE T
ik BRBH VP75 | 25y 21

Song 4.2 #Hi/K4

. BEIRE | Bs 58
1§%: BB =R | AR R
fa: IER=E5 | EH FE
s BB = BER | fabil HRE

Song 6.1 KWL

fE: BB R | iR L
& B ER | B B
o bR =2 | B A
g BEG =R | R A
fe: 1B = RAR | SRR LR
PP o oo ol |l B L
Al BERADY 5 | BhRs L

Song 7.1 J& M i

BH: bR =28 | BiE BE
de BE=CPE | kiR 2
tb: BB = E5 | B R
T BEER | BUE 28
e: b= | AR R



Song 7.2 A B ik

=

M
/

ﬁg‘;’ﬂ

WA =P | R [T
IEE=5(% | s 78

¢ AR | A BT
: IEBH=FE | Ffs B2

WA= B iR B

BRI = Bl | AR BRR

IEE=5% | Bie 78
JtF’aﬂ—z*Ei | P R
BB = F5E | bR B

Song 7.3 i A

f%?@?%@@ﬁ“ﬁ

BERA DY b | Ao
B =P | iR B2
WE =208 | faliiy £
B =24 | fakiiiy £
FEBAVUNSG | 75 s NBAE
KRB =N | s NBAE HE
BE— 1K | BiuE £
1EB = b | B L
EH = LR | falihg R
1EF = R&R | 2B L

Song 7.4 1RG5,

BB HEB RS A Y

IR =R 20| B K8
IEE=ER | BE L
REBH VUG | 25 s NEAE B
IEB = HE AR | B K8
1EB = E&R | OB 255

(R bR =22 | BME £%
HEBH =P 50| B B2
BRI =52 | T X8
REBH VUG | 25 s NEEAE B
IR =R 20| B K8
& =P | B B
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W BE BB BEMG B8

Song 7.5 HifE 1155 5
ahe BB REE | MR R

AR 1B =P | RO 2T
B 1EBI =P | B s B
J s MR = N
fr: IbE=%KE | He X8
e BEBHIU B | RO R
e BB =PS | B0 BT
P 1R =Pl | B RAT F2T
P P =RTT | BROE £
%: IER=EE | HMe LB
F: JBPH = FM | iR
W BB LR | B K2

Song 7.6 B

(K. FEBHVUNES | A Nk L

e =PI BB BT
i BEBHDY | S

Song 7.7 i &k it

B IEBA=6K | B 28
W EE&=%% | BiuE 28
A 1EB =3 | A R 2
LI o ol B A

Song 7.8 HifiE 5 &Kk .

IEE=%K2 | Fue X8
BEBA DU 5 | I L
IEB =SP4k | 25 iR FF
BRI =H& | B 2%

ooy B R

Song 7.9 HifiE 5K
H: BRI =F2E | CEH £
s BB = BER | fabii BRE

| B NP



LB =THE | B 5T
ma LR | B 28

g B

Song 7.10 HEH #F

e BEBHDY B | AR R
BEEEIP Tou s Rl ol I ol B A
B @6 = LB ik B
Al BERDY 5 | BiRs LB
Ze: BB = | kil £
s 1B =2 | SCRB R
Jti: BB =5 | OB P

Song 7.11 HifiE HEAF

RN e NI N
. BAE= LE| AR L
ah: BB = AR | bR R
B B5 - LB AR
ik BB SR | B B
e BEGHPVUFAT | A B
e 1A= AR 2P

Song 8.1 %&/MJY
e &R — P | fais B2
K BE=FE | G 27

fi: MBI =N | faliie NRBAE LR

Gl l'%ﬁﬂzii |ﬁ'$% R
: BE=PE | ARG 2r
I: i F‘aﬂ PR | fAR S B2oP

Song 8.4 Hif i F.

: BB =23 | B £
o BB =P | B R R
WE =R | i 28
o BEBADYLGR | AR L
: IEB =23 | B £
c IEE=RE | BME XB

R WS S
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o IEPA=R70 | A K5

Song 9.1 RATHY

B IbE=FK | BMs 58
e BEZERE |G 28
2L BRI | R R 2T
Bl: BEE— k| BiE 2E
BEEEIP Tou  Rl ol B A

Envoi 9

Re: 1RB =P | BB B
B BB =SS | A B
B 1B =RF3 | 3B 2

Song 10.8 L3
Zo: BB =AM | AR
ff: BE=FRE | AR L
e 1EBH = BAR | B EF
W ILEZRE | FHiE L
fR: 1EBH = Bk | AR A
BB =3 | SR B
 BRBHIU 28 | AR L
&= | B E BT
BB =2 | SORB B2
G| B A R

%N%%m

3‘}% (%aﬁ) BB P | AR BT

W AEBH =2 | A BT

Envoi 10

Bre IEBI S | A 1T
W &R DU-F7F | Not found.

B IEBA P2 | SO BT

Song 11.5 Fif i BEEAE

e BB DYPAT | A ROR BT
FE: 18 =P | 2 R 2P
7. BB = LA | Al R



K BERAVY B | RGO R
By: 1B =2 | S BE B5F
fr: JBBA = LAC | BROE
8. B = L5 | kiR B
BE: 1EG = P3| BiE

Song 11.6 HifiE BEEAE

5 /Y ~F- 7% | Not found.
IEBH =000 | A5 R R
BEBA DU 7% | Ao
E&E=EE | BuE BB
1EBH =3 | SCEBH B
BEBH VY 55 | Ao 558
E&E=ERE | BueE BB
G —F K | BE 2P

FTEERIFTFEE

Song 12.2 BFE A

BN 1bB =S| B P
Bb: 1RBI= Bl | B B
¥ BEEB | BUE E2EB
W A A | BuE 28
5. 1bE =5 | B s BT
S IEBA=20K | BT 2
ME: bE =R | BWME 8
e 1bE =S| B S BT

Envoi 12

e AL B BT
AE: BB PR | B A R
. 1BB =S | BT BT

Song 13.1 fErh §R

e BN | B A NBIERE
R e o o el E

fe: G =P | B RS 2P

). EEBADU L5 | BT 1
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BRI A R
We: IEE=%KF | HME £F

Song 13.2 {7 EAA]

1EBH =3 | SCEBH B

BE— AR | BEWE 28

Ba— VIR | BiE b

B 12 R o | I 7 L

ﬁﬁﬁﬂ | B R
WG = £ | s 2

??FF?E?M@@ET

Song 13.3 A& AR

VST e o Al S
K 1EBA =S| A RORT B2
H: 86— LR | ki 1R
F: BB =R | kiR L
=, Ep= Bk BsHos B
Bi: BB =P B E BE

Song 13.4 A} i ERR]

1EBH =3 | A 5
. BEBADY B | AR B
oo N L G - -
B =24 | fakiiiy £
: bR =208 | AR R
#l: BB =P | BSOS B2

ok B S 3

Song 13.5 R fi ¥z A Al

B BN | A AR TR

fr: AR =P | RO BT
o RS =P B MG R
ME: 1E& =K% Bie 7%
fr: AR =P | BT BT
5o 1EBH =152 | S BT

Song 13.6 i



BEREII R AR E

1B =2 | S P

B = N | A s N
IEF =% | R 2%
IEE=FK | BME 28

1 B = 21 | Not found.

Bl — N | AR NEAE
BA SN | falilg NEAE L
B = N | A s N
BB =N | B NBAEP &

Song 13.7 Hij fi 1k

7J(:
IF

/4

=)

rE:

it

15:
o
ST

T4

IE&=F5 | BHa BB
BEBADY 23 | B R
BH— AT | AR N LA
BEBADY 5% | AR R
G = E5E | bR B
1P =222 | A BT
WA =R | bR X
1EB = E&R | OB 255
BEBADY 23 | B0 R

Song 13.8 i

o «
it

o

2.

2=

187

EEI

BT 2
I
.

. REBH PP | PR B P

WA =R | s KR

1 o I 1 ok

1B = bk | o LR

WA =P | S BT
=P RS T

WE =R | bR X

BH = B | 2SR NP

Song 13.9 HifiE HERE Ik

et

%

O i o2l ol o 7 &/ -
A

BRPH K | HWE £

. AP =R | R K

4! Characters in the boxes are regarded as exceptions.

