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Exemplary table of interpreting prosody of Chinese literary works with concerns of rhyme and/or euphony and tonal patterns (ping/ze)
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This is a heptasyllabic regulated poem. Lines 1 to 4 constitute the first quatrain; lines 5 to 8 the second quatrain. 

Every two lines are called “a couplet.”

The ending character of every even line should rhyme with the level tones. 
The grammatical structure of lines 3 and 4 (the second couplet) and lines 5 and 6 (third couplet) should be parallel. 
Prosody of the poems: 
Symbols of “—” and “|” indicate respectively the level tone (pingsheng) and the oblique tone (zesheng; including the shangsheng, qusheng, and rushing) of individual characters. Specific tonal patterns (tones divided into these two registers of ping/ze) have been well developed since the Tang period for the quatrains (jüeju), which has four lines in total and five or seven characters per line, and regulated poems (lüshi), which has eight lines in total and five or seven characters per line. This means that there is a specified tonal requirement for each character in each poem.
 Certain variations are allowed provided that they do not interfere with the entire tonal beauty of the literary works.
 A position to be filled with a character that should bear the level tone in the specified pattern but is filled by an oblique-toned character appears in this format: (|); conversely, a position to be filled with a character that should bear the oblique tone but ends up with a level-toned character appears: (—). The rhymes are based on the list of Middle Chinese transcription in the appendix of the Baxter-Sagart Old Chinese reconstruction.
 William Baxter and Laurent Sagart do not intend to provide exact reconstructions of the sounds of individual characters, but they attempt to demonstrate the phonetic relationships of their pronunciations as recorded in the Widened Rhymes (Guangyun) and the Explanations of the Classics (Jingdian shiwen).
 Thus, in the main text we should not take their reconstructed rhymes as exact sounds. Occasionally their reconstructions are not consistent, but they, along with the identification of the Chinese categories of rhymes (yunbu), will indicate groupings of rhymes and euphonies that were intended by the original writers. Groups of euphonies frequently appear in the poems that do not require strict prosodic patterns. We will see that the writers often mixed groups of euphonies together to construct melodically pleasant patterns, which are not strictly rhymed.
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Introduction 

Cultures of tea, fragrance, and qin music today
Tea (cha, Latin name: Camellia sinensis) is one of the most popular drinks today. Over the course of many centuries, a tea “culture” – incorporating the cultivation of tea bushes, the drying, blending, and tasting of leaves, the preparation and serving of tea using a varied paraphernalia of pots, cups, and other utensils, and finally the creation of the atmosphere of enjoying tea – has emerged and developed within many societies and economies around the world. Today, the majority of the world’s tea is grown and picked in both long-established and newer plantations in China, Japan, India, Sri Lanka, and East Africa. Tea bushes are also successfully cultivated in a number of other areas including Southeast Asia and even northern Europe. Tea cultures are multifaceted and have a long history in all over the world. 

The consumption of tea has been shown to have benefits for health. Scientists have discovered that tea contains caffeine, tannic acid, vitamins, theaflavin, minerals, iron oxide, and carbohydrate, all of which have valuable nutritional qualities.
 These elements have the effects of quenching thirst, digestion, curing hangovers, soothing pain, improving circulation and digestion and helping the drinkers stay calm but also alert.
 The many different categories of tea also contribute to a wide variety of tea flavors. For more than a thousand years, consumption of tea has significantly shaped the culture and health of humanity. 

Tea culture in East Asia can be traced back for well over a thousand years. Lu Yu composed the first canonical text on tea, the Classic of Tea (Chajing) in approximately 780.
 The Classic of Tea laid down the theoretical and practical foundations for the preparation and drinking of tea and thus established Lu Yu as the founder of tea cultures throughout the Chinese world. Numerous classic texts on tea were written and published in subsequent periods. Authors and readers of these texts included emperors, officials, scholars, and men of business, in other words, members of all the political, social, cultural, and economic elites of Chinese history. For over a thousand years, the trade in tea and horses between both settled populations and nomadic peoples was of key political and military concern in multiple dynastic periods.
 Furthermore, the nutritional content of tea made an important contribution to the health of people in areas low in vegetable production. 

