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Professor Wai-yee Li Yingzhi Zhao

Realm of Shadows and Dreams: Theatrical and Figkiogricism in Early Qing Literature

Abstract

Early twentieth-century Chinese literary custicreate a model of literary development that
highlights leading genres for each dynasty. FoMimeg and the Qing dynasties, these are drama
and fiction. This model relegates other genreshef period, especially poetry and lyric, to a
second-class status, and accounts for their lesiility in scholarly research until today. The
aim of my dissertation is not to reverse the hidrgrof genres, but to break the boundaries of
genres, examining the ways in which the aesthetsibility connected to drama and fiction is
transposed to other genres and renews their cdomenfThe cross-genre approach used in my
dissertation is supported by an overview of therdity scene of the period, when literati took up
diverse roles from scholar-officials to professiodeamatists, novelists, and painters, when the
boundaries between “high” and “low” genres becanwenfluid and literati wrote across elite
and popular genres, and when illustrations of pdmilays and fiction, thanks to the rise of print
culture, circulated widely and inspired the lit€satross-media imagination. Social practices of
Ming and Qing literati, such as going to the theateading and writing commentary on drama
and fiction, appreciating illustrations of printpthys and fiction, or listening to story-telling,
translated into an awareness of the commensusalufitife and theaterteatrum mundj
bringing role play, playfulness, staging, and Go@l time and space to the reading and writing of
other genres, creating textual and aesthetic hyjprid these latter genres. | use the term
theatrical/fictional lyricism to refer to the ways which drama and fiction, commentary on
drama and fiction, and illustrations to drama aictidn change the conventions of reading and

writing poetry and prose in terms of rhetoric ahdme. The term also draws attention to the



textual and aesthetic hybridity in these genresatiical/fictional lyricism is a new form of
lyricism, in which role play gives a twist to therguine poetic voice, the records of real events
gives way to self-conscious fictionality, and nofrige and space merges with staged, illusory

time and space.
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Introduction

Early twentieth-century Chinese literary csticreate a model of literary development that
highlights leading genres for each dynasty. FoMiveg and the Qing dynasties, these are drama
and fiction. This model relegates other genreshef geriod, especially poetry and lyric, to a
second-class status, and accounts for their lesiility in scholarly research until today. The
aim of my dissertation is not to reverse the hrgrof genres, but to break the boundaries of
genres, examining the ways in which the aesthetsibility connected to drama and fiction is
transposed to other genres and renews their caomenfThe cross-genre approach used in my
dissertation is supported by an overview of therdity scene of the period, when literati took up
diverse roles from scholar-officials to professiodeamatists, novelists, and painters, when the
boundaries between “high” and “low” genres becanwenfluid and literati wrote across elite
and popular genres, and when illustrations of pdrglays and fiction, thanks to the rise of print
culture, circulated widely and inspired the lit€satross-media imagination. Social practices of
Ming and Qing literati, such as going to the theateading and writing commentary on drama
and fiction, appreciating illustrations of printpthys and fiction, or listening to story-telling,
translated into an awareness of the commensusalufitife and theaterteatrum mundj
bringing role play, playfulness, staging, and Gotl time and space to the reading and writing of
other genres, creating textual and aesthetic hyprid these latter genres. | use the term
theatrical/fictional lyricism to refer to the ways which drama and fiction, commentary on
drama and fiction, and illustrations to drama aictidn change the conventions of reading and
writing poetry and prose in terms of rhetoric ahdme. The term also draws attention to the
textual and aesthetic hybridity in these genresatiical/fictional lyricism is a new form of

lyricism, in which role play gives a twist to therguine poetic voice, the records of real events



gives way to self-conscious fictionality, and nofrige and space merges with staged, illusory
time and space.

The historical context of my dissertation ie fall of the Ming dynasty and the consolidation
of Qing rule in the mid and late seventeenth centarvibrant period in Chinese literary and
cultural history. To cultural figures who crossdte tMing-Qing divide, the theatrical and
fictional imagination of the self and the world peal to be an effective strategy of coping with
the political turmoil during the dynastic transitioRegarding men as actors and the world as
representation are two characteristics shared byly e®Qing literati who practiced
theatrical/fictional lyricism. My study of theatatand fictional lyricism associates early Qing
literature with the intellectual and cultural trenaf the Ming, especially the late Ming (ca. 1550-
1644), illuminating linkages and changes betweés Ming and early Qing and demonstrating
how salient characteristics of late Ming cultureeexied into early Qing regardless of the
dynastic transition. My study also situates theatfiictional lyricism in the context of political
turmoil, revealing the ways whereby theatricalitydafictionality helped “remnant subjects”
(yimin) transform traumatic experiences into art, retrsekhood and identity, and redefine the
world they lived in.

The first chapter “Lyrical Self and Theatri&glf: Mapping the Literary World in Early Qing”
lays the groundwork for the dissertation with aveyrof the different perspectives of early Qing
intellectuals on the meanings of writing and beangriter in the context of political turmoil. |
take the great Confucian thinker Huang Zongxi (:&605) and the renowned novelist and
playwright Li Yu (1611-1680) as the representativéstwo groups of intellectuals. Huang
Zongxi, representing the “remnant subjects” loyathe fallen Ming dynasty, appropriates late

Ming aesthetic sensibility and gives a moral twstit. He claims that avowing loyalty to the



fallen dynasty and enduring sufferings are waysassferting a moral force that renews Chinese
civilization. He revolutionizes the orthodox Confart poetics of gentleness and restraint
(wenrou dunhouand encourages early Qing literati to expressnisg, extreme emotions held in
check in Confucian self-cultivation. By infusing rab significance to the late Ming cult of
passion, he constructs the conception of a lyrgsdf that perseveres in the confrontation
between the self and an alienating political rgaiit terms of intense emotions and moral
commitment. At the other end of the spectrum, Lirépresents a group of literati who insist on
the ornaments and pleasures of literati culturel imndoing so seems to defy the traumatic
experiences of the dynastic transition. By resgrtm dramatic impersonation, the cultural trend
reflected in and heightened by theatrical culturehe late Ming, and by invoking Daoist and
Buddhist discourses of negating selfhood, he coatstrthe conception of a theatrical self and
claims to banish suffering and achieve happinessola play. The tension between the
conceptions of lyrical self and theatrical self gmis the tension between Huang Zongxi's
moral-political engagement and Li Yu'’s playful dgtenent, but in the next four chapters we will
see how the conception of the theatrical self elddrom drama and fiction to other genres, and
that moral-political engagement and playful detaehtdo not represent a fixed dichotomy.

The second chapter “All the World Is a Stagea#lng Poetry as Drama and Fiction”
examines the early Qing intellectuals’ hermeneapproach to poetry under the influence of
drama and fiction. | focus on poetry commentaryth®y ingenious yet overlooked literary critic
Wu Qi (1615-1675). He links poetry commentary te @onfucian tradition, but his interpretive
methods, from the use of technical terms and pdggieal analysis to the tendency to decipher
fictional protagonists and scenarios in poems,eceflthe influence of drama and fiction

commentary popular since the late Ming. Wu Qi’'sdieg of poetry in terms of drama and



fiction commentary not only redefines the latterd arenews poetic criticism by playful
engagement in a manner typical of the late Mingliettual world, it also reflects his way of
dealing with political crisis by linking withdrawab role play. The paradoxes in the poetic
criticism of Wu Qi feature a twofold tension, onetween the tradition of poetry as a serious
vocation and the late Ming spirit of playfulnessddhe other between late Ming sensibility and
early Qing historical context, revealing the crossrents of contradictory values in early Qing
culture.

The third chapter “Catching Shadows: Wang Fazhyrics and Commentary on Poetry”
examines the ways early Qing literati inherit amdnterpret the late Ming expositions of
theatrical metaphors. By examining Wang Fuzhi'schyrthis chapter attempts to make a cross-
genre comparison and explore the interplay betwli@erature and philosophy against the
backdrop of political trauma. It focuses on Wanglis lyrics on shadows of nature, of figures
in shadow plays and of himself as well as his @ltterm “catching shadow” that involves his
thoughts on the relationship between life and #redtlis lyrics on shadows draw on the
vocabulary and framework of the theater. By doinoghe emphasizes human beings’ loss of
agency and their futile endeavors. These lyrics alsave the metaphor of life as a play with the
philosophy of Zhuangziand Buddhism—both of which resonate with thealtrmalture—to
explore the precariousness of moral judgments t@ina of political and moral collapse. His
critical term “catching shadow” reflects the intrie play of feeling, visuality, and the concept of
theatrical self-division. Both his lyrics and histical term show the influence of Buddhism in
the sense that shadows are objects of conscioussedsfined within the cognitive theory of
Buddhism. Thus, from the perspective of formal wetn, Wang Fuzhi’'s lyrics change lyrical

convention by adding a fictional dimension to identhe influence of theatrical culture as well



as Daoist and Buddhist sources. From the persgeofithematic innovation, his lyrics explore
the issues of free will, fate, and moral/historigadlgments. These issues are rarely found in
conventional lyrics, but they are central concamsheatrical culture, and their philosophical
and lyrical configuration in Wang Fuzhi’'s song tgidemonstrates the “theatrical turn” in early
Qing lyricism.

The fourth chapter “History as Puppet TheaBatlad Narratives on History” examines the
interrelated ways of perceiving the relationshipween history and theater in the ballad
narratives written by Jia Fuxi (1590-1674) and huang (1613-1673). | begin with a
discussion of the ballad narrative written by thaiedecessor Yang Shen (1488-1559). Yang
Shen views historical actors as puppets contrdiedinpredictable fate, creating a stage upon
which life is enacted as a virtual theater. In Wisw, since theater can be human action and
written plays can be performed again and agaimaténeis the metaphor for both temporary
human life and ever-lasting history. He believeat thlays save human life from emptiness as
historical records do. Thus the commensurabilitinieen theater and history in Yang Shen’s
ballad-narrative expresses both lyrical lament tlee transience of human existence and the
attempt to achieve immortality through writing apdrformance. Jia Fuxi and Gui Zhuang
transform Yang Shen’s views of history as a pupipeater in the aftermath of political turmoil.
They mix the sarcastic, playful rhetoric of thedter with their anger toward corrupt politics and
lyrical lamentation over the Ming, making the faflthe Ming a tragicomedy. Jia Fuxi’'s ballad
narrative is full of irony and invective. He viewsstorical actors as puppets driven by selfish
motives, creating a curious dialogue between tlebcation of his own pursuit of self-interest
and his morally based criticism of history. Hisisabf Chinese history as a puppet theater and

his lament for Ming collapse form an interestingnitast. Without resolving the incongruities in



his value system and writing style, he ends uprtegpto the rhetoric of theater to detach history
from moral judgments. An important point of compan is Gui Zhuang, who attempts to
reestablish justice through writing, making his l&l narrative a powerful weapon against
injustice. He regards history as a puppet theatdrtlae historian as a puppet player, because the
idea not only allows him to be the creator andrprieter of history but also gives him the
expressive freedom that is impossible in histoapgry. After offering clear-cut judgments of
good and evil as the historian/dramatist, Gui Zlguands his narrative by claiming to transcend
the theatrical world and to become a fishermanvemadcutter in the lyrical world.