T EEE

BE— B | AuE £
BE KB HEuE £

REBH VUG | 25 s NEAE B

G = A | bR R
HEBH =P 50| A BET

Song 13.10 Fijfi5 BELE ik

R EEEASE

=T B S T
BEPADY_E5% | A poRs K
IEPH =28 | A £
FaH KB AXE TR
IEPH =258 | A £
1B =25 | A BT
BB = Rmh | Pl s K&
BRPH =R | A £

Song 13.11 Fij i BELE ik

EFEFOmERE

1 T o I 7 ok -
1 o I L ok -
WA =R | s KR
1 o I L ok -
BB VY 5 | A plis R

=T | S BT
IEE=5(% | Bia 78
1B = bk | o B

Song 13.12 JB#

IF
o «
HYL:

BE KB HEME £
WA =R | s KR
WA= REE | fakidR B

Songl4.1 ZLE 5

¥
e :

1 o I 1 ok -
IEE=5(% | Bia 78
IEE=RT | e £



Song 15 1 24

K BE=FE | G 27
. il%ﬁﬂ*?ﬁ% | faB G (2
it B — PR | LG BT
B BR—ERE | G LB

AL B = N | SR AR R

Song 15.2 JfEi&E 2
IRr: 1EB =2 | SCRBH B
G| B S B
BB =Pl | A IR B2
B = LA | bR LB
1E& =5 | B s Bl
1 B = 21 | Not found.
BT I 7 i o -
1EBA =3 | SR B
BE =58 | R LB
B = LA | bR LB
1B =P 5 | B (21

ENIIEERE Y H

Song 15.3 HifiE fEMHE
8 B =P A | SRR 2P
BRI =HE | B 2%
= A B2
WG = L0 | ki 2
JE’E.\ELE | fafbitR B
o= REE | by LR
JJ:Eﬂ | B A
BRI =2 | B 2%
A= LR | AR R
B =P | iR B2
1EBA =R T | A L
= A B2
1EB = R&R | B £
BG— VK | BiE b

@@%%W?W%??%%%W

77

Song 15.4 2%

e BE PR | BME R
e 1EE =P RS T
B B&= LR flidy B

Song 16.1 = &%

i b E =P A BT
S 1RB =TS | SR BT
B BB =P | A 2T
e IEG =TS0 BME BT

Song 16.2 1 B it 3]

IEHE=RF | BHE &
1 T o I 7 ok -
BE—TK|BME BT
IEB = HEAR | B K8
IE&=FR | Bia BB

=T B S T
: e X | BERE KB
BEPADY_E5% | A poRs K

*[FHE s 2D BE

Song 16.3 i fiE LB R

1B =F2 | LB B5°F
WE =18 | iy 28
IEE=RT | Be K&
1EBH =3 | SCEBH B
B2 ol I 7 L
B2 ol I 7 L
WG = L0 | ki 2
BB = FAC | SO 2
BRI =H& | B 2%

HEEEEDERS

Song 17.1 216
i BB | G BT

BENEE | R NERE LR



T PP | RS BT
F: JBPH = FA | iR B
e G = RER | i B

AN

i

Song 17.2 HifiE %48

IEE=%K2 | e X8
8 B =P AR | SRR 2o
IEB =SP4k | 25 R R
BRI =H& | B 2%

mE L E

Song 17.3 & F

BB = NI | B AR B NEEAE R

gk BG— LI | s L8
B BE= LR | flidy B
L PO o 2 | ol I o - -
M BB = AE | BRI 2B
. B VUF7F Not found.

M (BB =AE | B 2B

Song 17.4 %35 #E

B REBAVYNE | 25O N R

B BB =T | O T
T ABBA = Bk | OB B
£ IER=%E | OB KB
%% BRI =R | bR R

Song 17.5 HiJiE %55 H

f: EH =208 | iy £
: IEE=F5 | BuE HE
B2 o ol I 7 o o -
BB DYSRF | BSOS BT
: IEE=F5 | BuE HE
: BB SR | AR

NS BB

Song 17.6 T HEVR
M. IEE =S| B E BT
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e IEH =TS B A BT
Ke ibE=EE | e LB
F: JBPH=F | iR
R IEE=KE | HME X8
F: JBPH = F | iR

Song 17.7 A& FHHEVE

BB = | faBiER P21
BB = | faBiER P21
IEF =% | R 2%

BE KB HEME £
G = A | bR R

e

Song 17.8 A& FHHEVE

1EBA = P18 | AR B
1EBA = P18 | B R B
BEBHIY L5 | B L8
BE— =B | BiuE £
B2 o o ol I 7 o o= -
B2 o o ol I 7 o o= -

mEEEES

Song 17.9 A& FHHEVE

2 BB =2 | SR B2
BB =2 | S B2
IR =22 | B £
BE— LR | BuE 28
IEE =20 | B L8
B2 o o ol I 7 o -

E IO

Song 17.10 %

fr: IEE=2% | BuE £
Re: 1RB =P | 3B B
Sie 1RB =3 | SCEB B

Song 17.11 5|

REBH VUG | 25 s NP



S o ol | o 7 R
ane: JBPH = R | fadiin B
W G = R | s B&

Song 17.12 ¥ K 44
BE— 1R | e 8
BEBHDY B | i 20
BHH = L | iR L
BEBH— % | BEE 28
1EBA =5 | B L&
H =P | B A BEF
IEE=ERR | BME L&
1EB =P AR | B S BeF

?Um%”ﬁ?@“?ﬁ?“?*@

Song 17.13 Fij i & K 4%
BRI =23 | B £

WE =R | bR X
IEE=RF | BHE &
BEPADY_ES% | A hoRs K
1B =P | A BT
1 o o I 1 ok
BRI =5 | A 25

HEFEFTISE

Song 17.14 FiifiE % K 48

BEGAVY B | RO B

JJ:Fs'ﬁ K| B LB

4 =218 | Not found.

il%/a\ELE | fakiy R

BEBADY B3 | AR AB

BB =P R | 50K 2P
= A B2

5%2@?&?‘?3?3?@“%

Song 18.1 FEFE4S
s LB 2R B2 T

REBH VUG | 25 s NEEAE B

REBH VUG | 25 s NEEAE B

ks IEPH=HRTC | B B3
afe BEGAVYER | A K5
B RBH=E RR | R B

Song 18.2 HiifiE ABHES

S BEB =SS | SB[
(PR oy Rl ol o i 1
S BEB =SS | SB[
F: BB SR kR

Song 19.2 #HE it

w e MG | B R
B IEBA=6K | B 28
e BB =R E | B A

Song 21.1 # i 5
f&: WH—FE | R 2P

B BN | A AR TR

. BB = BAT | A LR
Ya: IEBI=RE | EE KB
B BB RE | B K&

|

Song 21.2 RAIES]
ﬂ:(:u\#i*@ | FEE LB
BERE | BEWME K
JJ:E#?E?EJZ | SR B
B =% | BiE 58

1EBA = P18 | B
EH = LR | kiR R
BB =H5 | B s 28
BEGH VY7 | A5 IR F2F
: BE—ER|BME £
BEBHIY L5 | B L8
o A L 1
BN R~ NI X

@@@ﬁﬁfﬁ?ﬁﬁ%%ﬁ%ﬂ

F W A

TRBH = NAR | A NBAE T



25 BEBAVYSTE | 2SO T
e BEBH DU | AR OR 2T

Song 21.3 A g RAEE T

R BB =K | B 2
o BB = 20K | B R
BB =T | R 20T
BRI =HE | B 2%
REGVY 58 | s 22
IE&= F&R | G B
EE = LR | kiR R
1EB =3 | 3B B
BE— BB | BiuE 28
1EBH =3 | B 5
B2 ol I 7 L

wﬁgﬁﬁ%%%mﬁ

Song 21.4 R fiE £ATE 5

i LB = LAC | RO
i 1LBH = LAC | RO
He: b= | AR R
PR L .2 ol ol | ol I L e
Ke IbG=EE | BMe L&
S BRBHDYSAT | A IOR F2
BRI o I = L
B BB R | G
s JEBH = REE | SR
M. BB =EE | B 2
W bR =2 | BB LA

Song 21.5 AffE RAE S
WA =208 | falily £
WA =208 | faliiy £

BE KB I HEWME £
BEBADU 23 | B0 R
BEPADU-T 25 | A BT

EERAREE

REBH = N | A NBAE TR

I =0k | B L
IEB= Ek | B L
IR = 220 | ARG 2
B bGP AR BT
A BEBAVY S | PR 4

£ HF

Song 21.6 JE2#

e BB R | s R
Rp: 1RB =P | SCEB P
b o Il o == i 1

Song 22.4 FE A 15}

e 1EBH = BAR | B EF
: BEMEE | BiuG £
o BERH =R B A
BEGH VYA | A5 IR R

3% e

—_
?F‘

o AEB=20R | B £

=

Song 22.5 Hif i FEARE

B @& = LB ik B
P T Rl k< B 1 G i N
iR Lﬁﬂ EEE ﬁ'@%hﬁ J:'%
18K JJ:Eﬁ#?EE | E‘ WA £
F: BE= BB bR B