Up to the present day, the elites and the ordinary people of China have enjoyed a great variety of tea, including such famous types as green tea, wulong/oolong tea, red tea, and Puer tea.
 Popular ways of serving tea include: gongfucha in Chaozhou; yumcha (tea with dim sum) in Guangzhou and Hong Kong; and in Japan tea ceremonies (chanoyu), which can be traced back to twelfth-century China, and tea-whisking using powdered green tea (matcha).
 Artefacts related to tea have long occupied a high status in material cultures in East Asia. The tea bowls with patterns of heaven’s eyes (yōhen tenmoku; patterns unpredictably changed during firing in the kiln) that date to between the twelfth and thirteenth centuries, for example, constituted a significant part of art collections in Japan.
 
The appreciation of fragrance is another global phenomenon. Nowadays, one of the most popular artificial forms of generating fragrance is applying perfume, while in the past, cultural elites in China preferred burning aromatic substances (xiang), such as frankincense or sandalwood to generate pleasing fragrance. They treated this practice as a type of art and composed texts to promote the cultural and artistic significance of generating fragrance. Despite that the generation of fragrance is not deemed an art form in art history stemming from the European context, its complicated production processes and fascinating end product would render it a type of artistic practice in all over the world. Cultural elites in China particularly welcomed the aromatic substances imported from exotic places that include Southeast Asia, Central Asia, and the Middle East.
 The substances were expensive due to their rarity and the high transportation cost; but burning them was a rapid way of consumption, which also added to the expensive cost. Nowadays the burning of aromatic substances in China is largely limited to the religious practices of offering fragrance to the deities,
 but its historic use among scholarly circles cannot be ignored. 

The music of the qin-zither has mainly been a distinctive type of arts in East Asia, as compared to the global acceptance of the cultures of tea and aromatic substances.
  Archaeologically excavated qin in China can date to the sixth century BCE.
 From then on, this type of musical instrument, which underwent changes of the designs and production several times, took up an important place in the lives of the scholar-artists and political elites. The qin has remained an important musical instrument in today’s traditional Chinese-music concerts and has survived the impact of Western music in China in the past centuries. 
The cultures of tea, aromatic substances, and the qin music have played important roles in Chinese culture in both historic and modern periods and reflect state-wide phenomena that should arouse our interest in the origins, history, and development of activities and materials related to them. Tea cultures began to become popular in Tang dynasty China, reached a climax in the Northern Song dynasty, and later constituted one of the most important beverage traditions in the world. Tea was culturally, economically, and artistically related to the production of fragrance and music in the traditional scholar-artists’ communities. The scholar-artist communities established the reputation of their artistic pursuits in the Northern Song dynasty and laid the aesthetic foundations for the Ming and Qing scholars to follow. These were all important material and human agents shaping the Chinese history in the last one thousand years. They were interrelated in the lives of the Chinese elites in history and there are diverse perspectives to look into these phenomena. 
Key terms, main arguments, and approaches
Definitions of key terms 