In the last chapter, “Writing, Dreaming, andrfiag: Redefining Time and Space,” | examine
early Qing literati's attempt to redefine time amsdace in the context of political turmoil,
focusing on their portrayal of the Peach Blossonrirfgp—Tao Yuanming’'s (3657?-427)
imagination of an idyllic utopia—in literature anghinting both as a lyrical space and a
theatrical/fictional space. | draw on Zhang Dail$97-1684) essay, Dong Yue’s (1620-1686)
essay, poetry, and novel, and Xiao Yuncong’s (1568B3) twelve album leaves bhndscapes
(1645) as examples. In Zhang Dai's essay on thendal of the Peach Blossom Spring, the
Peach Blossom Spring is different from any placehe world because it does not have a
calendar and is therefore independent of dynakticnology. He imagines creating the calendar
of the Peach Blossom Spring that follows the rhythfmature to regulate time that is otherwise
regulated by the dynastic calendar, the symbohefauthoritative sociopolitical order. The new
calendar redefines time, and redefining time is ay wf escaping the current sociopolitical
circumstances. Creating imaginary space coincidés eveating imaginary time, and dreams
best represent the combination of both. Dong Yaérd to have made a calendar for dreams

and calls himself the historian of dreams. JusthasPeach Blossom Spring is isolated from



dynastic time and history, Dong Yue experiences@ardeives time and space differently in his
dreams. The expansion, distortion, and duplicatbrspace in his essays on dreams parallel
lyrical space in his poetry and fictional spacehis novel The Tower of Myriad Mirrors
manifesting variations of the Peach Blossom Spaing reflecting the dreamer’s desire to create
a realm beyond the chaotic human world during tieastic transition. The construction of
variations of the Peach Blossom Spring is closelgted to the tendency of early Qing literati to
interpret history and politics in pictorial spadaspired by illustrations to drama and fiction,
Dong Yue wants to draw illustrations ®hiji. The result is not painted images, but verbal
descriptions of historical actors and events metahwsing into the momentum of mountains
and the movements of rivers. His cross-media inagin of history indicates the significance of
pictorial space in understanding history.

My dissertation tries to portray a large pietaf early Qing literary culture by analyzing the
ways in which the aesthetic sensibility connecteddtama and fiction permeates poetry and
prose. My study encompasses “high” and “low” litgrgenres as well as visual culture. It
examines works by southerdigngnar and northern literati who have not received sigft
attention from scholars, as well as the less knawarks of famous writers. This investigation of
overlooked sources fills a gap in scholarship anohdlens our understanding of early Qing
literary culture and early Qing innovation in théni@ese poetic tradition. My dissertation
contributes to current scholarship on the traumilioly collapse and its transcendence in early
Qing by examining different groups of literati wieoshoral and historical choice coincide with
their reinterpretation of the influence of dramad diction and their unprecedented cultural
experiments. The questions my dissertation addsesise have a larger significance. How new

life is breathed into an old culture in the ageso€iopolitical conflicts and crisis is an issue of



central importance for many cultures in today’s oiThe relationship between trauma and
writing is a common theme across many differenasua research. The ways early Qing literati
define themselves and respond to traumatic expmsehy cultural expression find parallels in
the reaction of twentieth-century Chinese intellats to national crisis and also provide a basis

for dialogues with many other cultures facing sangituations.



Chapter One

Lyrical Self and Theatrical Self: Mapping the Laey World in the Early Qing

This chapter lays the groundwork for the disgem with a survey of the different
perspectives of early Qing intellectuals on the mrags of writing and being a writer in the
context of political turmoil. | take the great Canfan thinker Huang Zongxi (1610-1695) and
the renowned novelist and playwright Li Yu (16118@%p as the representatives of two groups of
intellectuals. Huang Zongxi, representing the “ramtrsubjects”yimin) loyal to the fallen Ming
dynasty, appropriates late Ming aesthetic sensikaind gives a moral twist to it. He claims that
avowing loyalty to the fallen dynasty and endursugferings are ways of asserting a moral force
that renews Chinese civilization. He revolutionitles orthodox Confucian poetics of gentleness
and restraintwenrou dunhoufiZ#/£) and encourages early Qing literati to expressnisg
emotions held in check in Confucian self-cultivati®y infusing moral significance to the late
Ming cult of passion, he constructs the conceptdna lyrical self that perseveres in the
confrontation between the self and an alienatingipal reality in terms of intense emotions and
moral commitment. At the other end of the spectrumYu represents a group of literati who
insist on the ornaments and pleasures of literaliuee, and in doing so seem to defy the
traumatic experiences of the dynastic transitiog. r&sorting to dramatic impersonation, the
cultural trend reflected in and heightened by theat culture in the late Ming, and by invoking
Daoist and Buddhist discourses of negating selfhbedconstructs the conception of a theatrical
self and claims to banish suffering and achievepimgss in role play. The tension between the
conceptions of lyrical self and theatrical self glls the tension between Huang Zongxi's

moral-political engagement and Li Yu’s playful deianent.



Viewed from historical hindsight, the culture oétlate Ming is analogous to an overripe fruit,
with its incipient decay exuding an intoxicatingara. The culture itself had reached maturity in
many fields, represented by the literati's sopb&Bd reflections on individuality and
subjectivity, and the heretical alienation from ttlassical tradition. However, this cultural
maturity preceded the fall of the Ming Dynasty, itirg the early Qing literati’'s debates on the
moral obligation of culture. Was the fall of the idi dynasty a consequence of the late-Ming
culture, which celebrated passion and sensuality] eadically assessed the authoritative
tradition? Or, was it mere coincidence that a ¢el&o indulgent of subjectivity was followed by
the political failure of the Ming government? Inngeal, should culture concern itself with
morals and social responsibility? Why does a calfrgreat accomplishments—represented in
unbridled subijectivity, a profound suspicion of taarity, and exquisite taste—herald moral
decadence and political collapse? What moral agpex can be taken to culture? These
guestions perplex great minds in many cultures Vuidpering significance both in the past and
present day. The early Qing intellectual and litgréigures in this study addressed these
guestions as their primary concerns. The early Qiegti, as bearers of the defeated, conquered
late-Ming culture, had to face the traumatic consage of the Manchu conquest, which lent

tragic intensity to their reflections on the mooligation of culture.

Suffering and pain are key words in the e&lgg literati’s writings that discuss the moral
obligation of literature and literati. For exampgyi Zhuangi#iit (1613-1673), a heroic leader
of the underground anti-Qing resistance, diffeaetd minor misfortunes from greater
misfortunes. According to his view, personal migioes such as unfulfilled aspiration and
poverty are minor compared to the fall of the cognbnly when poets experience both minor

and greater misfortunes can they create works hlase far reaching significance, because

10



misfortunes lead to frustration, which further atimites to great literary worksLike Gui
Zhuang, a group of early Qing literati who regardieemselves as the remnant subjects of the
Ming Dynasty ennobled suffering and pain and aited moral value to them. For them
inheriting the defeated culture and bearing thel$taps of being a representative of the defeat

culture was a way of displaying moral force, a éoticat breathed real life to literature and art.

Both minor and greater misfortunes are socially politically contingent. The remnant
subjects’ focus on the suffering that is causeddugiopolitical vicissitudes led their eyes to the
external world, where alienating sociopoliticalatebns created unending pain. The remnant
subjects’ pain was essentially the confrontationwken the individuated selfhood and
sociopolitical relations. However, human being® dlave to confront socio-politically irrelevant
pain, the ephemeral yet boring life, the dissatisfam to one’s own being, the anguish to one’s
disfigured body and lack of talent, the unexpeeted of happiness, loss of the desirable objects,
torment of illness, and inevitable death, all tixéstntial pain that even the best historical era
and government cannot evade. Undoubtedly, thame much thing as a clear watershed between
the pain caused by sociopolitical reasons and gudlitically irrelevant pain, since they are
often intertwined. The fact that the remnant suisjecere occupied with the political trauma
during the dynastic transition let them intertwieestential pain with sociopolitical pain and
interpret the interior life from a sociopoliticaégspective. At the other end of the spectrum, the
literati who inherited the late Ming theatrical twuk interpreted the interior life from a more
personal perspective. They paid more attentionxtstential pain than sociopolitical pain and
believed that the key to happiness was to transtemdoncept of self by means of role play.

The question posed to both the early Qing liteaat later critics is whether exploring existential

! Gui Zhuang, “Preface to Wu Yuchang's Poetry Coltett % 4% 555, in Wang Yunxi Fi#EE and Gu
Yishengi#i % 4, Qingdai wenlunxuam 18 it (Beijing: renmin wenxue chubanshe, 1999), p. 133.

11



pain in an era of political cataclysm a form of iwn@ and irresponsible historical escapism. Are
the literary works that are amoral are simultangomsmoral when moral sensibility dominates
the time and literary arena? In this chapter, Il wi¢lineate the early Qing literati's two
conceptions of the relationship between suffering lierature, trace their respective manifestos
back to the late Ming culture, analyze the ways rehg their conceptions innovate on the

traditional Confucian poetics, and hope to answese questions.
Discourse on Suffering and Solitude in Early-Qingtiigs

The most ardent spokesman of the literary staits of the early Qing remnant subjects is
Huang Zongxiz 523 (1610-1695), one of the three prominent thinkarshie early Qing (Two
others are Gu Yanwii% it [1613-1682] and Wang Fuzhi %2 [1619-1692]. He wrote a
large number of prefaces to the literary collectidoy his friends and relatives, declaring the
moral power of writers and writings. To be a mavaiter, according to Huang Zongxi, means to
be a solitary and often isolated individual. In greface to his younger brother Huang Zonghui’s
woi e (1622-1680) poetry and essay collection, writted 674, thirty years after the demise of
the Ming, Huang Zongxi coins an epithet the “sojitanan” @iren [ A\) to describe Huang

Zonghui’'s character.