Song 23.1 RATHY

Ya: BB =% | BTG £
8 IEE= R&K | G HE
Z: BRI =% | CEH £
e BB B | A B

Song 23.4 182 1
Z: BB =2 | SR B2
Z: BB =2 | SR B2

REBH VUG | 25 s NEAE B



. BE = LE | fafkiig B
JE: bR =RF | B L
ff: BRI =238 | B L

Song 23.5 HifiE 1R 2 1E

R IEE=ER | BUE B
R IEE=ER | BUE B
Bz: AEBH =P | B RE B
W IEE=FF | BUE £

Song 23.6 [ R

B EHENE | e NEE R
H: BH=ANE | G NEEEE
it BE=LE | iR LB

i l_Fiﬂ T | G BT

K BE=FE | ARG 2F

Song 23.7 HiIfiE [EIMLT

Ui b.b%—tﬁ@ﬁé P
K BEZPE | G P
& l_Eﬂ A | LG 2
FH - l_Eﬁ b &E |@$%AJ:'§
J e BB =P | faiR B2

Song 23.8 tkak4

B BB AR | LG NEETE
Wh: BB —EE | RS 1B

F: B =R | AR

Fili: JEB— P | falis B2

Song 23.9 YT A

e JER— tﬁ?ér%d‘}-ié.\b%
%}\ (EKEIE)
R i ¥F§ | '%1‘%{:.\ k51
€ Lﬁﬂ FTE | Ak 28
B BB R | G

E‘

— A\ JZ | Not found.
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AL BB = N | SR AR R
W BB RE | G BB
e R B | kG B

Song 23.10 1|5

REZNY) | G NEIEERE
BE =P | A 2P
WGP | G 51

: BB P | RS B

: BN | e NEE LR
: IBE SOPE | AR BT

%%%%§

Song 23.11 & %
B — L8 | fls L8
BG = FEE | ki BB
B — NBE | B NEEE
BB — L4 | s B
B =N | ki NBEPE
/}nﬁﬂ sy | arisg L
Bh— LG | ks B

WW?%?W%

Song 23.12 = Hilg%

WH = NE | e NEE R
HH— NJE | e NEERE
i ] | arisg L
W — 2 | ARG L
wAE = R | AR
B =S| FR BT
B =S| FR BT

B OR Moy o3

Song 23.13 S HLERAE

MW — AR | falas NEE L

/}nﬁﬂ FE | fals B
=PEL | ks 2T

Lﬁﬂ b | falis B

ﬁ%#@



Song 23.14 £ #iF

A BB =R | oA NREER

‘T%: L%*%%Iﬁ'ﬁé\ EN
WG = | R BT

Song23 15 AL4H#:

fof: G =R | Al 28
1S« il%é\zjii%|ﬁ€l1§%]%& P
JE: B =M | R 2T
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& (chang) : % B =15 | TLI%E B

Song 29.4 PRI

B =P8 | LS BT
B =P | TLEG B 2P
BV | TLEGRE 1
=B =P8 | LGS BT
45— L35 | Not found.
B =P8 | (LS BT
B =P8 | (LS BT

FEEREH

Ny
c

>
I W

Song 29.5 Hiffi FFME-¥

i B =T | TLEG RS
i B =10 | TLEG B B
i B =T | TLEG RS
i B =T | TLEG RS
i BT | TLEG ] B2
=K | LG 2
W 5B =FF5 | TLEE B B

HEBBHT

Envoi 30

N FEEEEK| LGS X8
B wB R | TLEE F2F
o B VR | 1L B
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SetJ
Song 1.2 & & [

A
E
M -

BB =P R | HOOK 2T

oy i A N

BrbH =P R | JOOK BT
Fa T ZoCH BT
BrbH = PR | HOOK 21

B =P 2% | IR B

BB =P R | HOOK 2T
BB =P R | HOOK 2T
BB TR | HOCH B2

Song 2.5 KEE 4%

i

Jl:
/%l\ H
JIE -
Hi:

9

BrbH = PR | HOOK 21
FEBH =7 | R 2 BT
BrbH TR | HOCH B2F
FRa =5 | AR 78
BrbH = PR | HOOK 21
BRa =P 5Ok BT

Song 2.6 i KB 44

1
1H:
H:
B (xing) : FEBH = LiF | BFEH L&
A

Fa T ZoCh BT
BB =R | HOOK X%
BrbH = PR | HOOK 21

BrbH =P R | HOOK BT

Song 5.1 TLfft%&E

9B E

R -

FHBH — BBk | e s £
Bh PR | JCH BT
REBH =15 | BRE 2 (2T
B =R | HOOE £
BRa =P B BT
FHBH =P P | e 7% B2

Song 5.2 i AL

R

BrbH = PR | HOOK 21



MR BRBH =PI | UK (27
2 W =R | KRB KB
NE: BRE =5 | B £
W BB =P PR | PE AT (51
L TR ="PR | 1R (27

Song 6.3 5| HH i

1= BB =R | 5OUK B
5 BRH=CFE | B3OS 2P
1. BEGA =Fi5 | BRE 7 51
BH— LR BEXA &
BEGH =1 | PEi 75 51
BH =R BCH £
BEGH =2t | pe s
RO =FH | 305 P

TREST

Song 6.4 R fiE 5| H ik

s BRGSO B BRF
BEGH =1 | PEi 75 51
BB =P | JOUR [P
BB = E#F | piE A B
BB =P | OO [P
BB =25 | pEE s 2

FHEFETEE

Song 6.5 1H WA
A ZHH = | 7o B
fir: FHGH = KB | BRER L8

A (xing) : BEB= L§F | BRER LB

#E: = Y| Hook L

Song 6.6 HifiE 18 WU

o BRG =R E | B0 2P
BRE=FE | 5O 2P
KRB =P | 2375 2
KB = PR | 237 2
BE=EM | B 28

Eoow$F

e BB B | DR KT
B BEBDUTR | B

Song 6.7 HifiE 18 WU

2. B = L% | Not found.
Az MEBH PR | BEE B B2F
e BB =P R | BHOOK BBF
RE: HEGAVUFE | BRE A B

A (xing) : BEB= L§F | RER L&

M BRBH =P | OO B2T
FF: BRE PR | HOCH BT
M: BRe— T3l | HOCH BT
L W ="PR | RS (27

Song 6.8 A E

JE (ying) : WH =L | FERK L8

B BAE=ERM | Bk 2
M: BRe— T3l | BOCH BT
Lo TR ="PR | 1R (27
NE: BRE =5 | B £
M. BRe— T3l | Bk BT
[Al: BRe =M | BOCH 2&

Song 6.9 FIfE SR A

T W =ED | 35 2B
. BB =P R | BHOOK P
f: BRa—XZB | B A8
N: BRBI=FHE | 5O 5
gy BHE =P 5O 2P
e BB =P | BEE A BT

Song 6.10 /K4

M. BRa— T2 | 50 BT
e BRBH =1 IR | OO B21
L IRBH =R | RS B2T
25 R =R | REE £



Ne BRBI=PH | JOOK 57

B

M. BRe— T3l | HOCH BT
B BB =R | HOOK £

\\

Song 6.11 i fiE HEKA

o =0 | BECH P
BB =P | HOCE 21
KRB =12 [R5 7% F2-F
R P | B B F2-1
BB =P R | 508 B
o P | B 2P

SoEpEs

Song 7.13 FiifiE HEA

HE. MEBHVUFE | PR R2F
M. MBI =K5h | PEF T XK
Wi MBI =W | pEE T AR
am: BRE—ER | BEXE XE
IiF: Z|E=5 | B3R 28
am: BRE—ER | BEXE XE
i KB =TS | PEETT BT

Envoi 7

M. Ba—F3 | BB P
. BB =T H | JHOOK 27
N BB =P R | 5308 B

Envoi 8

5 BB =R | 7O 27
e BB = PG | BEE A 27
BE: BRBH =P R | 5308 B

Song 10.10 $HEHL

Yoo MEE =P | SO/ BR R [T

FF: BRE PR | HOCHH BT

WA« BRBE— EAR | HOCP B

M. BRe— T3l | BOCH BT

& (ying) : WBH =25 | BEER 28

W). BRe=_EW)| JCH L&

Song 10.11 R} $H 1

f: BRa—XZB | B A8
o =0 | ECH B
R =1 | BEF 2 B
5B — %J& | Not found.
BB =P | OO [P
W — B5F | HOCB B

T EEE

Song 10.12 R} $H 1

C: Fa =130 | BB B
FaE T BXE BT
: BB R | HOUK 21
. BRI = ER | HOOR B
: BB R | HOUK 21
BRe xR BEXE XE

Fe B

Song 10.13 Fij 5 $HFIHY;

R: HE=EM | B 28
BB =P R | 508 B
: ABE PR | KRE B
BE=EM | Bl 28
BB =P R | 508 B
BE—£R | BE 28

O E

Song 10.14 [ 5 HE

BB =P R | 508 B
: BB R | HOUK 21
s BE =P 5HOCR BRP
s BRE =P HOUR BF
: e LR HEXE £EB
FaE T BXE BT
BB = L | B0k LB

BREBRYEY

Envoi 11



My BRO=TC| FCB BT
Pl Sktr—TaR | SOCH BT
A BRBASV | B0 5T

Envoi 15

B e =P | 5Ok B2
B BB =T H | 7O 27
N BB =FR | 5308 B

Song 16.9 #aiG K
#F: 45— LI | Not found.