The first approach adopted in this book stresses the ephemeral process of tea preparation, aromatic-substance-burning, and qin playing in connecting the three types of practices. The “ephemerality” of the three types of practice refers to the short-lived nature of actions and effects of these practices.
 The art products generated from the practices are also short-lived, or rapidly consumed; therefore, to retrieve these historical records is very difficult. For example, a cup of tea was usually meant to be drunk no matter how complicated its preparation process was. In the Northern Song time, people took the foam generated from whisking the tea as the focus of an artistic contest. Tea makers competed for the whiteness and durability of the foam, which could last for only a short period of time, ranging from a few seconds to several hours. Second, this book proposes to study the five sensorial experiences: sight, hearing, smell, taste, and touch, which are also ephemeral, through the examination of how people created, emphasized, and enjoyed the three types of ephemeral arts.
 But the ephemeral experiences could turn into memory or beliefs that may last longer. These experiences, memory, and beliefs would be the mental driving forces in the forming of a community. Third, it argues that the three types of ephemeral practices were cultural, economic, and artistic constructs. In the Oxford English Dictionary, the term “construct” can be a verb and a noun.
 As a noun, it refers to the result or object of the scholar-artists’ mental activities, such as conceptualization, perception, impressions, and thoughts. This book cautions not to take the records left by the scholar-artists at their surface value, i.e., believing unquestioningly what they described about their activities and about themselves to be true. Since we can only approach the scholar-artists’ physical and mental activities through textual and visual records left by them, we must not forget that the evidence we can glean is actually constructed by them. Therefore, this book advocates to use the term “construct” to reflect that we refer the three types of ephemeral arts to the scholar-artists’ constructs. 
Main arguments
By constructing cultures, economies, and arts of tea, fragrance, and music, the Northern Song scholar-artists strengthened their community bonding by sharing similar sensorial experiences and emotions and performing these ephemeral practices together. In a broader sense, tea accompanied by the appreciation of fragrance, qin music, and rhymes and tonal patterns, was a cultural construct perceived and created by the Northern Song cultural elites. The acts of making and drinking tea, burning aromatic substances, playing qin music, and chanting poems reflected how the cultural elites shared common beliefs and sensorial experiences of the idealized cultures. The appearance of the tea and foam, their taste and fragrance, the feelings of the hands in the act of whisking the tea, along with the smell from the burning aromatic substances, the melodic and euphonic sounds of the qin music, the chanted rhymed literary works, as well as the feelings of the fingers in playing the qin, were all the sensorial experiences one could gain in these cultural practices. The experiences were direct and important sources of the perception and construction of these cultures on the part of the scholars, officials, and artists. Their ideals about the mentioned cultures were formulated and regulated in the many material and textual sources and implications elaborated from the sources.  
Raw materials related to tea, aromatic substances, and qin were produced and distributed in large networks connecting tea farm owners, peasants, craftsmen, scholars, artists, officials, musicians, and people living in various states in the East Asian continent. The production and distribution of these raw materials changed the minds of the policy makers of these states. The production and distribution of the materials is termed as an “economic construct” because while the materials might not be daily necessities in a nutritional sense, they were construed as necessary in the consumption economies. The materials and these large networks enabled the active and frequent exchanges between the people and states in East Asia. Through these exchanges, they constructed tea, fragrance, and music as essential economical elements. To the scholar-artists living in the metropolitan areas, the raw materials were precious because of their fine quality and high transportation cost. The raw materials that were brought out from the mountains would subsequently be transformed to culturally and economically consumable products, which were exchanged among the scholar-artists and became objects of their artistic constructions. The tea garden owners, laborers, the state, governments on the central and local levels, artisans, other producers, merchants, coolies, along with the scholar-artists jointly constructed the economic value of the products. 
Represented in various media including the verbal and the visual, the three types of ephemeral practices contributed significantly to the formation of the consensus and shared imagination of particular scholar-artist communities. The scholar-artists would take part in their literati gatherings and represent the sequence of the elegant artistic activities in paintings. Their predilection for reclusiveness, calmness, quietude, and peacefulness was reflected in their paintings and literary works. These values came to be accepted by scholar-artists of certain groups, and were passed on from generations to generations. These literary works were sometimes written in direct self-expression, and sometimes as a medium of exchange by which the scholar-artists could share the views with their fellow colleagues and friends and in the process consolidated their sense of belonging to a community. 
While the scholar-artists expended great effort in expressing their emotions, beliefs, and aspirations in their artistic creation processes, the properties of the three cultures also shaped how these scholar-artists imagined them. There existed, therefore, interactions between human, materials, and the ephemeral. The shared sensorial experiences and ephemeral practices of the scholar-artists reinforced the cohesion of their own communities.