He is firm and upright, unable to humble himse#; ik lofty and honest, unable to get along
in the world. He is what the ancients call the taojj man, lonely and proud, lacking
confederates. He is narrow-minded, so he cannetaia himself as well as others. He rejects
others because of his solitary character and iresantment, wandering about and weeping at
the top of mountains and the bank of rivers. Eveugh he is impoverished in his life, his
writing will survive after his death. In this wayoimor and humiliation are balanced. ...
Zewang is one of those whose body may be bentwhase words cannot be suppressed, as
Su Shi put it. Zewang represents a deviation fribenalti.

2 The idea of the “three great thinkers” of the e&Ing is a relatively late formulation. It is esaly so for Wang
Fuzhi. His ascension to prominence is due to tfartedf the late-Qing Hunan scholar-officials. S@a Chunyan

Z%%#E, Qingmo minchu de wanming xiangxial#giA EHI ¥ B 4E & (Beijing: Beijing daxue chubanshe, 2008),
chapter one.
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BHA/N, SEMAGRED, BEMAGEEE, MR, S PrREk A, KERIAZEY,
AR H A HPLIHA N, ViRm0 K2 B, ... Bpat e as s, HREARA AR
B, TPRRFEMATT. L ERTIEE RTINS AR E L FE, B NS
YAz 5,
The literal meaning adiren is the “narrow-minded man,” but Huang Zongxi ues seemingly
pejorative term to emphasize that Huang Zonghuwdstut among people by his lofty character.
The intellectual source of this term can be foumdhie “singular man®# A\ from Zhungzii:¥-.
“The singular man is singular in comparison to otimen, but a companion of Heaven. So it is
said, the petty man of Heaven is a gentleman amuatg the gentleman among men is the petty
man of Heaven. i A%, Wit NfiRIAR, #E, RZ/AN, AZBT, AZBT, RZ/AN*The
singular man departs from the normal value systerhmatches the principles of Heaven. He is
disapproved by the majority, but is the companibrihe higher moral authority. The solitary

man is a seventeenth-century version of the simnguén. His distance from the world suggests

his criticism of the moral decline of the world.

In addition, the description of the solitary mgintegrity and pride, as well as his experience
of wandering around and weeping in the remote alesly echoes the image of Qu Yuaik,
the wronged and exiled minister in the Warring &aPeriod, who lamented his unfulfilled
political aspiration in terms of writing. Though thoQu Yuan’s works and his upright
personality had been worshipped since the firsturgrB.C., when Sima Qian] &51& (1457-907?
BC) included his biography i8hiji (Records of the Grand Historiaitiic), Confucian historians

and literary critics had consistently criticized Qwan as the one who was too proud and

% Huang Lizhou weniji& %431 4, ed. Chen NaigiaBf /3% (Beijing: Zhonghua shuju, 1959), p. 336.

* Zhuangzi vol. 6 “The Great and Venerable Teachdt’:fifi, in Zhuangzi jishijt 745, edited by Guo Qingfan
258 (Beijing: Zhonghua shuju, 1961), 3.273, Burton ¥éat's translation.
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resentful to be worldly wiseHuang Zongxi, however, deliberately selects thie sif Qu Yuan
orthodox Confucians had disapproved to indicatedmsspproval of those who dominated the
literary and political arena at his time. The solt man is not willing to compromise his
principles to please the world, nor can he tolethtse who lack moral principles. The moral
significance of the “solitary man” becomes even enclear if we view it in the political context
of the early Qing, when many Chinese scholar-afecieft from the Ming court betrayed the
former dynasty and surrendered to the new ruled wahen officialdom was filled with
sycophants, who “engaged in social connections \aithingratiating smile and a pleasant
countenance’f 4 x4 L)L % EM.° The early Qing remnant subjects, with whom Huaoggdki
and Huang Zonghui identified with, were a small uyroof people who chose to alienate
themselves from the political center, and some lodw participated in underground anti-Qing
movements. Their self-exile was a deliberate gestfikeeping distance from the majority who
succumbed to the political power, economic beneditsl temptation due to their lack of
commitment and loyalty. Gu Yanwu describes the iietanature of the majority in one entry

titled “Words Are Deceitful”>tE# A in hisRecord of Daily Knowledgel %1.

In Chinese history, no one’s writing is more ddagithan Xie Lingyun’s. Next to Xie
Lingyun is Wang Wei. ... Is there such a thing amgea great man and yet serving the
enemy? Now there are people who had sold themsaivdse enemy (literally, those with
different surnames) at the moment of destitutiam, who made speeches of loyalty after
being rejected by the enemy. There are also peeptse names had been sullied by being
registered in the illegitimate regime, but wholstdmpared themselves to Xie Lingyun and
Wang Wei. | think they are even worse than Xie #Wahg. At the end of the dynasty, human
feelings are more and more deceitful, and theynateashamed of their writings. Therefore,
there are people who wrote the Song of PluckingWén the morning, but were exhilarated
to receive the imperial call at night.

® For instance, Ban Gu¥ [ (32-92) “Preface to Lisadfi &+,

® Huang Zongxi, “Preface to Huang Fuxian’s Poefl*% /% ¢, in Huang Lizhou wenjip. 343.
" Two ancient recluses, Boyi and Shugi, sing thegSufrPlucking Vetch to express their loyalty to i@ Dynasty.
SeeShiji, vol. 61.
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This entry shows Gu Yanwu'’s consistent suspicibthe moral integrity of Chinese literati. It
begins with Gu’s criticism of Xie Lingyun (385-433nd Wang Wei (699 or 701-761). Xie
Lingyun was a scion of the great Xie clan of thestEm Jin (317-420), but he did not resign
from the post when the Song (420-479) replacedcEtdstern Jin. His official career in the Song
was full of ups and downs. He was accused of pigta rebellion because his hauteur and
persistent neglect of duty offended the local nisafis. He resisted arrest with armed force, and
was exiled to the far south, where he was eventeaiécuted for being involved in a rebellion.
Disillusioned with his career in the Song, Xie Lynip suggested his loyalty to the Eastern Jin by
praising the loyalty of Zhang Liang (d. 185 B.Cndd_u Zhonglian (ca.305-425 B.C.) in a poem.
“When the state of Han was destroyed, Zhang Liaxeyted himself to revenge Hah/Lu
Zhonglian was shamed by the attempt of the kin@iof to proclaim himself emperdt./They
were men of rivers and oceans. /Their loyalty mowesh of noble character# -7 58, &7
AR, AETTEA, BEHH T Wang Wei was caught up in the An Lushan Rebel(it55-
763) and forced to take office in An’s regime. WHeyalist forces retook the capitals, he was

sent to prison, but “his career was saved by a pleerhad written in captivity expressing his

8 Huang Ruchendi i %, Rizhilu jishi H 418548 | vol. 19, p. 852.
% SeeSongshuk &, vol. 67.

9 The ancestors of Zhang Liang were officials of Hafhen Han was destroyed by Qin, Zhang Liang irgeni
assassin the King of Qin to repay Han. Sééi, vol. 55.

' When the Qin army invaded Zhao and the king of iended to proclaim himself emperor, Lu Zhonglian
declared to the general of the state of Wei that \@duld present a threat to all other states ifking of Qin was
allowed to proclaim himself emperor. Lu Zhongliaarguaded Wei to help Zhao against Qin, and Qinfar@gd to
retreat. Se&hiji, vol. 83.

12 Quoted inSongshuvol. 67.
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loyalty to the Tang*® Gu Yanwu denounces the discrepancy between te#fipmclaimed
loyalty and their inconsistent behavior, thinkirgit words are deceitful. Next, he rebukes the
deceitful words and the discrepancy between rdehtions and words in his contemporaries’
writings. He takes Xie Lingyun and Wang Wei as tharors images of lots of late Ming
scholar-officials, who either played loyal to thang in writings after they were disappointed
with the new regime, or submitted to the Qing bompared themselves to Xie and Wang to
suggest that their surrender was against their Wik harsh criticism is directed to the most
prominent scholar-officials of the time, includir@ian Qianyi &5k (1582-1664) and Wu
Weiye %f#3 (1609-1672). While serving as president of the rBoaf Ceremonies under the
Prince of Fu, Qian Qianyi surrendered to the Gffighough he soon retired, expressed nostalgia
for the fallen Ming in writings, and even supportettlerground anti-Qing resistanCehis brief
service for the Qing won him the stigma of “twiengng official” & . Similarly, Wu Weiye
was forced to serve the Qing briefly in the 1658e. felt great guilt and anguish for the
experience all his life. At the end of his life, imeote, “Suspending my death, | have lived in
dishonor for more than twenty years. /How can aclep my sins now?Z 5t & H & és, 49k

BE B B2 Had Gu Yanwu read Wu Meicun’s remorse, Gu mightehthought that Wu's
words served to gloss over his fault. Gu Yanwueaidf writing requires that words should be

consistent with deeds. He detests those “who wiheteSong of Plucking Vet¢hin the morning,

3 The Cambridge History of Chinese Literatuvel. 1, p. 321.

14 See Kang-l Sun Chang, “Qian Qianyi and His Placélistory,” in Trauma and Transcendence in Early Qing
Literature, pp. 199-201.

15 Chen Yinquél 5 1%, Liu Rushi biezhuait1/2& 5%, chapter 5.
®Wu Meicun quanji A} 44, 20. 531.

Y Two ancient recluses, Boyi and Shugji, sing thegSafrPlucking Vetch to express their loyalty to i@ Dynasty.
SeeShiji, vol. 61.
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but were exhilarated to receive the imperial caetlight.” Following the same logic, he must find
it difficult to tolerate those who had submittedth® Qing but repented their early decision. In

Gu’s view, the majority of people are fickle.