1 HO =T | RO 7 T

TR BRBA— KR | HOCB X5
N BRBI=CPH | JOOK 57
A BRBE =P H | HOOR BT
Lo R ="PR | 1R (27

1 HO =T | RO 7R T

Song 16.10 Fij i &7 &K

BB =FH | 305 2P
A =P B 2P
BEGH Y75 | e 75 f2-F
BB =FE | B30 P
A =P JmOCH P
RO =FE | 308 P

Sy me RN

Song 16.11 F M 4R
Wi MBI =B | pEE T AR
1. BRI =55 | RER L8

Yoo MEE =P | U PR R [T

i ZE R HCh 2%
Bl BB =P R | JOIOK 21
i BRbH = LR JOOK K

Song 16.12 Fij 5 FHI4R
O WRB =R | 3T B2
O WRB =R | 3T B2
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i ZE R HCh £
NE: BRE =5 | B £
A BRE=TOC| JHOUR BET
A BRE=TOC| JHOUR BET
Ne BRBI=CPH | JOOK 57
Lo TR ="PR | 1R (27

Envoi 16

B BRB— PR | 5OCB B2
am: BRE—ER | BEXE XE
. Fe—F | HXE BT

Song 18.3 17 & T

. A =P | PEE 2 B
REBH = P35 | e 75 K5
BB =P R | 5308 B
MEBHVU-F | BEi 75 K5
KB =P | 2375 2

o

Song 18.4 AN

IRel: 1B = P | BB B
B HEGA —~FHF | BEEET B2F
f&: M=K | 5O £8
& BRA= LR | 50R L
VE: BRBH =P R | BHOOR 2P
B. BEBH =1 B | BEE T B2F

Song 18.5 A fiE EAFA

N: BRBI=FHE | 5O 5
. W RS | BRERH BE
f: FEGADUEAE | RER L8
f&: M=K | 5O £8
N: BRBI=FRE | 53O 5
5 HH =R | B0 2P

Song 18.6 & =



i R =L | RS bR
H: HH=FH | HOE BT
M: JE&—T2 | 53 BT

Song 18.7 JALNFA

REBH —~FBF | BE B f2-F
RO =FH | 308 P
MR =55 | pei s L&
BE—PE | JmOCH 2P
BB — 2R | BOChH 2
BRO = H | 305 2P

Song 18.8 S =

HE. MEBHVUFE | PR R2F
fig: TE="FaF | HOUR 51
am: BRE—ER | BEXE XE
O R =R RS 2P

Song 18.9 AN

BRE = H | 305 2P
BB — IR | ZICBH [P
: b — BJE | U BB
BE—£R | BE 28
RO =FH | 308 P
BRO = H | 305 2P

mo- F(OlE &

Song 18.10 {# FHER

2. MR = L | pEE A L
gy BREZOPIC | HOCH 2P
m: A LR AXA E
ke BE—TP | KA BT
B B =FE | JOUR 5T
DAl BRBA =P | EOUR 21
fir: BEBH = LW | R R
N+ BRBH =P 3| BOOR B
1i: BE—P | XA BT
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e MR P DE | DER B 20T
Wi REBI =W | PUE A
W MEBH =15 | e AT (5T

Song 18.11 HijjiE {HEHEE

BB =25 | pEE s 2
BH— HR|BXE BE
BV | PR AT 2
&4 — i | Not found.
&4 — i | Not found.
BH— HR|BXE BE
&4 — i | Not found.
FEBAVLFF | PR AT 2
BRE = H | 305 2P
RO =FH | 3085 P
i FHBH = LB | BRER L8
gy HE =P 5O 2P

rEBRATRATE

Song 19.3 #f E1E

: FEGAVUF | BRE T B2

Bra = | 5 P

(xing) : fHBI=_L§F | EER L&
MR =55 | pei s L&
REBH = P35 | e 75 K5

BB =P R | 508 27

M. &P | BB P

W BRA=CFHE | BHOUK 27

O WRB =R | R JFF BeF

E XS T

Song 19.4 HifiE # F1E

. BB =P R | BHOOR P
1k MR =58 | PE L
. BB =P R | BHOOR 2P
N: BRBI=FHE | 5O 5

Song 19.5 i fiE # F1E



i BB =T | R BT

A (xing) : BEB= L§F | BRER L&

Ko BB R | SO0H P
He BRE ST | SO0 T

Envoi 19
0. FERH VU | BEE S 2P
B W =R RS

L IRBH =R | RS B2T

Song 20.1 H ¥

B BRBH=RR | HOO8 £
N BRBI=CPH | JOOK 57
e BRE TS| HXE 2T
. BRBH =" H | OO (21

L IRBH =R | IR B B2T

Song 20.3 i $HAR i

HE. MEBHVUFE | PR R2F
A KB TR | PR R 2T
B BRBH— PR | 5OCB B2
gy BRE =PI BOCH 2P
. FEBHDYPE | BEE A BT
O R =R RS 2P
IiF: Z|E=5 | B3R 28

Song 20.4 FfiE T &1 4R K

N: BRBI=FHE | 53O 5
. BB =P R | BHOOK 2P
B BRB— PR | 5OCB B2
W BB =P | BEE A BT
N: BRBI=FHE | 5O 5

Song 20.5 HfE 7 #1 4R

W BB =P | BEE A BT
W BESSPC| 5K BT
e WH = | 355 2P
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Bl BRB=VIL| JOOK 2T
B HBDUTR | EREA BT

Song 20.6 HfiE T &1 4% A

i MEBH =P | BEE A BT
N: BRBI=FRE | 5O 5
O WRB =R | RJFF B2
B BB ="FH | B30 51
f&: BB =558 | B0 28

Envoi 20

B BB =FH | 7O 27
. FEBHVYPE | BEE A BT
N BB =F R | 5308 5

Song 22.1 BHH

B BRBH =T 3 | OO B21
& W= TR | REFT 27
b2 KB =1 | 1RB75 B2F
fi: BB ="11F | P& A B
g R = L [1RE5 BB
. BB =1 P | iR 75 BT

Song 22.2 fEiE VY

&R PEE =P | /PG R 157
¥ HRB=CFHE | OO 2P

e WH = | 375 2P

iH: e 2B | HE E2E

i MEBH =P | BEE A BT

H: MG =8 | KR/ PEE T B2F
% HERAVUPE | BREE B

Song 22.3 i i fE#E VD

. BEBH =FPE | BRE A 5
. FEBHDYFE | BEE A BT
T MFYPE | BRERS BT
. FEBHDYFE | BEE A BT



B WH=X | KRB X8
L IRBH =R | IR B B2T

Song 22.7 HiliE Z &

: RBI = % | Not found.
BE—PE | mOCH 2P
BRE = H | B30 2P
BH = R oo R

%w%w

Song 22.8 HiifiE Z iIH

KRB =112 | 1IR3 [2F
B =g | 5o BB
BB =P | HOCE BT
BB = LR | B0k LB

FoWy

Envoi 22

. MBI =1E | BEF 2 FF
A KB OV BR | PR R 2T
M. Z&—Fa | H3XH 51

Song 23.2 A 711E

1. BEGA =FI5 | BRE 7 51
A =P JmOCH P
. BEBAVY-F-75 | BRE 7 1
: BEBH =P | RS 1
: BEBA = L5F | R L&

e nd

@ 3 4% =

Song 23.3 M2 A&
Bra =3 | 5B BF
Bra =3 | 5B BF

i

i

2 SRBSTIU| UK BT
B BRM=TH| OOR 2T
M BRI =T 2 | JOCH BT
Bl BRB=VL| JOOK 2T
Envoi 23

Bl BRB=VL| JOOK 2T
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H: BB =P KUK BT
Ne BB =P R | JOIOK BT

Envoi 24

P, FEBIVYTH | PEEAT 2T
{5 MBIV | BEF 2 BT
B R PR | PR 2T

Song 25.6 B AL

2 HH=Fg | Bk LB
R e —£R | Bk £
e WH =P | 355 2P
H: BB =P R | HOUKR P
W BRA=FE | 53U 27
: BE—RR | BEXE HE
FEBE =1 | IRE 2 BT

W o

Song 25.7 HifiE AL

BB =P R | 508 B
MR =55 | pei s L&
REBH =Lk | pag s L8
BB =P R | 508 2P
M. BRBA =P H | HOOE B2F
BB =P R | 508 B
R =250 | R 37% £H