Approaches
How to make a bowl of good tea in the Northern Song becomes the point of departure in this book. It will begin by investigating various tea-making methods in the Northern Song. Numerous people, including emperor Huizong and his subordinates such as ministers and palace servants, other royal elites, scholar-officials, artists, ordinary citizens, and the northerners and southerners had a variety of preferences over the leaves, production and processing, color, taste, fragrance, and texture of the tea. As bowls, ewers, and kilns came to the attention of these tea lovers, selecting what types of utensils to serve tea also became a topic of debate. Aromatic substances and music were very useful in creating an enjoyable atmosphere of drinking tea. Sources of the aromatic substances and materials for making musical instruments directed the scholar-artists’ aesthetic thoughts as well as the flow of goods of the state. 
In making and enjoying tea, the five sensorial experiences needed to be brought to play. The Northern Song scholar-artists theorized ways to enjoy tea that the color, taste, smell, and texture of tea were emphasized in texts whose subject matters are about tea. The qin music, euphoric and rhythmic sounds of chanting rhymed literary works, and the burning of aromatic substances, which accompanied the tea banquet, were prioritized, so was the feeling of control over the whisking of tea, which was a specific tea preparation method. Huizong and his subordinates regulated detailed steps of seven rounds of tea whisking. To achieve the desired color, fragrance, and texture of tea, however ephemeral they might be, required a sophisticated control of chains of rapid action in these seven rounds. This investigation leads us to a new field of research as we lay a foundation upon which to explore the history of human’s sensorial experiences and establish a method to record ephemeral actions. Ephemeral actions are hard to record before the invention of movies. To transcribe chains of actions is very difficult. These detailed, though long-ignored records of the tea-making process will constitute appropriate sources of evidence to the history of ephemeral arts. 
The five sensorial experiences would prove to be effective means to change people’s conception and behaviors as understood by the ruling elites of the state of the Northern Song. The control of sight, hearing, taste, smell, and touch of the three types of practices was used as political strategies at the state level. The concrete tea cultures, and the economic and artistic constructs of the tea cultures such as paintings and literary works were used as political propaganda of the state policies. Similarly, the production of the other two cultures necessarily turned to be a focal point of state policies and power struggle. The political elites gradually seized the control of tea and aromatic substances in order to situate themselves at the center of cultures and power because they wanted to establish a new elite culture involving the above-mentioned cultural and artistic practices. Along these lines of thought, this book will address the economic and political mediation between the central and regional powers by investigating the history of tea and ceramic production and circulation in Fujian, China. The implementation of policies regarding the monopoly of tea and aromatic substances issued by the central government on the local level and the responses from the local determined how the scholar-artists enjoyed tea, aromatic substances, and the qin music in the capital. 
Scrutinizing the implementation of the tea policies of Huizong’s court, we will discover that the tea reforms during Huizong’s reign were successful government-led business projects. Huizong and his subordinates not only exerted tighter control over the tea production and trade and obtained huge financial benefits by it, but they also created a value-added strategy to promote tea cultures through writing. Their tea texts drew greater attention towards the enjoyment of tea. This was a cultural strategy manipulated by the court. It may not be wise to blame Huizong only for all of his failures,
 instead, Huizong wanted to regulate tea practices in order to seize financial and cultural power. He was an ambitious leader, and in attempting to gain control over the production and trading of tea, he had at least gained degree of some success. Policies regarding the control of the aromatic substances is also to be understood against this large historical backdrop. 
As one turns the focus on material cultures, such as those of the tea bowls, ewers, kilns, qin, and aromatic substances, there is a need to empower the materials with more agency. These material cultures constituted the Northern Song tea cultures in a macro sense and provided sources of inspiration and imagination to the composition of literary works, paintings, and calligraphy of the scholar-artists. This book will not merely dwell on the psychological and mental aspects of the elites by looking at their literary works about the said cultures, but also illustrate how they interacted with related objects. The scholar-artists’ attitudes towards the differences of tea drinking practices in the south and the north would be seen as a way to construct their cultural identity, which was accordingly shaped and changed by the material cultures related to tea. The appreciation and consumption of the aromatic substances and qin music would aid in this process of identity construction. 
Formation of the scholar-artist communities
The formation of communities and groups has received much attention from sociologists, or scientists of the social.
 How and why human beings form groups are intriguing questions because we are concerned with those factors that brought them together, and those that divided them. The formation of specific communities thus aroused the interests of modern sociologists, whose insights this book will borrow. Gustave Le Bon’s perception of the crowd psychology may be one of the starting points of this discussion.
 Later this field led to a debate over structure and agency. A structure, as some scholars see it, imposes social norms upon individuals and binds the individuals together, while others argue that agency is an intrinsic nature embedded in the minds of individuals and that individuals have the free will to form or dismiss groups.
 Anthony Giddens thus proposes the structuration theory to absorb structure and agency and take the two as mutually interactive.
 Bruno Latour devises the actor-network theory (ANT) to integrate more elements vital in the formation of the social.
 Human beings and objects, especially products of technology and science, are deemed as actors in the ANT. The formation of a network relies on the interplay between these actors. Thus the people who are involved in community formation are certainly the key actors, but objects do play a role. The reasons that bring people together may thus be divided into the physical and the mental. The physical includes the objects and the environment or space that house the community, while the mental includes the social norms and thoughts that bind people together.
 