Huang Zongxi believes that only a few remnsuibjects possess moral integrity which he
calls the “primal airyo4 or the “Yang air’fz4. “The primal air does not lie in the masses but
in solitary individuals. It does not lie in thosén@venjoy bustling excitement and prosperity, but
in those who endure silence and solitud@Xd A~ 27 11 5 0 25 A 8, AS 23 s B3 11 25 7 4 5 18
Here du % has double meanings: minority and solitude. Aceydo Huang Zongxi, moral
power is in the hand of a small number of marga®aipeople who can endure to live in solitude
and use solitude as a moral gesture to refuseutieedf sociopolitical benefits offered by the

Qing court*®

Huang Zongxi's term the “primal air” or the &vig air” means both the moral quality that
defines the remnant subjects and their writingsthedsociopolitical impact their writings evoke.
Huang Zongxi believes that Huang Zonghui’'s writingpresent the “Yang air” that has the
power to fight the “Yin air”, the evil force of théegitimate regime. The fight between the two
parties is described to be like thunder and stéWhen the Yang air is below, confined by the
Yin air, the clash between the Yang air and Yingaes birth to thunder. When the Yin air is
below, shrouded by the Yang air, they roll aroumtdé storm” 5% & ~, EEHH, HI%Mm A4S,

SRLE R, Bz, RIEm SR E. Huang Zongxi's speech suggests that the “Yang air”

8 Huang Zongxi, “Inscriptions on Lu Shenggian’s RPpeollection” 2 [ T-55 4 /8 /%%, in Huang Lizhou wenjip.
368.

19 Zhao Yuanti[# has discussed the cultural phenomenon of solitudiee early Qing, focusing on Wang Fuzhi’s
F k2 phrase “I would rather depend on myself than depmnthe massesH 3 A1 H %, seeMing Qing zhiji
shidafu yanjiud i B+ KRBT (bat: dERURS M, 1999), p. 57-72.
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embodied by the remnant subjects is suppresseldeb@ing government, hence the “Yang air”
below the “Yin air.” He compares the “Yang air” this weak state to the fragile ashes of reed
membranes that are put in the pitch pipes to dettidearrival of seasons. Ancient Chinese
calendar uses twelve pitch pipes and the ashe=edfmembranes that are put in them to decide
the arrival of twelve months. It is said that wiee “air” of each month arrives, the ashes of
reed membranes inside the corresponding pitchwilbdly out of it, thus predicting the arrival

of the monttf° Like the ashes inside the pitch pipes, the “Yaingseems invisible and of no
importance, but it has a latent power that predists upcoming change. Once the right time
comes, Huang Zongxi suggests, the “Yang air” emdgmbdiy the remnant subjects will be
released from the confinement, triggering a fighitAeen the virtuous and evil, and changing the

world with frightening power.

Huang Zongxi’s idea of moral power embodiedabigw solitary individuals is rooted in the
early Qing historical context. It also has its itetual origin in 1% century Confucianism.
Huang Zongxi once concludes the core of his teatherZongzhou's#%|52 i (1578-1645)
teaching as watchful solitud&’%. Liu Zongzhou was one of the leading Confuciankbrs of
the late Ming, who committed suicide by fasting fimenty-one days, when Nanjing, where the
Southern Ming government was located after thediaBeijing to the invading Manchus, fell in
turn, thus confirming his teaching of Confucian algorinciples in his personal choice. Huang

Zongxi explains watchful solitude in this way:

Scholars need to confirm the substance of theuraatlearly and guard it all the time, and
they would achieve the watchful state. The skilbefng watchful lies in having control. The

master of our consciousness is our intentigis If we are one step away from the root of our
intentions, we are false, and we no longer havieusigl.

*° Fan YeHou Han shui#:, vol. 91, p. 1236.
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Solitude is a parameter of morality in that theeimiton &, which is in charge of consciousness,
must be in a state of solitude. Liu Zongzhou hifegplains the meaning of watchful solitude in
many ways. The following quote by Liu Zongzhou tates that the knowledge of good and evil

is intrinsic in the intention. In other words, timention directs moral judgment.

The discussion of the mind in Ti@reat Learningis that the mind has anger, fear, happiness,
and anxiety. These are original substance of thmelmiihe discussion of the intentions in the
Great Learningis that the intentions like good looks and dislided smells. Like and dislike
are the original omens of the mind, and it is fritke and dislike that anger, fear, happiness,
and anxiety come from. Therefore intentions areirisic in the mind, rather than the
revelation of the mind. Th&reat Learningalso points out that the original omen of
intentions is innate knowledge that makes a distinchetween good and evil. This is why
intentions cannot be fooled. Therefore innate keolgk is hidden in intentions, rather than
rising from intentions. Th&reat Learningfurther points out that the original omen of irmat
knowledge is the thing that is created (by the Wayl is given form (investigated by the
mind). This is called solitude.

KEBZ FOW, FIZHE. 2, g8, EEmd. i, ozit. HEEW, RIRFTa,
MR, R, HORYIZH, BIUEZ AR, HoSEERG, B rEn . s e
WY, RMERMEMEBZAmMT, WA ATREW . BomnE, EE P,

SU AR I B, R R e, TR H. 2

The reason that Liu Zongzhou and his disciple Huaoggxi emphasize the moral capacity of
the intention is that they are aware of the harnciuhsequence of Wang YangmidgrH B
(1472-1529) famous instruction at the Tianquan @idnd intend to make a moralistic revision
of it. Wang Yangming’s instruction is:

In the original substance of the mind there is istirtction of good and evil.

When the intentions become active, however, sudibtanction exists.

The function of innate knowledge is to know good ail.

The investigation of things is to do good and reeevil.
MERTOZM, GHABEZE), MEMEL B, AELTEREKRNS

# Huang Zongxi# 52 3%, Mingru xuean¥iffi % (bt F#EE R, 1985), vol. 628K111%: %, p. 1514.

22 g fE % vol. 62, p. 1519.
#“The Colloquy at the Tianquan BridgeX s % i& T, translation is fronBources of Chinese Traditiowol. 1, p.
850.
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This instruction tends to polarize the school ofigy&angming, with one wing emphasizing the
importance of moral cultivation and the other, itie spontaneity. The latter believes that the
innate substance of the mind transcends good aihéray that natural spontaneity rather than
conscious moral effort is the characteristic of #age®* Liu Zongzhou and Huang Zongxi
repudiate the second interpretation of Wang Yangisimstruction, which they believe is under
the influence of Chan Buddhism and immune from mogaponsibility. Liu Zongzhou avoids
the distinction of the intention from innate knodde in Wang Yangming's teaching,
confirming that the intention as well as the mihding directed by innate knowledge, is capable
of making moral choice. By saying that “the oridiremen of innate knowledge is the thing
investigated by the mind, and this is called sdkt(i he attributes the ultimate origin of morality
to solitude. Solitude is the basis and substandbeothing, innate knowledge, intentions and the
mind. Therefore, “If we are one step from solitudes are insincerefi & —5, & AA;
“There is no such thing as the loss of the mindcéOwe leave the state of solitude, the mind is
lost” 0 fEAET:, {HEEBALE 21T .2° Huang Zongxi's statements that the intentionstlaeemaster

of human consciousness and that the practice ofybslitude resides in the intentions follow

the same logic. To recapitulate: morality is readizn the state of solitude.

Discourse on Solitude in Late-Ming Writings
Huang Zongxi’'s description of the “narrow-mindeolitary man” turns “narrow-minded”
from a pejorative term to praise and therefore n&a& the traditional value system. His idea

inherits the late Ming literary discourse on lit€saproud isolation that is often disguised ag-sel

2 3ources of Chinese Traditiop. 850.

B fE£ % vol. 62, pp. 1521 and 1527.
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deprecation. In his “Preface to the Erotic andSkrange Storiest% # 4w/, Tang Xianzu;#itl
(1550-1616) claimed to be an ignorant m#nt: struck by the strangeness of the stories of
anomalies, who was different from the open-mindexhiii A whose broad knowledge inhibited
them from appreciating unusual things. The opendetdihmen’s dislike of unusual things echoes
Confucian teaching of not talking about wonderds aaf force, disorder, or the gods. By
claiming to be an ignorant person indulgent ofstawies of wonders and the gods, Tang Xianzu
distanced himself from the orthodox Confucianisne predicted and dismissed Confucian
scholars’ disapproval of his standpoint, “The whgkeneration disagrees with me, | in turn
consider myself to surpass the whole generatiotit /A a] 4x, 478 A — it 2

The stories of anomalies Tang Xianzu advocatelllde drama and fiction, genres that had
gained more and more popularity in the late Midwgracteristic of unrestrained imagination and
elaborations of fictional events. The period wisezsthe development of such popular genres as
drama, fiction, and miscellaneous story challending authority of poetry and essay. Tang
Xianzu's contempt for the orthodox Confucians, whevoted themselves to the more
respectable genres such as poetry and essay, tedliaashift of attention to the new genres
among the most talented late Ming literati. So mprgctitioners had got their fingers into the
writing of poetry and essay that the prestige ekthrespectable genres became shaky in the late
Ming. Feng MenglongfZ#E (1574-1646) sharply pointed to this situation is ‘tPreface to the
Rule of Drama” i ## /& : “Poetry and essay have been overflowing in theeme times.
Practitioners of these genres don’t have naturgecto them, nor are they barely learned. Their

writings are like dogs barking and donkeys neighifigey would even be ridiculed by the stone

% Tang Xianzu quanjiz#EtH 44, ed. Xu Shuofandf:¥# 77 (Beijing: Beijing guji chubanshe, 1998), vol. 50.
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on the cold mountaff. They are sickly garrulous, making delirious ragnand competing with
each other to put their writings to the case ofgha of bitternedd However, not many people
have got their fingers into writing drama. Isn’biécause that they take drama as a miner thing
and do not bother to write it, and therefore itlehare not borédand it luckily escapes them?”
AR Bifa #, 2 O, TR, BORA L, RIREENS, W& L2 A, W2, FIeiig s 44
P, BUEE D, BAELUEEVN A, SOREM %77 In a fable fromZhuangziff 7, it
is said that the sovereign of the center of theldydhe Primal Whole#i, died after his two
friends bored seven holes in his body with goodntiobns of making him the same as men who
have seven holes for seeing, hearing, eating asattong. Like the Primal Whole, poetry and
essay died in the hands of incompetent writers miheed the natural beauty of these genres, but
drama and fiction survived because the lesser mimggisoned by the orthodox Confucian
teachings had not been able to realize their imapod. Obviously drama and fiction became the
fields left for the open-minded and talented literbut the stigma of unorthodoxy lingered. It
must be under this context that the writers sucliaag) Xianzu, who ventured into the popular
genres and foresaw the orthodoxy literati’'s scdirie endeavor, acclaimed the value of his
works through a mask of self-deprecation.