OB R &

R

Song 25.8 HifiE BEAL

REBH = P35 | e 75 K5
REBH =Lk | pag s L8
B BB =6 | BRE S 2
KB =P | 2375 B2
SR BB =CPE | HOUKR P
BE =P | SR (2P
BB =P R | 508 B

=

e

Song 25.15 $R4EIE



FEBH =7 | R BT
Bh TR | JCH BT
: REBHVYPF | PR BT
BrbH = PR | HOOK 21
BB =1 | JOOK BT
FHBH =P P | e 7% B2
BrbH = PR | HOOK 21

E 5

=

oo & T

N BRBI=CPH | JOOK 57

Song 25.16 Hijfl5 $h4EIE

N: BRBI=FHE | 53O 5
Az MEBH PR | BEE B B2F
e BB =P R | BHOOK BF

17 (xing) : BB —-FBE | BEE 51

H: HH=FH | HOOK BT
I8 HEBIVYTR | PeE A 2T
. BEBAVUPF | R 25 Bt
Lo TR ="PR | 1R (27

Song 26.2 L34

N BB =FHE | Z0K 51
M. Z&—Fa | H3XH 51
WBA Y 253k | e R £
BB =P | HOCE 21
R = | OO BT
B =5 | L0 £
FaE T BXE BT
BB =P | HOCE 21

HEEEoED

Envoi 26

B MBUFE | BEE R BT
O WH =R | RS2 2P
. BB =P | BEi 2T BT

Song 27.2 ¥ E%T

(xing) : PHBH = L#F | iEH L&
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: BRE P JOCH BT
Fb=E® | JO0K bR
: BRBH =P | HOUK BT
REPHVRAE | e s K&
B PY Bl | Peis s b
BrbH =P R | HOOK 2T
BrbH = PR | HOOK 21

68 =

T RO

Song 27.3 HifiE HYHE
PRl BREA =P F | HO0F B2
f: BRa—XZB | B A8

A (xing) : BEB= LFF | BRER L&

M BRBH =T R | HOOK BT
o BB PR | HOOK 2T
2 W =R | KRB KB
e BEBH PP | PR B BET

Song 28.4 fifiE Eit

E: ML | REE LB
s B =R | RS P
R — PR | HCBH f2F
RO =FHE | B30 5P
RO =FHE | 305 P

il

2l

-~

e

Envoi 28

N BB =P R | 5308 57
B BRBH— PR | 5OCBH B2
O WH =R | RS 2P

Song 29.6 KiZ i

W R =R | RFET 2P
R — PR | HCBH f2F
FEBHVU-F | BEi 75 B2

s o =

BB =P | JOOK BT

HWh =N | e NEFRE



Song 29.7 Hii fiE KiZ &%

PRl BRBH =P | HOOR B2oF
P @b P& | BEE R P
Wi MBI =W | pEE T AR
O W =R | R B2
N BB =FH | ZF 51

Song 29.8 Fif i Kid &t

2. B = % | Not found.

: BB =CPRE | 5O BBF
Eh— L5 | Bk L
: BB =CPRE | 5O BBF
O R =R RS 2P

i -

Song 29.9 i Kid &t

W R =R | R FAT B2
AR OWRB =200 | R AE
f&: =5 | 5O £8
gy BRE =PI BOCH 2P
O R =R RS 2P

Song 29.10 A &

N+ BRBH =P 3| JOOR K57
B YH =P | BEETR BT
N+ BRBH =P | JOOR B

Song 29.11 Hijfji Kin| &

B IR =R | REE 2P
H: HBI=FH | 7O 27
M. BRE =M | HOCBH L%

17 (xing) : BRI PP | REZ 51

Song 29.2 FLE L

M. e — P3| B BT
iF: BEPH = _E7% | iEA £&
A BEBH PR | PEE B BET
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B BRE LM | Bk 8

Song 29.3 HifiE Z4E

Al MEBH =P | BEE S BT
#e: BRE SR B B
N: BRBI=FRE | 5O 5
P BB =% | piE A LB

Song 31.2 #y ikt 5

Az MEBH PR | BEEBE B2F
BF: MEBH = L | iR LB
M. BE—F3 | ZCH BF
f&: WB—FE | R 2P
Bl 5 =P8 | RS 2P

Song 31.3 fA 1L

BB =P R | 508 2P
BB =P R | 508 27
BEGH Y75 | P 75 [
BRE = H | 305 P
BB =~FF | EE A 2
MR =55 | pe s L&
KB =P | 2375 B2

TEREEDLOE

Song 31.4 4~ %k

M. Ba— P3| 2B BF
REBH =P B8 | BE 75 f2-F
FEBH = | BE A5 F2F
FEBH = | BE 75 F2F
BB =P 3 | OO B 7
e Pl | 5CH P
REBH = LRE | P s L&
: B PR | R w2
O KB =R | RE T

CHRECSFED

Song 31.5 K28k



€. BEBADYHEAE | Pem s 58
M. BRe— T3l | HOCH BT
[Al: BRe =M | BOCH 2&
ke MER =R | R KB
M BRe TR | HE BT
i BBH =P | PR BT
M. BRe— T3l | BOCH BT
i ZE R HOCh £
M. BRe— T3l | BOCH BT
H: RE KB | HE ER

Song 31.6 & f# T

M BRBA =P H | HOOE B2F
#F: 45— LI | Not found.
& IR =PR (RS 2T
gy BRE =PI HOCH 2P
fiv: BRG = FR% | U 5P

Song 31.7 #4£ 4

M. Ba—F3 | BB P
. BEGAVYF | BEE A 51
T MR = LS | pEE R LB
A EhI =55 | pEER LB
e BEBH =L | R R
W MR =P R | BEE A R2F

Song 31.8 i fE LT

Az MEBH PR | BEEBE B2F
. BB =P R | 50K 2P
am: A 2R | BHE EE
i BRBI=ERE | B0 X
i BRBI=RRE | 5O R

Song 31.9 %
Fe. MR =P BE | BRE R 2P
N BB =R | 5008 B
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Envoi 31

A
i
e

FEBHPU T34 | s 7 52T
ERBA =P | S0P B2 T
PRBA= T | B 2T

Song 35.1 PG ER

B

-

T

B
JIE:

N=
iH:

RHPH =KW | e s K&
BB VU5 | P 75 Ko
S AESE S
FEBH =15 | BRE 2 (2T

Song 35.3 i 4H4H

Ft
<
E

P

fil :
Ut
(Al

Ba = B 10K BR
R = P B | A/ B R BT
Bh PR | JCH BT
RHPH =KW | e s K&
B =RR | HOOK £
BrbH = PR | HOOK 21

Song 35.4 A& W 4HH

R
f5:
b
EIE
JIE:
Tt

BB =P | JOOK BT
B =RR | HOOE £
R = P B | /B iR 20T
Hb=E® | JO0K bR
FRa =5 | KUk 758
Ba = b 10K bR

Song 35.5 A& W aHH

3

E

II‘EIE

H:
Al BRPH =R | HOUK £
H:

: R =R0 | 1REH L&

Ak
A~

BRI = EFE | T B
Ba T ZoCH BT
FEBH =P | R 2 BT

36— 7R | Not found.

Song 35.6 A& i 4HH



5. MBI | RS 2P 52: MR = BAE | BEE R R
T BB =P H | 5O B2 Bl BB R | 5O F2F
¥ BRG=CFE | B3OS 2P 1. HEGA =Fi5 | BRE 7 51
MR BREA— 2R | JOCh £
frs BERA = 2cmk | R A Set K
L W= PR | R &35 27 Song 4.1 FLEYR

B B =22 | BRAETT A
Song 35.7 A& W 4HH . FE = b ek 1R
k. BEB] =225 | BREE AE e RBA ROk | BRAAT LRE
S BB = 2ok | R AR e A= B e R R
# (xing) : M= _L&F | FEE & BH: BRE =R | Rk £
ffr: JEBA =208 | REES A 6. FE - P | R £

e BRH= R | JOOE KR

e BRI PP | PEE B 2T Song 4.3 L HH

s LB =P | S R BET
Song 35.8 K 4% e B ="FJC | ek [ZF
g BEG =B | BRE R e B 2k | eREE A
fims BEG =B | RE R PI: BB = B3R | BREAS
N: BRBI=FHE | 53O 5 ke W B k| LA
MR BRG] — 2R | BB 2% e A= BB | e kix BEE
M: ZHE=2M | ok L8 o BV RS | BRI 2
B BRB =P | OO G Bi: L& =540 okl 25
JG: A —LIR|BEXE L
Bl BB — TR | 5oL 2P Song 4.4 i LEH