Latour’s ANT arguments that there is “no group, only group formation,” and that “objects too have agency” take the nature of the actors as being constantly in flux.
 Actors do not enjoy a stable and solid status, instead, they are mutually changing and shaping each other. Albena Yaneva expands Latour’s theory and opens a new dimension of study of designs.
 In Yaneva’s point of view, objects and designs should be seen as being empowered with agency to be able to enact and connect the social. These theories are inspiring to the study of the formation of the scholar-artist communities in the Northern Song. 

The specific nature of the art historical study of the Northern Song scholar-artists represents an interesting case study in the application of these sociological theories and opens new fields for research. First of all, regarding the debate of structure and agency, it is too difficult to point out what dominated the formation of the scholar-artist communities. Rather, it may be wiser to admit the mutually-shaping mechanism of free will and social norms, as Giddens suggests.
 The formation of the communities relies not only on the connection of the social networks of the scholar-artists, but also on the materials they created and used. In the case of this book, tea, tea bowls, aromatic substances, and the qin will be incorporated into this framework to help explore the formation of the communities. These tea-related objects definitely should be empowered with agency as they played a vital role in enacting and connecting the social.
 Secondly, this book adopts the definition of “formation” in the Oxford English Dictionary as a process or action.
 The fluid process is a suitable description of the community formation. Rather than seeing people and objects as unchanging and stable agents, a fluid process of mutually interactive practices, which made people and objects constantly responsive to outside forces, will help us understand the ever-changing nature of community formation. There are no fixed communities, but communities constantly in the process of being formed, shaped, and changed. This will help explain the grouping of the scholar-artists. 

We will pay particular attention to these two communities: the first involving Huizong and his subordinates as a group; and the other group made up of Ouyang Xiu, Su Shi, and Huang Tingjian and others. Huang was a disciple of Su’s, who was a disciple of Ouyang’s. Cultural and artistic transmission took place very often among them. Their friends, disciples, teachers, and colleagues formed a large group, which played a vital role in the political, economic, scholastic, and artistic sectors in the Northern Song. This book will focus on what the Northern Song cultural elites actually did:
 as long as they performed artistic activities and demonstrated scholarly pursuits, they are the protagonists whom this book will focus on.
The origins of the practice of identifying scholar-artists are worth noting.
 Since the Southern Song and Yuan periods, there has been a tendency to identify groups of authoritative and prestigious scholar-artists of the Northern Song. Art historian Shui Laiyou points out that the categorization of “four great calligraphers of Northern Song” (“Songsijia”: Su, Huang, Mi Fu, and Cai Xiang) as a label of a group of artists was popularized in the Southern Song.
 Shui also argues that the “Cai” in the “four great calligraphers” was Cai Xiang, not Cai Jing, as is sometimes assumed. Ming dynasty scholars were also very interested in putting scholar-artists in groups. Zhu Yunming put Wang Xizhi, Wang Xianzhi, Ouyang Xun, Yan Zhenqing, Su, Huang, Mi, and Zhao Mengfu together in a group, even though not all of the artists came from Song.
 Dong Qichang came up with another group, consisting of Su, Huang, Mi, and Cai (Xiang).
 Entering the twentieth century, scholars have kept up the same practice of identifying and grouping scholar-artists of the Northern Song. Ouyang Xiu, Cai Xiang/Jing, Su Shi, Huang Tingjian, Mi Fu, and Li Gonglin, however scholars posed different definitions, are still major targets of research.
 