It is not a coincidence that the discoursedaitude also appeared among the literati primarily
working on poetry and essay, two genres filled vntitators. The poetic arena was so crowded

that the talented literati either refused to pg#tte in it, or denied its convention while

" Tang dynasty poet Cold Mountaitanshans 11 was famous for being colloquial.

% The case of the sea of bitterness refers to tise ¢hat contains banal writings. Wang Dingb&gE 14,
Tangzhiyan/# 4 5, vol. 12.

% This is an allusion to a fable #huangziit 1, vol.7, “Fit for Emperors and KinggE# .

30 Cai Jingkang 5 2, Mingdai wenlunxua] {83 3#i% (Beijing: renmin wenxue chubanshe, 1993), p.368.
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participating in it. A poet’s acclaimed solitudbetefore, was both a literary and social gesture.
For Yuan Hongdagi 7 1& (1568-1610), the second and the most influenfigh® Yuan brothers,
who held the banner of the Gongan School of poeatmgal poet’s solitude was associated with
playfulness, an attitude of looking down upon poeirthodoxy and poking fun of it. He
criticized poetic orthodoxy as the vulgar custgifs, something shared and followed by the
majority, and encouraged his literary friends teéhthe eye beyond the world, instead of being
immersed in it* The vulgar custom refers to the phenomenon afliteimitation that had been
popular since the antiquarians’ call for restorangeient literary models in the Hongzhi reign
(1488-1505) and Zhengde reign (1506-1521). In Iigeface to Mr. Zhonglang’'s Complete
Collection” HhHg %444 F, Yuan Hongdao’s younger brother Yuan Zhongdadi& (1570-
1623), illustrated that playfulness was Yuan Homgslavay of subverting the constraint of the
vulgar custom and of being indifferent to the judgnhof the world.

His poetry and essay such as “Brocade Sail” andsébgagement” aimed to destroy

constraints, therefore there are occasionally plaghrases. It is also because he was so

talented that he was brave enough to overlookutlgment of the world and to simply say
what was on his mind.

JeERESCUNGRIL. MR, BAERE AN WA, WA EEREE, TR AR, MO T BOR,

WILAT R B E . %

Also, Yuan Zhongdao pointed out that the ré@rdti such as Yuan Hongdao were not
entangled in the world~3zitt 2 4244 and that they were stubborn, free, and alone sirfuto
engage with the ordinan§id -, M5k, ASELE &/ {0, Etymologically the ternxiehangiH

i describes the way in which birds fly up and dowangd from its basic meaning are three

extended meanings, “equally matched or antagoniserratic phrases,” and “stubbornness.”

3L “Reply to Li Yuanshan2s 53, Mingdai wenlunxuanp. 330.

%2 Mingdai wenlunxuanp. 341.
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Given the fact that one meaning xiEhangis erratic phrases, Yuan Hongdao’s stubbornness
suggests a capricious deviation from the normal efayriting. This is whyxiehangis followed

by “free and alone”(dulaiduwangf& %2k ) in Yuan Zhongdao’s description, a term implying

that the real literati such as Yuan Hongdao arepeddent of what the majority take as the
normal. Yuan Hongdao’s way of deviating from theamal way of writing is to use playful,
erratic phrases that defy the convention of poéthys echoes the image of Dongfang Skudy
1 (154-93 BC), the Western Han official known for bigarre jokes to admonish the emperor.
Xiahou Zhan'sE i (243?-2917?) “Verse on Dongfang Shuo’s Portrait)s &% explains
Dongfang Shuo’s playful way of dealing with the Vdoas follows.
The righteous way could not be used; thereforeoo&dd down upon the world by erratic
phrases. If one looked down upon the world, he ot leave useful lessons; therefore he
displayed his moral principles by candidly admoimighthe emperor. If one had moral
principles, he could not live in safety foreveretéfore he pleased others by being funny.
HHATLLVEITE, W DL, AT DL, SO AR AR, B ET A AT DA A,
LT AN R
Just as Dongfang Shuo whose bizarre jokes won Hiraseeputation of the court jester was
different from serious scholar-officials, so Yuanorigdao, by infusing unconventional
playfulness to poetry, differentiated himself frdns contemporary poets. Dongfang Shuo and
Yuan Hongdao adopted the same principle of inctersty. It was an expedient way of survival
in the court for Dongfang Shuo, whereas a way oiding followers’ banal imitation for Yuan
Hongdao. In either case, inconsistency indicatesomaformity.
Yuan Hongdao innovated on the orthodox poetryerms of playfulness, but his imitators
soon picked up his innovation and ruined it. YudioZgdao ridiculed that they imitated Yuan

Hongdao only to turn his innovative poetry that Wihs fresh spring water to poor copies which

reminded people of water flowing from manure sag.the imitators lost themselves in imitation,

33 yerse on Dongfang Shuo’s Portraif /7 ] i %, WenxuanZi%, vol. 47.
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Yuan Hongdao had already got rid of his former igtstyle and moved forwardf. Tan
Yuanchun# t# (1586-1631), one of the founders of the Jinglimhpd®l| of poetry, addressed
this point in his “Preface to the Sequel to Mr. Yiuzhonglang’s Collectionz H B 26 A4E 44 .
Real literati from the ancient to the present aneags confident, but they always regret their
faults. When everyone learns the same thing aslliftre rivers were pouring out
simultaneously, one must have his own opinion. Evenmost powerful judgment and the
most eloquent speech cannot persuade him to chasgeind. When everyone follows him,
he goes forward. When everyone competes to intiigatevriting and circulate his writing, the
real literatus examines his writing in terms of hetural intelligence, and begins to regret
what he has done...
HAEXNEAEE, TMTEAEN. RS, Sx B8R, mREE R, M
PO, ARG, BRAR/IKE, REEREE, Birmand, mE X ANEKE R,
CilE ...
For Yuan Hongdao, to be great meant to be misutwtets because his followers never
understood his principle of inconsistency and tfugee were always one step late. In Tan
Yuanchun’s portrayal, Yuan Hongdao was a reflectmand, who first defied the poetic
convention, and then transcended his own defiadiseconfidence of writing lay in having the
courage to regret what he had done. Yuan Hongdagi®t was a reflection of his intellectual
power of being ahead of his time, and an eterrfaba¢ of being accompanied by the mediocre
majority.
If Yuan Hongdao’s playfulness and inconsisyem@s one way of showing superiority to
mediocre poets, reclusion and aloofness was ther,otmd this was the way adopted by two
leaders of the Jingling School of poetry, Zhong gkiii{® (1574-1624) and Tan Yuanchun. In

his “Preface to Destination of Poetr§# &7 /3, Zhong Xing claimed to “go alone and wander in

the darkness beyond the worldf: =i T2 2 4. He described Tan Yuanchun as having

3 Yuan Zhongdaoi i, “Preface to Mr. Zhonglang’s Complete Collectior Hf 2% 4= 4> % 5, Mingdai
wenlunxuanp. 341.
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lonely and outstanding mind and intentioms»#t 2, 4|5 7. * In Zhong Xing’'s “Preface to
the Pavilion of Asking the Mountairiifj 1L 5%/, he claimed that things were valued when they
were alone) i1 #%F. Being alone was a value, because being alone sigghbeing unique.

A poet was like a plant. A solitary poet, like aeglant, won himself fame by the fact that he
barely appeared in front of the mortal eyes ofgghblic. The idea of seclusion is even suggested
in the name of Tan Yuanchun’s studio, “Simple andtdnt” f§i%. For Zhong Xing and Tan
Yuanchun, a poet was not forced to withdraw fromiety because of sociopolitical frustration
(though Zhong Xing indeed was forced to leave tbétipal arena as a victim of political
factions), but took solitude as a self-imposed dyp@mt and a precondition of becoming a great
poet.

The Jingling School’s idea of the solitary poethe contemporary world was in conjunction
with their desire to befriend ancient poets andiszover their true spirit. Their desire to search
for the true spirit of ancient poets is exemplified the project of compiling two popular
anthologies of classical poetigstination of Classical Poetryi 7 andDestination of Tang
Poetry f555%. Tan Yuanchun's “Preface to Destination of Poeti§f /¥ vividly describes his

intense emotional engagement with ancient poets.

The words that really flow from one’s natural ifigggtnce often stand out on paper, never
being in company with other words. The writer wlas lihis own eye focuses his strength and
concentrates his thoughts in order to emulate tiseeats, and he feels that the ancients, with
their bright pupils, gaze back at him from paperlf.a writer entertains a solitary mind and a
solitary goal, he will definitely have his nametlasone from the ancient to the present, and
will refuse to have his name spread in the empdin€kere is only one or two readers, who
appreciate his writing, admire and feel lost fag Writing. His writing is like the beacon fire
on an empty valley. Smokes of the beacon fire gpwards like a thread swaying in the wind,
sometimes dispersed, sometimes collected, sometbr@sen, and sometimes connected.

% Zhong Xing, “Preface to Poetry of the Studio ofrithle and Distant Hallf#i 4 % 52, Mingdai wenlunxuanp.
357.
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When the wind stops and the smokes are connetiedntokes can blur the moon and stars,

and be blown to the far distance.
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This is a manifesto of poetic solitude. In Tan Yelam’s view, both the ingenious ancient poet
and late Ming poet were solitary. Similarly, th#igenious words stood out, unrivaled by other
words. The immediate communication between thespiein the past and present was achieved
in a mutual gaze. The late Ming poet, in his pevatudy, focused his thoughts on the words
written by the ancient poet, whereas the anciemt peturned his gaze from the paper, and
mutual recognition was like lightning shining thgbuthe darkness around the late Ming poet.
The solitary poet was satisfied to have a singlener@ of mutual recognition. His influence was
like a thread of smoke swaying in the wind, willitggbe ignored by the whole world except a
few empathetic minds. When the time of mutual rett@n came, his far-reaching influence
would overshadow the light of celestial bodies. ¥Wisamost impressive of Tan Yuanchun’s
description of mutual recognition between the amicaand late Ming poets is his imagination of a
flash of light set against the vast darkness. Tdr&reess signifies the world solitary poets refuse
to be mixed with, whereas the moment of light digeithat solitary poets across time find great
illumination in each other.