SR B =P | SRR BT
Song 36.2 i &l . A= | SRR BT
1. AP JOCH BE . A= B | e R B
H: B LE | B B Bh: HRE=ERH | ek 2
gy BRE SO JOCH B2 5 BB =Fo0 | e R P
M. Ba— P3| BB P 8. LB =240 | e REE B
MR BRG] — 2R | BB 2% o BV RS | BRI 2
Wl BB =P R | 50U 2P B B = B | R B
am: A 2R | HE EE

Song 4.5 BEIASH it &
Song 22.6 Z U&IH 5 BB =Fou | e R P
H: & =8 | KR/ PEE T B2F B BAPLPS | SeR A r
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e BT | SRR 2T
B SRIT G| SR T
e = | AR R L

3

Song 4.6 A JiE BEIAGH FiBE

5 BB =Fou | ek P
G BAPY 2ok | e R AR
e BE="FJC | ek [ZF

Song 7.12 HifiE HEAFF

e B =R8 | R BB
H: LB =548 | kiR 28
: WBAN X | R £
s RE=EM | BRIk B
B =248 | e R 2
BB =PIt | e R B
BB =PIt | e R B

WE mp K& B oam

Song 9.2 =

e W BAPYT S | SRR B2
K WBAPYT5E | SE RS B2
BE: LB = | SRR B2
@ B =P | SRR B
E: W= B R R
2 IFPER | R BB

Song 9.3 fil i

R DB =P | SRR Bl
Wi LB =P | SRS R
s IS =P | e R B
e B =R | e kiR £
E: W= B R R

Song 9.4 I #1355
fhe IBA=PA | SERT 5T
Wie A=Al SRR T
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. A= L | ek B
e B =FRAR [ BRI £
e B = B | R A%

~“

Song 9.5 R fiE Pl

G BAPY 2k | e R AR
e DB =P | SRR Bl
e WBH YRR | SEREE BT
it BB =P | SERFT B2
E: W= B R R

Song 9.6 &

e B 2k | R R
e BAPYFESE | e R
2 WA =Pl | SRR P

Song 10.1 — &4

JE: GV ERS | PR L8
e BAPYESE | e R
B A =P | e KR BT
8% LB =P | SR RAT BT
Z&: WA= | e KR BT

Song 10.2 FfiE —EAi

B R =R BA 28
A W BAPYSP5E | e REE BT
B BH =T | RS BT
s WBHDYTE | e RS BT
& B =T | e RS BT

Song 10.3 R fiE —EAG

M. (LG— | G 2
i B PYSF-2% | SRS 1T
BB =10 | e R P
Ll B =il | Not found.
B =P A | S R B



Song 11.4 BFE A

R

FE

gD

I BIPYSe | SR BT
I BAPY5 | Se R T
B =_E | SR £
JBH VU R | B 52

=P | SE KRR BT
B = _F o | SR A&
WIBADY 8k | SE R £
I BAPYSe | SR BT

Envoi 18

15
K

(=

I BAPYS | SR T
I BAPY5e | SR BT
BB = Pon | e R Bl

Song 19.1 Ji{t&F1E

o =R

o W = FRAR | BRI R
: BB ="Fon | SE R BT

Ll B =il | Not found.

GE: B =L | ek BT
A i BAVYTSE | SE R T

Envoi 21

o
bl
2 F

i BV 5e | Se R 2
Ll =il | Not found.
B =PI | e KT BT

Song 25.5 HiiE JOLE

Wy E

=P | SE KRR BT

518 | FE LB/ & B2 T

DY Bt | SRR B

hiE—E#] | FEaAaEE 758
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2.3 Stop ending rime groups

e B N | RSB NEE ER
e B NEER | RSB NEAE B
e EBH NSRS NBIERR
B B NEE | SR NEBE ER
Vi B NEE | RSB NEIERE

Song 25.3 R iE HE&ES

JE: HB NS | S NBETE
H: G ANEE | G — NBEFE
FE: A& — A | MiZ6— NBE LB
e HG - NEE | G — NBIERE

Set M
Song 1.1 $YLAL

MW ZNR | S NEEPE
B =N | Sy NBAE HE
HWE— AR | S NEE LB
B — N\ JZ | Not found.
WH =N | iy NEE HE
B =N | Sk NBAE HE
B =AM | iy NBEEE
: B SN | falie NEIERE
M. B NE | S NEETE

W%@@%?@@

Song 35.10 Hif & FK&H

ik i_ﬁﬂ—)\i% | faliir NEELE
. B =N R | ke NBEIELE
H: @B = AR | s NBIEEE
R EANE | S NEE L



Appendix II: Riming characters comparison between FYJN and LSZQ

Characters in the boxes are those that are different from the other version.

FYJN version LSZQ version
Scene 1 45 5E Scene 2 # h 7%
Song 1.1 25 4¢ 5T ong 2.1 HpER
i BB =R | R B i BB =R | R B
Fal: BB PR | S 5P e ST | SR e
: Wi KA | fakie Fm B b ATk | M g
ong 1.2 K H14¢ Song 2.5 K BELk

REBI =T A | BETPR 12T
REBI =T | BETPR W
BB TR | FUCBH 12
By =20 | FUSCHR 2
W= | ERTR BT
B e =T | BB 2T

R =P H | 5O fF
BB =11 | BEE T Bt
SRBH— IR | FOCPE R
Ba R 0N A
R =P H | HOUK fF
BE PO B BF

ong 2.6 Fif i K EE4E
AV | 5O B
BN | OO &
BB =P | 5O B
MEBH = bR | BEi s b
BB =P | 5O Bf

ong 1.3 FijfiE K Bu44

KB =12 B | {z37% [&
BB =CPE | 5O P
MEBH =B | e 2 BT
e =P | EXXH P
DB = RRE | PR
N BB =CPE | JOOR B

g EEw g

N
7

sy EEEg ES ESEE

Envoi 1 Not found.
R BE P BCE P
e BRe PR | B BP
M 3JE— P8 | 5306 B

Scene 2 JAHETE Scene 9 fRIESR B
Song 2.1 fidist Song 9.2 i i is
Same as right. 2 I BAPYSEAE | SRR Be

K INBAESFSE | Se K7 P
BE: L BH =1l | S KR T
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@ B =1 | S K BT
B = B A B b
B PR ZRE | SRR AR

F

Song 2.2

ok LB =Pl | SE KBS BF
EE s AR
s L1 =P | GBS BRF
fis g =5l | SRR BF
e A SEG  E KR g
i B M A | SR b

Song 9.3 FifiE fivees

R B =S | SRR B
oeE s L BE =S | e R B
M G =Pl | e KR BT
mh G =R | e R A
i B = B A | SR B

Song 2.3

SR LIBA =PI | S KA B F-
i A =0 A e K el
ST el W N I v e
sl BV | SRR S
i B = B A | SR B

Song 9.4 Fi i Hivees

gk: LB SFAL | SEKRs BF
AL A | SRR B
D BRA = ERE | SRR
R EeR RN PN
i B = LA A | e R b

(i

Song 2.4

W BV | e KR ok
Gy IIBA=FAL A | S KR BT
B e =P | RS BT
S ILBE=2R4 | e KT S0
e IIBA= 1 A | e R b

Song 9.5 Fi i HivEes

R B i | SRR
@y INBA=FAL A | e KR 5T
(] LLBEPYSPSE | SRR BT
) BRB =T | Se R [T
SR DR N

Song 2.5

] wa— L EEs b
L] (B =S | JELLBE BT
[l B =S | FELLRE T

Song 9.6

CERIE PR AR SN PN -
() LLBEPYSPSE | SRR BT
&) Wa =540 | SRR BT

Envoi 2
Same as right.

Envoi 9

Rf: IR =P | S8 Br
o IEBA="P3C B | B Bt
B kB = P3| SB[

Scene 3. 15 [CHEI AN 72

Scene 7. FAHEFE R

Song 3.1 Z¥4F 2K
s B =P | R KT
e pE = | BERR 1T

Not found.
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EEEEE

BH = ki | 50O B
PR = P25 | PR f-F
PR =R | PR A
BB =Pt | Jo kg B
HIBA = RAR A | oK LA

Song 3.2 Not found.

s B — Lo | B — b

) 2GBA— bR | el — LA

) #Ea=2u8 | 2R o

] BB = | B S

E e e O = S

[ BE =M | BB 2o

Song 3.3 #EH Song 7.12 JiJlE HAL A

g INBE =240 | oK 2 SIS S RPN N

f NG =RER A | R L& M INE=RERA | R &

R NBAY 8L | Se R Joi R NBAY 8T | Se R Jok

¥ HE SR e KR #: BRE =AM | Rk L

g LB =N B | SR Jo g LB N4 B | SR Jo

| B PP | e 5T S EBISOEIT | KR BT

T OB =T | SRR B T OB =T | SRR B

Song 3.4 Not found.