Having given due consideration to the definitions of scholar-artist or literati artist given by modern art historians,
 this book will mainly adopt “scholar-artist,” a term shared by Susan Bush and Robert Harrist,
 to refer to Ouyang Xiu, Su, Huang, and their circles of art producers, who were both literati-officials and artists in various senses. Occasionally, this book will also use the term “literati” and “scholar-officials.” Traditionally, scholar-artists were expected to learn from Confucian classics, govern with philosophies acquired from the classics, read, paint, write, drink tea and/or alcohol, burn aromatic substances, play chess, and the qin…
 These mental and physical pursuits define who they were and simultaneously help us identify what makes a scholar-artist. “Literati painters” or “scholar painters” were only part of their identities or labels, since these people also drank tea, made tea, and burnt aromatic substances to create ephemeral forms of art. They came to close associations with each other in their own times and had frequent correspondences and interactions. Consequently, the scope of this book will be larger than that of studies on traditional arts in relatively permanent forms such as painting and calligraphy, as we will consider other art forms, mainly tea, qin, and aromatic substances, which usually do not leave permanent records directly.  
The term scholar-artists are also applied to Huizong and Cai Jing. As an emperor, perhaps Huizong should not be identified as a literatus official, although he was very erudite and skillful in almost all types of literati arts. Whether Cai Jing was the “Cai” in the list of “four great calligraphers” has been controversial,
 but he demonstrated artistic abilities that could rival that of Cai Xiang. The sociological theories mentioned above provide new insights for us to look into the cases of Huizong and Cai Jing. They may not fit into the long-held definitions of scholar-artists, but if we take the formation of the scholar-artist communities as a process full of interactive and changing elements, it is possible and worth the effort to explore how Huizong and Cai Jing shaped the formation of one particular scholar-artist community.
 This book will not adopt a fixed and static view of the scholar-artist communities and will not easily exclude those who are traditionally identified not as scholar-artists, because these will limit our scope of investigating how the communities were formed and changed. 

Community formation involving people, materials, experiences, and ephemeral practices 
Beyond of the mental and the physical reasons that bind people together, there may be the third element that is worth investigation: the ephemeral, which includes the actions/practices and sensorial experiences. How the ephemeral practices and sensorial experiences connect the scholar-artists is a key question in this book. For example, art historian Max Loehr offered a good summation of Su’s social circle, including the Wen Tong, Li Gonglin, Wang Shen, Huang Tingjian, and Mi Fu.
 How and why the formation of this coterie or community took place, however, involved a variety of reasons. For example, factional or partisan politics compel officials who shared similar interests to bind together as they face the same enemies.
 Officials who shared the same objectives, out of the concerns of public good, would choose to create their own circles.
 These reasons can be categorized as the mental ones that bind these people together. But a community that connects people through their shared sensorial experiences and actions, such as how they performed tea-making incense-burning, and qin-playing together and came up with similar experiences awaits further research. 
The formation of the Northern Song scholar-artist communities involved much more than the concept of imagined community advocated by Benedict Anderson.
 Although Anderson is primarily concerned with modern history and politics, especially nationalism, his concept of imagined community has been extensively applied in the study of other periods.
 The study of the scholar-artist communities poses challenges to the imagination of community because elements such as body, materials, ephemerality of actions and practices, and sensorial experiences are brought into these discussions. These were concrete agents, however ephemeral they were and however scant the traces they have left in textual records, which should pique our interests in probing how a community was formed. Through the study of how the scholar-artists prepared and enjoyed tea, we will discover that studying a community involving people, materials, experiences, and ephemeral practices provides an alternative approach to the art historical research of the Northern Song period currently in vogue. 
Different from the emphasis on how people were influenced by social norms, this book will adopt the view that the formation of a community provides standards, requirements, expectations, and inspirations to those who are involved in the community.
 For example, we do not know if Su Shi really liked the smell of the popular aromatic substances of his times. But we know that he and his disciple Huang Tingjian exchanged numerous poems about the fragrance of aromatic substances. Su’s mentor Ouyang Xiu obviously did play the qin, but we do not know how well Su played. These questions are perhaps unanswerable, but whether Su liked these practices or not, an individual who wished to be labeled as a scholar-artist did what other people of his community did, and fulfilled what the community required and expected of, and inspired in him. The sense of belonging to a community and satisfaction with being recognized as its member would propel one to join in the shaping and formation of the community. Internalizing the expectations and inspirations of the community would also turn this individual to another expecter and inspirer. This is why community formation is a process, full of social embodiment of relations, power exertion, and mutual changing. 

The idea of individual creativity will be challenged along these lines of thoughts. When we credited the Northern Song painters, calligraphers, and poets for their original pursuits of aesthetics and individual voices,
 we will have to re-examine the origins of their inspirations and re-consider in what sense their personal expressions were original and unique. A large number of paintings, calligraphic works, and poems served as art for correspondences; the qin music and burning aromatic substances were not purely for personal enjoyment but incorporated into settings of guest reception. Receivers and viewers would alike participate in the creation of these forms of arts. Materials, shared sensorial experiences, and actions and practices performed would serve as inspirations for everyone involved in the process of art creation. The over-emphasis on individuality and true expressions of individual freedom in the Northern Song will encounter theoretical challenges in the study of the formation of the scholar-artist communities. 
Sensorial experiences, if shared by a group of people, would mean the same experiences to every one of the group; ephemeral practices, if approved of and conducted by a group of people, would also mean every one of the group is performing the same chain of actions. For instance, the taste of tea might render an individualized experience of astringent-sweetness to every single person, but if a person shared the same vocabulary with the rest of the group members, they could be said to have shared the same experience of the astringent-sweet taste of the tea. The practice of whisking tea would also imply that they were repeatedly turning their wrists and fingers to control the whisk to stir up the tea. We treat these repetitive experiences and practices as the shared, common agency of the group.  
Sources of evidence and review of the field 