Qian Qianyi, the most learned and influeniaét and scholar during the late Ming and early
Qing, recapitulated the idea of the solitary poetlbscribing the conflict between real poets and
their mediocre contemporaries.

What is admired by ordinary people is laughed apbgts. Ordinary people scold those who

live in sad destitution but are still sharp, cajmis, arrogant, and eccentric; however, poets
praise them. What is sought by ordinary peoplehisneed by poets. What is loathed by
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ordinary people is loved by poets. Poets are aisxwloen praised by ordinary people. Poets
are happy when ordinary people are angered by\réing.

A P, Maf NDAZSE: BERA, BHEE, 252, R pranmd, mErA
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The quote is from Qian Qianyi’'s preface to his iglikc Feng Ban'si¥t (1602-1671) poetry
collection, written right before the fall of the Mj Dynasty. It reveals the fact that real poets
cannot get along with the world. It is predictatwehear one say that poets are different from or
superior to most people, but saying that poets spgo most people in all the feelings and
judgments indicates the great tension between thieenincompatible value systems beheld by
the two sides, disillusionment of the poets with World, and their deliberate estrangement from
the world.

As analyzed above, the discourse on solilndate-Ming writings shows two directions. On
the one hand, a group of adventurous late-Mingalitevho devoted themselves to popular
genres such as drama and fiction claimed to b&asglibecause the orthodox Confucianism that
disdained popular genres still prevailed amongliteeati. On the other hand, disappointed by
banal imitation in poetry, the leading poets of pexiod took poetic solitude as a rhetorical
strategy to distinguish themselves from the meediaoiajority. The Gongan School and the
Jingling School were spokesmen of this trend. Yhimmgdao distinguished himself by using
playful and erratic phrases in poetry. His innomaton poetry by infusing playfulness into it
echoed the popularity of drama and fiction, becalagfulness was an indispensable feature of
plays and fictions of this period. The poetic sali# of Zhong Xing and Tan Yuanchun involved

their withdrawal from society and their attempthliefriend the ancient poets instead of their

contemporaries. Solitude was both a trait of ticemracter and the style of their poetry. As we

% Muzhai chuxueji 7 #1444, vol. 32, inQian Muzhai quanji¥#i7s4=4 (Shanghai: Shanghai guji chubanshe,
2003), vol. 2, p. 939.
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will see later in the paper, two directions of thecourse on solitude have great influence on the
discourse on solitude in early-Qing writings, asllves the construction of lyrical self and

theatrical self by the early-Qing literati.

Moral Emotionalism

| want to return to the discourse on solituafethe early-Qing remnant subjects. To be
different and detached from the majority was prifyia literary choice for the late Ming literati,
but for Huang Zongxi and Gu Yanwu, solitude hasahsignificance. In either case, we see the
challenge against the orthodox Confucianism, theflicd between solitary writers and the
dominant value system, and the belief that literagsthetic, and moral superiority belonged to
the minority. Solitude suggests a negative relatath the political power. It also indicates a
turn of introspection and an attempt of soul sdagchin this sense, the remnant subjects who
chose to be literarily and morally solitary repr@ste counterculture.

Just as the “solitary man” is not an admirahtedel required by the Chinese literary tradition,
the style of his writing is at odds with the Con&ucideal that poetry should be happy but not
too extreme, lamentable but not s&ifi 4%, w1 44%.3" Huang Zongxi indicates that Huang
Zonghui’'s writing features extreme sadness whicigainst the Confucian teaching of balanced
and controlled poetic feelings.

Zewang's poetry and essay are lofty, severe, fachieg, and pure. Take the mountain

analogy, it would be a sheer cliff and a valleyumed by ghosts. Take the sound analogy, it
would be the cry of gibbons and a stork coughing laughing like an old maif.Take the

37 AnalectsifiEE, 3. 20.

% This is an allusion to Su Shi%i “Account of Stone Bell Mountaini#1L5C. “A falcon roosting on the
mountain, hearing the sound of human voices, rgssuddenly in alarm, screeching in the clouds. &heas also
something like an old man coughing and laughinthenmountain valley i il b ##88, RIABR &R, BiEE
B, MAEHZAZHET LA HE, SRR,
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water analogy, it would be a waterfall splashingsoattered rocks. Take the ground analogy,

it would be a battlefield covered with broken tuewéeds and withered grasses, and a

desolate palace on a wasteland where solitary onylsTake the music analogy, it would be

the mutated zfi? note and broken strings.
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The music analogy Huang Zongxi uses to describenglugonghui’s writing illuminates the
political implications of poetic sadness. Music gumalitics are always associated in Confucian
interpretation of music and poetry. Ancient Chingsaitatonic scale has five notggng =,
shangpd, jue 1, zhi =, andyu 4, plus two half notes mutateati %12, and mutatedjong%# = .
Mutated is set against propahéngik). If zhengdescribes the stability of a government and
society functioning properly, a stability that isanifest in the tone of the poems and music of
that age, mutated represents a devolution, in wiiehgrowing imbalances in society manifest
themselves in poetry and music. The “Great Prefaoethe Classic of Poetryasks readers to
read the mutated not simply as manifestations ofaimdecline, but rather as responses by
virtuous men to the problem of moral decliffeBy making an analogy between Huang
Zonghui's writing and the mutatezhi, the note evoking sadness, Huang Zongxi sugghsts t
political turbulence of the early Qing and Huangngbui’'s response to it in writing. The
expressive images Huang Zongxi uses to describedidanghui’'s writing style, the desolate
landscape, mysterious sounds made by animalseftds, and ruins, imply the political

turmoil of the early Qing and the writer's despaid indignation. “The tones of an age of

turmoil are bitter and full of anger; its governrhén perverse. The tones of a ruined state are

% Ancient Chinese pentatonic scale has five najesg, shang, jiao, zhi, yplus two changing notes, mutatehi
bianzhiand mutatedjong biangong

“0Huang Lizhou wenjip. 336.
“1 See Stephen OweReadings in Chinese Literary ThoudBambridge: Harvard University Press, 1992), p. 47
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filled with lament and brooding; its people aredifficulty” ALt F220I%, HEGE. B2 &
LU, HRH.* The quote from the “Great Preface” to tBlassic of Poetrysummarizes the

underlying political message in Huang Zonghui’sting.

The idea that best literary works are creamdten dissatisfied writers pour out their
frustration and anguish in the writings has a lamggory in Chinese literature. Qu Yuan stood at
the beginning of the genealogy of frustrated wsiteSima Qian offered a terse formulation for
this mode of psychology in his “Letter in Respots&en Shaoqing#{F /i, “Most of the
three hundred poems of tl@@assic of Poetrywere written when the sages poured forth their
anger and dissatisfaction. All these men had alirapkn their hearts, for they were not able to
accomplish what they wished. Therefore they wrdteast affairs in order to pass on their
thoughts to future generation. %% = 1554, JHE B S 2 B A E . th A B & A Friiss, A9
HiE, Mok, kg, The formulation emphasizes the tension betweesahes and the world
that wronged them, underestimated their talents] astopped them from fulfilling their
aspirations. Underlying it is a social criticismmard the political authority that controlled the
fate of the lettered men. Admittedly, not all thepenents of this association of frustration and
literature had political message in mind. Confugasgl that theClassic of Poetryould be used
to express resentmef#t**, but in his view resentment is a generic term,nmestessarily linked to
political dissatisfaction. Zhong Rorig!4 (ca.468-518), the literary critic in the Six Dytias,
discussed the poetic expression of resentment plynfom a literary perspective in his
“Preface to Gradations of Poets! /7. He said that lonely people, such as those on exile

war and those who lost the beloved ones, got cdrafat relief by expressing their resentment in

*2The “Great Preface” to th@lassic of PoetryTranslation is fronReadings in Chinese Literary Thought 43.
3 Sources of Chinese Traditiowolume 1, p. 372.

4 Analects 17.9.
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poetry, which, in this context, was interchangeabitéh sorrow. Literary critics from the later
ages often emphasized the evocative power of possentment/sadness, making new
formulations that poems of frustration were nafyrauperior to those of happiness. Their
discovery that sad poems were more appealing thapyhones stimulated poets into writing
poems about sadness regardless of their real dgselihan Yu#i# (768-824), in his preface to
the theJingtan Exchange CollectiofiiiEE 15, a collection of a number of powerful officials’
poems, ridiculed these socially privileged poetstimg sad poems simply for the appealing
effect of sad words. “The tone of placidity is plawhereas the sound of lament is subtle; it is
difficult to have a fine speech of happiness, wasr is easy to write good works of sadness.”
RS2 F vk, T RGB 2 3 0b, B 2 Bl T, g% 2 = 5 17.% Literary critics were troubled

by the dissociation of sad words and sad feelimgs desired to rebuild the link. Their idea is
that only poets in destitution can write poems ttatvey sincere sadness, and the more destitute
is their life, the better is their poetry. The peptsadness and anger inside the poets would give
birth to social criticism that defines great poet®uyang Xiulikf% & (1007-1073), the poet and
scholar of the Northern Song, summarized the idghe pithy axiom: “A poet must be destitute

to write great poetry%s # ifif% 1.