S MEBE— AL | AR 2

55 MBI | Bk R

O MEPH— LI | kBl L

55 MBI | Bk R

Zr: MRBA— LR | Ak 2o

fir: FERH =2 | R ok

Song 3.5 Song 7.14 Fij i B A

e BB LT sl — A e B — IR | FsrE— R

E: B — bW | sl — A W R — | fsrE—

6 B — B | A sEb — B 65 2B — B | e — D

e RUBH— G | s BE— X s SBE PO | AEEE

[7): 2P B | AERE — b B B R | AR S

A2 B —F5 | B — BF [ B =Ry | A T
VR | B
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Envoi 3
Same as right.

Envoi 7

Py S5 ar— 3L | ELOCR BT
UL BRP P | RO BT
A BRI P | 2000 R

Scene 4. E I A4

Scene 10. FYEFK

Song 4.1 4 F L

e A =SPBE | AR T
fi: B4Vl | EOCH ST
B8 1LBE=FAl | SRR BE
e SR —SPal | ESCRE BF
MRj: BEBE— 4R | BScE S

Song 10.10 84 FH;

D RGP EE | R R [
Ba— P8l | B30 k1
Not found | B P
Ba— sk | E3CH Bt
BE = RV 5ok B

FEE

Song 4.2

PR —JR | BB
BET | BMA BT

] mepEpy Lk | prps S

B RB= LR | e S

£ BRBI= P2 B | BT BT

L RS0 | R S

ST

¢

[P ]

Song 10.11 FfF &1 Fikk

R SRR | E0H 28
R =P | BLSCHE BT
B = P9 | BERR P
$£BH — 225 A | Not found.
2 SIS PE B | EOE BT
[ B — % | EocE b

> EIEE

Envoi 4

B IEBI=E B BB BT
I#i: Not found.

Re: 1B =P | SR B Bl

Envoi 10

B ARBH=FSC B | 2R BT
#i: Not found.

Re: 1B =P | S0EBE Bl

Scene 5. f&E 150

Scene 12. FE R

Song 5.1 ## 4>

Same as right.

Song 12.6 ## 4>

s w =P [Tk E P
W mB =P [ LR BT
DA B = R VLR
W FmBA =Pk [ 1R bt
B =P TR B e
D B =R TR BT
D B =R TR BT
D B =R TR BT
B =FFa [ {LF B BF

i

S D ED M
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Song 5.2 #fi{5&t

Same as right.

e

TH

15

i
1
B LR BF
R | TR
3 I | LB

Song 12.7 %= 6t

A= [TTRBE R

CREPEE e O RING e
EEE ERE g A RN 1= i

B RE | YL BT
R | TS

Song 5.3 [ Il|jE

Same as right.

%WM%M?H

Song 12.9 FiliE

D oae =P [ 1LEER B
G m B =16 [ TLEGR B
DA B =P [ VLR BT
o i O A AN
DB =T LR B B
D aG =P IS BT

B =R | T BT f-F

Song 5.4 [T

: & BH—Z4 | Not found.

o =i O A AN R
ah—AE LR 2
B PR [ TLEE Bt
DA B =R [ VLR BT
rar e O A RAN R RS
G =6 | TLE RS BT
G ="V | {LFE B k-
e e A RN 71
G B = | T el

R

STIF
3

o  E T

Wﬁm@mﬁ%%%

liZig

Song 12.10 [E[HRATEK
D VLB ST | VLR Bl

1 OE AN Gl R
AR LR 538
1 OE AN Gl R

AT TG BT

B TTREBE R
B =P | BT Bt
=0 [TTRBE R
HhA= bR LR L
B = | 1T EBA B

Scene 6. BHE G &

Scene 13. Bp 4%

Song 6.1 {1 A
Same as right.

Song 13.2 }v EH[H
Ve IRBA =S | OB B
fr: WA—ER | G 28
Bl W | PR T
O o T Y g e
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R e A G
e BB R | G AR

Song 6.2

IR ST PR

PH= NI | 2RI N AT
L= | R 1T
LB = b1k | Ao L

1L =_E 1k | 2 B

I =T PR T

5 EERz

Song 13.3 Hij [l {7 B[R]

RS =P R R
1 BH= AR | AR T
WG = EJE | fatidix
B =20 | fadsii 28
1EBA=_E 1k | ARy B
& =Pl | s P

bl

Song 6.3

V) mep Py | AR Br
- INE
] (chit): BB = b3 | fakiiby b
Joo BB IOl | e SR

RN A g P

gl 1B SRR B | AR [eoF

w2

ong 13.4 gifiz Pz ]

B =S5 | 2R B
BEBADY 5% | o b
NG S I i i i
BB = 2 | fatsidy A
1B =R 5 | S0P K38
1RBA —=Fflig B | BRI F

= o EEE

Song 6.4
Same as right.

Song 13.5 Fij i 17 BH A

T BN | B NP
1 IEB =R | RS Bl

R s o iy Gl S

ME: IbE=KE |G A8

Fr BB =S | B B

S IRBH =N | OB Bl

3

Song 6.5 Hjft

e RB =S | B B

£ BB | RO N TR
. B | B 20

B LSRR | A 28

& i8BH =21 | Not found.

5 RBH— G | BROER NARME LA
15 BN | R A
SR EN AE S N YR
i RER SN | RO N TR

Song 13.6

Re: IR =P | SR BF

R VNG A v NG (i
& =% E

B Iba=5K | Bha 28

& 18BH =21 | Not found.

19 BB A\ | AR N LA
) sRa =T | fali N A
o BB NI | B NP
JB BB = NE | B0 NP

Song 6.6
Ke IbE=EE | BE L

Song 13.7 HijJiE W
K IEE=ZEE|BRMEG LR
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) BEBHVY AR | B R

5 HR— AL B0 N L

o5 BEBAVY B | ARG AR
B GRBH = LRk | i bR
Fi: BB =1 | B0 B
T B =208 | Al A
e IEBI= BT SRR A
At BBV AR | B R

) BEBHVY AR | B R

5 HR— AL B N L

o5 BEBAVY B | ARG AR
B GRBH = bRk | i BRE
Fi: BB =1 | B0 651
T B =208 | Al A
e IEBI= BT SRR A
At BBV AR | B R

Scene 7. GiiE &

Scene 17. G5k

Song 7.1 %41 &
Same as right.

Song 17.3 &4 &+

3 wEp G e
D OEG = REE | faltidy A
o ol e
RPN E RO 2
: AEFAVY~F-7% | Not found.

1RBA= 205 | BEfoR

EEEEEED

Song 7.2 [ B HE

Song 17.4 (& HE

Same as right. W FEBHIY NG | AR N
B BB =P AR | SR BT
T IRBH= Bk | SRR B
Zo BB =R | SCOEB A8
20 B2 | fabiin LA
Song 7.3 Song 17.5 Fij I M EHE
SE|: R | B Ji [ BE=508 | fasn
Ke IEE=EE MG Ke IEE=EE MG
GV | 2wl | ol B ot GV | 2wl | ol B ot
e BEBHVUPRR | 2R Bt e BEBHVUPRR | 2R BT
Ke IEE=EE MG Ke IEE=EE MG
20 B2 | fabiin LA X BB A | iR SO

Song 7.4 T3k

T RE =S G B
K IbE=EE IBME B
250 B = | fakidin 2o

Song 17.6 EHETR

T A VS| A BT
T IR f R | A B
ke bAT LR FEMA 18
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) ey
b wipa— bR | op

Jor BB | faky S
B IhA=EE | As B
B imEE =t | gk S

Song 7.5

B BT | SR BT
B ORHEEE | LR 2
i

W RIS | B N\

iB: BA R ARG 5
R BB | falsiin A

921

ong 17.7 FifiE HHEIR

PR PR | R R
BB = Pfa | faisi R
1P =R 5 | S0P 32

o — R I B G 2E
TP =20 | falsidn KA

T TEE

Song 7.6

# LB AR | AR T
i BBV | AR S
P SRR BRMG S
FH]: B =P | S T
LB Rk | A

Song 17.8 Fif i HEFEIR

o RB=CPHE | ERER BT
D IEBH =R AR Bl
o BEBHDU AR | AR A
D G A B S A
ol i ol S o s
o o ol S g

Tok (] & B (]

Song 7.7
Same as right.

Song 17.9 Fif i HEHEIR

pOARBH =R | SCEBH B
BB E AR A
B e S AE N
1E& =R | s L
et ol i

% m NN

Song 7.8 &K 44

& Wo—hT | Ie I8
o BEBHDY LR | pRp Sk
Jo: EBE R |tk Jom
W WHE—XZ | s SR
B IRBE TR | PR A
] mepEpY L | P o
IRt AL S

A R TIE B IS BT

Song 17.12 &K 44
DS AR | B R
BEBHVY_ B | AR L
WEBH =200 | flili X
BRBA— Ak | RS 2
1B =203 | AR s L
AP TA 1T
& =8RG 28
1EBR= P B | B¥ G5 BF

il

o E

Song 7.9
Same as right.