This book incorporates at least four types of evidence to discuss the three types of cultures and community formation. The first is textual records, such as the tea texts compiled by Huizong and other scholar-officials. Artefacts and actual materials, such as tea leaves, tea utensils, kiln sites, qin, and aromatic substances, constitute the next type of evidence. In the discussion of the tea preparation processes, simulation experiments and ethnographical studies that imitate the Northern Song tea-making methods and steps will serve as complementary references, although we will use their modern substitutes due to the inaccessibility of Song period tea leaves and utensils. Paintings in circulation and murals buried underground will also be utilized but we have to be careful that as indirect artistic representation of the cultures in question, they may not fully reflect the reality. 

English language scholarship of the history of tea in East Asia is relatively uneven in its coverage.
 While the Japanese tea cultures receive most of the attention, the exploration of the tea cultures of China has been very limited. Scholars have thoroughly explored the history of Japanese tea ceremonies and investigated material cultures related to Japanese tea customs in considerable detail.
 However, the rich culture of tea in China, including tea utensils and theories and histories of tea practices, deserves much more attention than it has received up to now.
 

The past few years have seen the publication of a number of new studies in English on the tea cultures of China. Paul Smith’s book Taxing Heaven’s Storehouse remains an authoritative work in the field of the history of political and economic control of the tea industry.
 Victor Mair and Erling Hoh’s study of the global tea history is aimed at the general reading public but it has revealed many long-ignored connections of tea cultures and offers a comprehensive perspective to investigate how the different parts of the world were linked by tea. They have explored multiple aspects of tea history, including but not limited to, the origins of tea, development of elite and popular tea cultures in China, and tea trades.
 Zhang Jinghong’s study of the Puer tea uses an anthropological approach to investigate the contemporary development of the Puer tea industry in China.
 Bret Hinsch’s 2016 book, The Rise of Tea Culture in China: the Invention of the Individual, looks into the history of tea from the Tang to Song periods.
 Hinsch emphasizes the development of individualism and studies how the Chinese literati used the tea culture to express their individuality. In a recent monograph in English on the tea cultures of China, James Benn uses religious texts to explore tea history.
 Benn’s monograph is a religious and cultural history of tea and he emphasizes the importance of Buddhism and other aspects of the internal world of tea drinkers. Upon his foundation of the discussion of Buddhist religious pursuits, we can further explore how political elites created an exclusively scholarly community built around tea and constructed the process of preparing and appreciating tea. 

Books with chapters devoted to the study of tea history of China, which place China in a global context, are numerous. The most recent example is “Tea Spreads to China,” Chapter 2 of George van Driem’s monograph, The Tale of Tea. It presents a comprehensive overview of how people cultivated tea cultures in China and offers another integrated historical study of tea cultures in the world.
 His monograph is a much impressively scholarly study and offers a large number of linguistic references. 

Contemporary Chinese scholarship on tea is, in contrast, relatively comprehensive. The two edited volumes by Zheng Peikai and Zhu Zizhen are the most comprehensive compilation of classical tea texts in this field to date.
 They trace the history of the writers who wrote about tea and also the history of the various version of key texts.
 We may rely on their efforts in using these tea texts to delineate a more detailed history of tea. General discussions of tea history continue to be published by Chinese academics. These scholars delineate a general history of tea cultures in China and devote a great proportion of their studies to the trade of tea and horses in Chinese history.
 There are many detailed studies of the tea cultures of particular periods. Guan Jianping and Shen Dongmei are prominent scholars working on the cultural history of tea.
 Liao Baoxiu is also interested in the tea practices and utensils of the Song period.
 Her reconstruction of tea practices using textual and visual sources has transformed our understanding of the field. 