Sadness, sorrow, resentment, and anger ar@tatise emotions from the perspective of
Confucian poetics. Though they are not denied etnypand in many cases they are the essence
of great poems, the existence of these emotiopsétry is contingent on appropriate occasions,
and writers and readers are often required to aehaatharsis through writing and reading

poems with intense emotions. As Zhong Rong put the “Preface to Gradations of Poets,” the

** Quan Tang werf:J# 3, vol. 555, p. 5629.

6 “preface to Mei Shengyu’s Poetry Collectiof#=>% fir i 4 .
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poems of resentment can “make those in destitdiorase and those in isolation get rid of
lament” {§ %318 5 %z, v EERS.* The ultimate goal of writing and reading poetryitdsachieve
ease and happiness. Poetry that does not seeknfortoeaders but instead provokes pain, anger,
and sorrow needs justification. Political turmasl one occasion that justifies these negative
feelings that otherwise should be avoided. The weba the poems by Zhong Xing and Tan
Yuanchun in the early Qing exemplifies the appraterirelationship between politics and
extreme literary expressions required by the Caafupoetics. Qian Qianyi harshly criticizes
their poems that feature the sad sound and chilt SEZ €, saying that they remind readers
of ghosts®™ The accusation is that the sad and apparitionabspphere of their poems prophesied
and even obliquely led to the decline of the Mingpakty. On the other hand, the critics who
desire to redeem the poems by Zhong Xing and Taandhun claim that their poems
appropriately responded to the decline of the Migygasty and thus represented the virtue of the
poets. Zhu Helingk#5#% (1606-1683), a scholar of classics and poetry liweal in reclusion in
the early Qing, in his preface to tlellection of Cold MountaingE 114, a collection of poems
from the Tiangi ki reign (1621-1627), Chongzheg 11 reign (1628-1644) and onward,

justifies the sad and desolate poems of Zhong AmyTan Yuanchun.

The world despised the style of the poems of Zh¥ing and Tan Yuanchun, saying that they
represented the taste of ghosts, the symbol of,vead the tone of the declining state. ...
Their poems are actually what is said to be then¥te. ... It is said in “Yueji” that the sound

of strings is sad so as to establish the uprighirad® ... When the Yu mode is played on
strings, the sound is undulating and subtle, lagkatacidity. This is the so-called “tenuous

and rapid” sound in “Yueji™® ... However, this is not the fault of musicians gmakts.

" Cao Xu® i, ed.Shipin jizhus 54275 (Shanghai: Shanghai guji chubanshe, 1994), p. 47.
*8 Liechao shiji xiaozhuad| #5545 /M, p. 570.

9 uyyeji” R, in Liji zhengyiitit 1F X (Beijing: Beijing daxue chubanshe, 1999), vol.39.

O “yyeji” i, in Liji zhengyilzd iE X, vol.38.
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Sounds and tones communicate with the fate of tidwe,sand stir individuating nature and

emotion. ... These gentlemen (Zhong and Tan) liveanirage that lacked restraint, and they

experienced the devastation of the war. Therefbey twere grieved by everything they

encountered. They had pure mind, and were provtikbdve intense feelings in the poems. It

is appropriate that their poems are resentful,yarigmentable, and sad.
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Zhu Heling compares the poems of Zhong and Tasatbmusic, and admits that their poems
lack peace and placidity valued by the Confuciaditron. However, following the logic in the
“Great Preface” to th€lassic of PoetryZhu Heling points out that the redemption of thes
poems lies in the fact that they did not triggex dlynastic decline but instead responded to it and
the response reflected their moral integrity. lhestwords, the sad and desolate style of their

poems is not simply a literary choice, but a maotalice to the political turmoil of the late Ming.

Zhu Heling’s reading of the poetry of thegling School and Huang Zongxi’s interpretation
of Huang Zonghui’'s poetry reveal the connectionmigen the Jingling School and the remnant
subjects. Both the Jingling School and the remrsajects identify real poets with solitary
individuals and advocate the sad and desolate stypeetry. The poems of the Jingling School
and the remnant subjects rebuild the link betwesnt-pp sadness and sad words that was lost in
the poet’'s opportunistic use of sad words. The esgion of unchecked emotions in their poems
is justified, because it appropriately respondghi political and moral decline of the time.
Following the same logic, the remnant subjectsifyusheir own poems that convey sadness,
dissatisfaction, despair, and anger, and theredogeat odds with the Confucian tradition. The
time is unusual, so is its poetry. The remnant exttbj thus redefine the orthodox Confucian

poetics of gentleness and restraint, indicating tha poems with extreme or even violent

*1 Qingdai wenlunxuanpp. 59-60.
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emotions have moral power unfound in the poemsdbatply with the teaching of gentleness

and restraint. Still, Huang Zongxi is the most ekt spokesman of this idea.

Nowadays everyone’s discussion of poetry is basedndividuating nature and emotion.
However, one’s individuating nature cannot be bhtugut unless it is smelted until
impurities are removed. They think that the Cordacteaching of gentleness and restraint
means that poetry should be complacent and frdilsdence the feelings on the poet’s mind,
so they keep on writing poems that are like sicknméwe follow their idea, among the
growth (spring), harvest (autumn), cold (winter)dameat (summer), only the growth and
harvest are gentle and kind, but the cold and heatnot; among joy, anger, sadness and
happiness, only joy and happiness are gentle amd, kiut anger and sadness are not. In
addition, poets must be idle and unbridled, livorgthe mountains and looking at the lakes,
occupied with nothing; their studios must be lodateelegant and clean places, with tea pots,
incense burners, copybooks of calligraphy and faypaintings; when we enter their studios,
we must feel idle as if we were seeing the windr ¢lre cloudy forests and oceanic mountains.
It is true that when Confucius deleted poems fromGlassic of Poetryhe preserved such
pieced as “Accomplishment and Happiness” and “isite Mound.” However, those pieces
in the Classic of Poetrywith such a lingering effect that we can nevegérall fall in the
category of the mutatdéngand mutatega. ... (They are) not different from the balmy wind
coming from the south, nor are they different frime feeling of stepping on the ice and
frozen to the marrow. The anger in them makes eeéds if seeing sudden lightning and
shooting rainbow. Pent-up sadness in them grieses ©nly through this development from
agitation to tranquility can they (poets and poetms)called gentle and kind. ... My friend
Wan Zhenyi has experienced hardships and desttutibs will has been tempered by
hardships so long that every scenery and objectrfe®unters touches him and becomes
poetry. ... Poetry is the revelation of his indiviting nature and the primal air between the
heaven and the earth.
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In the above quoted “Preface to Wan Zhenyi'®tBo Collection” & ¢ —&§F, the most
impressive part is Huang Zongxi's dialogue with t@enfucian principle of gentleness and

restraint. The term gentleness and restraint dipgtears as a descriptive word of character in the

*2Huang Lizhou wenjip. 363.
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Confucian classic, thRecord of Ritegg7t, which quotes Confucius’ saying that tGéassic of
Poetry teaches the people of one state to be gentle iaadH A tHiE 2T, %1% Kong
YingdafL#iE (574-648), a Confucian classist of the Tang Dypnastplained in his exegesis on
the Record of Riteshat theClassic of Poetrywas gentle and kind because it remonstrated the
superiors by tactful analogy. Thus the principlegehtleness and restraint referred to both a
cultivated personality and a suave way of engagirgplitics in terms of tact. In a society where
smooth human relationship was the primary concéethocal and philosophical teachings, it is
no surprise that the principle of gentleness asttamt occupied a prominent position. However,
Huang Zongxi notices that the emphasis on cultigagentle and kind character through poetry
makes Chinese poets reluctant to express whattisesnmind and their poetry lack of forthright
force. In other words, sophisticated refinementifaes the expressive power of poetry. Huang
Zongxi's discovery of this defect of the Confucigoetics stimulates him to redefine the
teaching of gentleness and restraint by expandisiginplications in order to incorporate
opposite elements. The teaching of gentleness estdamt naturally evokes qualities such as
control, grace, and tranquility, but Huang Zongmcarporates into it intense emotions that
disquiet or provoke readers. He knows that men witihmon sense would prefer spring and
autumn to summer and winter, and would look forfagss instead of sadness, but he wants to
challenge such an inclination. His reinterpretatanthe teaching of gentleness and restraint
includes emotions that are not usually put under riboric of gentleness and restraint. He
summarizes his reinterpretation in a concise seetefOnly through the development from
agitation to tranquility can they (poets and poebeskalled gentle and kind%#; LAHAI -, 75

Al EE 2 R FEUEAR. Without opposing the basic principle of the Comdimcpoetics, Huang Zongxi

%3 Liji zhengyj vol. 50, p. 1368.
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rewrites it in terms of a dialectical thinking. Hisinterpretation of the Confucian poetics of
gentleness and restraint combines the traditiowafi@ian principle with its negation and thus

enriches the meaning of the poetics of gentlenedsestraint.

The literary model that best represents HuAaggxi's reinterpretation of gentleness and
restraint is the “mutated air§%/# and “mutated odes# . “Airs,” “Odes,” and “Hymns” are
the three main divisions of tl&assic of PoetryThe “mutated airs” and “mutated odes” refer to
the pieces in th€lassic of Poetryhat are believed to be written as the virtuoust’'saesponse
to an age of moral decline. The legitimate stafufi® “mutated airs” and “mutated odes” in the
Confucian poetic tradition is predicated on the suah political circumstances in which these
pieces are written. Huang Zongxi links the “mutat@ds” and “mutated odes” with his
reinterpretation of the Confucian principle of deness and restraint, saying that the “mutated
airs” and “mutated odes” represent real gentlenadsrestraint through the expression of intense
emotions. He takes the “mutated airs” and “mutatees” as the ideal model of the principle of
gentleness and restraint, because of the politicadoil of his own age, as well as the tension
between the “mutated airs” and “mutated odes” &edorthodox Confucian poetics. By adopting
the “mutated airs” and “mutated odes” as the ideadlel, he challenges the orthodox Confucian

poetics while complying with its basic principle.

Just as the early-Qing remnant subjects inlikbdtlate-Ming discourse on solitude, so the
celebration of intense emotions has its root inl#te-Ming cult of passion. Huang Zongxi’'s
description of the evocative power of the “mutadéd” and “mutated odes” is adapted from the

late Ming scholar and writer Jiao Hofigi: (1541-1620).