Song 17.13 Fij i K 4%
& IR =R | SR
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Y : REBRIYNSS | Ao N i

fil: G =208 | Al A
fi: IEE=KZ | HhE 28
o5 BEBAVY B | ARG AR
R IEBH = PRl | AT R
S| e el ol S
R IRBH = 2GE | IR A

Song 7.10
Same as right.

Song 17.14 FijJiE &K 4%

B BEBAVY bR | ARy bR
pIRBA =2 | AR 2
B4 =238 | Not found.

D BG = EER | fakin R
o BEBANY B | ARG 2
DR =P | JOO BT
IR E AP | B BT

el

=

i

L
T

) : FEBRPUNSS | i N i

Song 7.11

fir: LG =55 | e S
W 1o =2k | Ao S
B RBIPE | SR B

Song 17.10 27

B IR SRE | S B
[ FBE=F | B R
B RBI= | SEBE BT

Envoi 7
Same as right.

Envoi 17

R aGBH= 16 | 1L Bl
58 B =R | LR B
R A= 16 | {L5E b1

Scene 8. NEIREN oy [A] ke

Scene 18. ZH1FE{F

Song 8.1 {T& 1
Same as right.

Song 18.3 {T& 1

I B =P | PR 7T BT
 REBH =P | BEERR BT

D BRI =P E B | DU Bt
o FEBHDYSF | BEE AR BT

D RBH = PR B |(REAR P

TEE

Song 8.2 JALAFA

e: 1B =¥ | S EBE B
HE: FEBA V- | RS B
& BB =A% | B0 L

Song 18.4 JELAFA

e: 1R =¥ | S EBE B
HE: FEBE V- | RS B
& BB =A% | B0 L&
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& SR F | EOOR S
] pEE— LR | JufR b
W R ST | PR T

B B LW | OO S
W B =R | BB
W R TR | B

Song 8.3

A BT B | s e
B sEa =T A | EUCE BT

fz: MBIV AL | Pem s N
fm: BB =202 | HOU A3
N ERBH =P E | BOOR B
5 8RB P E | B0 B

Song 18.5 {ifi JELNA

: BB =P | 5O B
) GE— 5 | BEER B
e FEREIY AR | PR o
& BB =A% | B0 L&
N BB =CPE | JOOUR B
B BB =P E | 5O B

Song 8.4

i KB = L2 B [ {2k LA
00 SR =P FLB | PO BT

[ S 4— T | ZI3CH BT
] = | B S
[: sea— el 2 BT

Song 18.6 & =4
R RP =72 B | {2375 L
2 B = E B | JOUR B
M: BE— 131 | BB B

Song 8.5

Az BEBA PR | BEEBH P
N+ BRBA =P | OO B
It MR =25 | PEE R 2
OREBH = L | BEE AR LA
VR AR | (RS T
BB =P | EOUE [T

# EIE A

Song 18.7 EAFA

s BN TSTRE | BEREEE RST
N BRBEPRL | B BT
Mo HEBE =T | BERERR Joit
AT | EOC T
MR BBl — 2R | BcpE 2o
W BEBH TR | BSOS T

Song 8.6
Same as right.

Song 18.8 &4 =48

P MERHIYSPE | BRE R P
fiw: G =12 | E3Ck B
i A AR BEXS
Oy KB =R | 2% )

-

Song 8.7

Bl BB =P | BOUR BT
BRPH—PIR | 5 3CB 21
il — LJ2 | Jofpd LA
© REBA TP | BEEBH R
BB =P H | B3O BT
BB =P | U [T

S
=

o - D o

M
/)

Song 18.9 EAFA

Bl BRBH =P E | B0 B
PRBH— IR | ECBH B
b — EJE | JufEpe bR
D BRAE AR EIA A
BB =P | 5O B
BB =P | OO B

S
=

el R

M
/)
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Envoi 8 Envoi 18

Same as right. B LIBAMYTSE | S KA BaF-
Ko WBHIYPSG | e s keoF
R RPN A e

Scene 9. £ T E#IHATE 5 K E M Scene 25. H HE
Song 9.1 #E Song 25.1 F#kE
Same as right. the BE =T | falbde NEE B

R IRBH =205 | B A
e BG P | S P

Song 9.2 JWE Song 25.4 Y WE

Same as right. Yoo RGP HBA B

e BN | SRS N
flsl: SRBH— 204 | AR 2

T WBH N | s N L

Song 9.3 # A[» Song 25.6 & A

2 BB — b A B0 B 2 B = Rg A FHOOR B
B BRE— KR BB i e — KR BB i
T RB =R 23R B W RB =R 23R B
1 B =P | BERR B HH: SEDE =T | B0 BT

B BB =R | B IS
s ma— FR | ECh b
W5 KB =T | B T

Song 9.4 Song 25.7 Fif i B AL
Same as right. e BB =SFHE | 5O BT

P BEBH =54 | pem iy 8
fiir e FERH =Kk | ey K
M SR =P E | B R
M SR =P E | B R
N ERBH =P E | BOOR B
L IRBH =290 | Ry A

Song 9.5 Song 25.8 Fif i B AL

Ji: B =1 | R BT Ji: B =1 | B BT
fir: FERH = 2ot | BEi AR iy MR = e | PR o
B RERH P A | BER R B B RERH =T A | BEE R 2P
G RBA =R B | R BT
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B 2R —P-H B | BIOR B S B PR B [R5 o

2] sEpI=PR| EOK BT G SEBI=F-HL B | B3O BT
#: BRI =T-ILB | EOOR BT B A =T | Sl e

£ S =P B | EOUK BT
Song 9.6 Not found.

ff: KPP | AR WP
e VEBI 200 | (R 2088
A BRBH=TRL| BOOK BT

Song 9.7 LA Song 25.9 AR

B A TR | BARE B | EERH RN | BAkE L
A BERH— TG | B AREH Bl B BT | RS B
fF: BEBR— il | B okpE A A BERH— TG | B AREH Bl
M B —JeAX | B akcpl LA fF: BEBH— i | B okpE
i MEBH LR | sl b ;B — Vs | B BT
6 MRBH—2AC | kB 1 A TR | kA B

;L& —2Z<# | Not found.

Song 25.11 FijJiE ‘A4

A sge— LR | BEocs e
B mREET | H sk T
B BREH— T | kB KT
e meEE— AR | kB 2o
Mit: EER— A | sleR 2o
fi: MERH I | Hesoms [
BEEE— AR | kB 2o

B

Song 9.8 Song 25.10 [l A4

P WG LR | ARG DS TR ARG R
A BB Ff | B AKEE Bl BB — 1 | BB BT
B MR BB A FRBH— TG | BPARBE [T
B BB A4 | BB BB — 25 7% | B oRBH R
BBy | Ak BA T
BEBH . B | kB A
BEBH 0 H | kB A

EIEIE B #

11

o0



Scene 10. 735 BF

Song 10.1 FHHb4H

2 FEPH = omk | PR R
= FRYE | BRE R Bl
JlE: 3G = AFE | B3k A5
o LIBA—PIE | FELLBA P

Y]

Song 35.1 P4

DB =AM | PR AR
D FHBA PR | PR BT
DRGSR | O
DB = | B R

18 W

—
S

Ed

Song 10.2 Hfk
SEPH— P | FOCH T
e Pl | 153 B
BB | 0B P
B = ERE | kil L
BERR|BMG H
B = A% | Not found
L= EE B| 2 s L
BERR|BMG H

ZllE el EE

Song 36.3 Pk
BEBA VYA | iRy T
BEBA VYA | iRy e
1EBA =2 | s T
1B =P | s ks F-
BH = A% | Not found.
1EBA =5 | s e
HGERAR | BE R
1B ="F3C B | B fs Bt

e D

w2
o

ng 10.3

| W ot B 0 5 -
1= EF AR i
IS5 | PR 15T
B = _ERR | fadsin B

FIEEE

w2
o

ng 36.4 JEFIHERK
p BRSO B

P T | S T
(BT | B 1

Scene 35. ErHH A, Scene 36. 2k Be ks

P OREBHPYNS | A N LA

BH— N8 | 2o N g
IEBA= 5 B | B0 L
PH= NI | 2R e N

TR | TR T
IEBI= P | A T

EDEEEEEEE

Song 10.4

i ARBAVY LR | ARG I
= 2 ol | S 5 L
Ve IRBA =S | OB B

w2
o

ng 36.5 A

Bl BBV E | AR Sk
- 1R =V | AR BT
Se RBAEOPSE | SR BT

]
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