At the same time, scholarship in both Chinese and English has suffered from a methodological inefficiency. Textual historians are very familiar with primary textual sources; however, some of them rely excessively on poetry and other literary works, leaving aside the question of the validity of these sources. Literary works, which are full of metaphors and exaggeration, may convey messages with oblique meanings, which undermines the value and reliability of literary works as historical source material. Moreover, scholars may have different interpretations of even single phrases in these classical Chinese texts where individual words and phrases may carry a density of allusion. These different interpretations, occasionally contradictory to each other, can cause significant problems in the exploration of tea cultures in China. Translating the primary Chinese texts into another language may help scholars reflect on these different interpretations. But so far we have not had an adequate body of translated works from the Chinese primary sources.
 The use of visual sources such as paintings, murals, and actual tea utensils can generate similar problems. Current historians of Chinese art have not developed a strong interest in the visual representation of tea in paintings, while at the same time textual historians are not capable of critically examining the validity of visual sources. It is not uncommon for textual historians to cite scenes of tea practices depicted in paintings as direct evidence to support their reconstruction of historic tea practices but fail to reflect upon the fact that painters also had their own agendas when they produced the paintings.  

The field of study of tea cultures in China is vast and it has encountered a number of challenges and criticisms. Numerous questions await to be answered. For example, how should the appearance of liquid tea be when it was served in the Northern Song? Such a question may never be satisfactorily answered; but the very posing of such a question alone indicates a number of interesting and innovative research directions. What qualified as a cup of good tea, how was one to prepare a cup of good tea, how tea utensils were to be used, how tea was planted and picked in historical periods, and finally why do these questions matter? These questions do not just concern a technical study of tea preparation, but rather lead to future research projects that may be the focus of interdisciplinary studies involving textual history, art history, material cultures, botanical studies and other fields. This book seeks to answer some of the abovementioned questions. 

Scholarly publications dedicated to the history of aromatic substances are relatively fewer and their focus is rather scattered. Scholars of the history of aromatic substances are concerned with the geographical sources of the substances, production, transportation (as the substances were mainly imported from distant regions), designs and production of incense burners, manuals of aromatic substances (xiangpu), and the cultural implications of using the substances.
 Yang Zhishui and Liu Jingmin are among the few productive scholars who write in Chinese about the history of aromatic substances. The lack of textual materials about the substances and the difficulties of describing the olfactory experience of smelling the burning substances, however, probably hinder scholars from publishing more on this topic. 

Histories of the qin music, the instrument qin, the playing techniques, and related cultural implications and values have received their share of attention from scholars writing in both the Chinese and English languages. One of the early English writers of the qin is Robert Hans van Gulik, who laid the foundation of this field in the English scholarship when he first published his book, The Lore of the Chinese Lute, in 1940.
 Rulan Chao Pian’s 1967 book, Sonq Dynasty Musical Sources and Their Interpretation, expanded the scope of the field and included a detailed discussion of the finger techniques (zhifa) of playing the qin and qin notation systems.
 To a layman, the qin notation systems, if unexplained, would read like encrypted texts. In explaining the systems to the Western world, scholars have introduced a significant chapter of the qin music into world music history. More recently, Yang Yuanzheng is one of the most productive qin historians, who has contributed to the studies of the history of qin manuscripts, philology, early notation systems, designs and production techniques, and melodies and songs related to the qin.
 Yang’s comprehensive approaches to the study of the qin are so inspiring and consequential that they suggest trajectories of how research about the qin can be developed in the future. 

In order to achieve a holistic understanding of the activities of the scholar-artists in history, we will have to integrate these studies carefully to create a narrative of the three interrelated cultures, even when some studies of specific areas are still underdeveloped. We will need a research orientation that guides us to explore how cultural elites in the past dedicated their energy and time to the pursuit of all these three types of activities, how they enjoyed them in social and/or political gatherings, and how they constructed their own images through showing their associations with the three types of practices. A more comprehensive line of thought that organically integrates these clues is necessary. A more critical evaluation of the artistic activities and creation of the Northern Song scholar-artists should bring new light to the field. The expansion of the art history field to include more ephemeral forms of arts is a new avenue of research. This book will enrich the history of the three types of cultures and, in incorporating them into our study, provide a new evaluation of certain sociological theories of community formation. 
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