Most of the good poets in antiquity were exiledsemtful scholars and officials. They were
frustrated, so they wrote poetry to reveal theimtpg emotions and express their grievance.
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This tradition was established by Qu Yuahisaa. Isn't it true that poetry is not the vocation
of those who are powerful and wealthy, but those vahe impoverished and frustrated?
Poetry is nothing but a place where people lodge tratural intelligence. If one is not deeply
moved, his emotion is not deep. If his emotionas aeep, his writing cannot stir the reader’s
heart, nor can it be transmitted to later genenatiwith far-reaching influence. When we
examine the poems Confucius deleted fromGlessic of Poetryit is not that the poems that
talk about high positions and good salary wereamobng them. However, those pieces in the
Classic of Poetrwith such a lingering effect that we can nevepgérall fall in the category
of the mutatedengand mutatega. From this we can know the way of writing poetry.
MR, REABL, AMIEZN, DLUEILEH, MmHAF, R ks. S5k
SRR S, T B R B ? Sk, ANZMBEZrarth. HHEARE, AIEARE,
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Jiao Hong’s discussion brings us back to the itl@a the poet’s frustration contributes to great
poetry, but after a recapitulation of this ideaatieibutes intense emotions and evocative power
to the “mutated airs” and “mutated odes.” This isoJHong’s revision of the traditional link
between frustration and great poetry. Influencedth®y late-Ming cult of passion, Jiao Hong
believes that frustrated poets respond to suffewity deep emotions that make great poetry
possible. While emotion in Jiao Hong’s discussioggests romantic feeling, Huang Zongxi uses
the compound “individuating naturekifigging to replace it in his preface to Wan Zhenyi’'s
poetry ollection, thus locating the basis of poetrythe poet's moral character. This is made

more clear in Huang Zongxi's “Preface to Huang B8 Poetry”s % 5:5% 7, written in 1679.

What emotion do people nowadays have? Their emaidetermined by the situation, which
is further contingent on the time. Their sobs arekps are superficial. ... However, their
learned mind that is formed in illusion disappears immediataihat is on their mind and

represented in their sound cannot be said to bdi@mao.. It is not that the poetry written by
people nowadays does not come from their individgahature; it is that they have no
individuating nature from which poetry comes.

>4 “preface to the Collection of the Studio of ElegBntertainment’ff{ 414£ %, in Mingdai wenlun xuanp. 246.

%5 Learned mind¥ > is the opposite of innate knowing %! in neo-Confucianism. It refers to consciousness
acquired through contact with the external world.
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Here emotion and individuating nature are intergfeatle. They are both based on morality, and
for Huang Zongxi morality means a faithful commitmh¢o a cause, regardless of the change of
time and place. He uses the criterion of authdmtigito define emotion. Individuating nature is

authentic emotion that is not changed by situations

Huang Zongxi’'s celebration of the straightfardl expression of authentic emotion in poetry
is undoubtedly linked to the time when politicatrwil disquieted the scholars and literati. This
is not an age for aesthetic appreciation of beaarng, consequently Huang Zongxi criticizes the
traditional persona of poet, the one epitomizethany late-Ming essays and poems that depict
the poet’'s sophisticated life style. As Huang Zanggticules in his preface to Wan Zhenyi's
poetry collection, the poet was said to be so atld aloof that he had nothing to do except
appreciating landscapes, and his taste was sdid so exquisite that his life was occupied with
nothing but the finest forms of arts. Huang Zongaints out that the peaceful days were gone,
so was the indolent, complacent poet who enjoyadee arts. The early Qing remnant subjects
unanimously record the cataclysmic upheaval ofafe and attribute moral value to it. In his
preface to Jin Jieshan% /1 1li poetry collection, Huang Zongxi writes: “Thundeltsoburned
pagoda trees. Heaven and earth were frightenedytBugy that was destroyed and rocked made
resentful and sad sobs, occupying our ears likestlumd of the wind and springs. How could
Jieshan not be touched? He would write all of themhe mutatedeng” FHER M, Kith K&, &
Wz hiEEE, Z22MAE WA E, NEERWIESR. LR EEF2 i —— B DL AsE

J&.>" That thunderbolts burned pagoda trees and heawérearth were frightened comes from

*® Huang Lizhou wenjip. 343.
" Huang Zongxi, “Preface to Jin Jieshan’s Poetty/: LLi5% 5, in Huang Lizhou wenjip. 361.
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Zhuangzi In Zhuangzithe turmoil in nature is analogous to one’s gmalitdisturbance caused by
his attention and attachment to the external wdddllowing the analogy goes the typical
Zhuangzi teaching that one should forget the canckpelf and banish the attachment so as to
reconcile with the world and achieve mental freeddrust as Huang Zongxi's redefinition of
gentleness and restraint makes a twist of thetioadl Confucian vocabulary, his appropriation
of the Taoist vocabulary reverses the Taoist te@ctRather than free from the external world,
in Huang Zongxi’'s description the real poet sewslyi feels the turmoil, eager to be agitated and

stimulated to write poetry about the world thafiuik of the resentful, sad sobs.

Huang Zongxi’'s gesture of embracing the polittcamoil and all the sufferings along with it
comes from the belief that sufferings can refinenho nature. In his preface to Wan Zhenyi’s
poetry collection, Huang Zongxi makes an analogyvben refining one’s individuating nature
and smelting gold. “One’s individuating nature cainhe brought out unless it is smelted until
impurities are removed#iH|: 2 B RS 8k < &5 25, RITERE AN . The idea conjures up a passage
from Zhuangzi “So now | think of Heaven and Earth as a greatdae, and the Creator as a
skilled smith. Where could he send me that wouldbmoall right” 4> — DL K i 2 k4, DLk 24
Kig, BT #7° The Zhuangzitext suggests that one should be resigned to ishiat
come, so the pain of being smelted in a furnadests However, Huang Zongxi’'s metaphor of
smelting gold does not celebrate calm resignatocapricious fate, but instead emphasizes his
belief that one’s individuating nature is benedih surface as gold is mixed with other metals or

jade is hidden in a stone. Smelting/refining orieividuating nature is especially comparable

%8 Chapter 26, “Waiwu¥M), Zhuangzi jishiilt 748, edited by Guo Qingfa#ili # 7% (Beijing: Zhonghua shuiju,
1961), vol. 9, pp. 920-23.
%9 “Dazongshi” K 2fifi, Ibid., chapter 6, vol. 3, p. 262, Burton Watsamznslation.
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with the metaphor of polishing jade in Chinese silas In the ancient story of the Jade disc of
He, Bian He who discovered a piece of jade storktbaendure a series of pain and suffering
before the precious jade inside the stone wasljimakealed®® In Huang Zongxi's view, the
political turmoil during the Ming-Qing transitionoostituted the crucible of adversity for the
remnant subjects, who sloughed off less admiralelments of their character as impurities are
removed from gold or the precious jade is takendd stone. In addition, the idea that one’s
individuating nature is hidden coincides with tlaetfthat human existence is so limited that it
needs to be broadened by unusual circumstancaesc&8dlrmoil is valuable because it releases
the poet’s talent from the confinement of everytiey In his “Preface to Uncle Chen Weian’s
Poetry” i 2 {175 ¢, Huang Zongxi writes: “Poetry must come from ongldividuating
nature. When one has not tasted all the bittessiitides of life, his understanding of the world
is limited, and his individuating nature is lialite be buried (beneath daily life). Even if poets
live in the same time, those who have experientdétiavicissitudes of life and those who have
not are different. Those who have experiencedhalicissitudes of life are faithful whereas
those who have not are fragiléfsf v 218, MG H, N MR, HH O 2 8ok, RIHE

PR, 55 25002 B8 2 e A, LR A SR, RS2 AR A s e 2 e . ©°

Following the similar idea that political turnhés valuable, He Yinsur 414 (1606-?), a poet
and literary critic who lived in reclusion afterettall of the Ming dynasty, claims that he is
pressed to have his individuating nature by dedstituduring the Ming-Qing transition. “At the
moment of the dynastic fall, all the calamities paped at the same time, and numerous

anxieties gathered. | suffered hunger and cold,darfted from place to place. | was pressed to

% The story of Jade Disc of He has many versions.mibst popular version is foundttanfeizi%#: 7, vol. 13.
1 Huang Lizhou wenjip. 345.
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have my individuating nature, and only then coutdthieve profundity in my poetryt¥{# 5%,
SR, EE R, OLSEEE, B, et R, %2 Du JuntliE (1611-1687), another
recluse after the fall of the Ming dynasty, claithat one’s intelligence is stimulated by bitter
vicissitudes of his life. “The ancient writers migstame from privileged families. They were
studious and thoughtful. They must have experienaddersity and hardships. They had
misfortunes in their lives, or failed in their cars, or even suffered destitution like fluttering
tumbleweeds and floating stalks. Hardships madethe tenacious as those born to humble
families. Only after that could they have theirelfigence stimulated and their talents refined.
Then their words were worthy of being passed terlgenerations. %G Rt 2 F%, £ HR
REWMGEZ AT o, BHEFRERE, O ERMITERE, s iR, st EgEsk, £imEiRm
FENTH, FZEZ M, HEUEI, —asER, MRAa DLMIEHIaN, Sk A M, HIZF 2
%145 % These speeches resonate with a famous passagé/iouius “When Heaven intends
to confer on a person a great responsibility gtfiisits his mind and will with suffering, toilgsh
sinews and bones, subjects his body to hunger,sespbim to poverty, and confounds his
projects. Through this, his mind is stimulated, haure strengthened, and his inadequacies
repaired.” MU FERAT R R A0, W 5ew HoO &, S5 H AR, OB, == H &, 1THEL &,

Fir A0 21, % 25 5 BT A3 e.%4 Suffering is the prophecy of future greatness.nglavith the
belief in the painful process of refining human urat the Mencius text constitutes the
fundamental Confucian interpretation of the valisuffering and hardship. Malicious fate is a

test sent to the sages and worthies by Heaventhrandfore suffering testifies to their moral

82 “Instructions to My Sons’r 5, in Qingdai wenlunxuarp. 49.
83 “preface to the Collection of the Hall of Honeatyd Simplicity” %% % £/, in Qingdai wenlunxuanp. 106.

% Mencius 6B:15, in Jiao Xurf:f, Mengzi zhengyi%i T-1E % (Beijing: Zhonghua shuju, 1987), vol. 25, p. 864.
Translation is fronSources of Chinese Traditiomolume 1, p. 155.
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integrity. The political upheaval during the MingnQ transition allowed the remnant subjects to
identify with what is said itMencius The only difference is that the great responigybieaven

confers on the remnant subjects is not to achielidqal accomplishment, but to be a great poet.
Suffering has value because it brings out one’sviddating nature, refines it, and makes it the

basis of great poetry.

Concomitant with the discovery of the moralueaintrinsic in suffering is the tendency to
glorify it as an aesthetic entity. While Huang Zgngnd other remnant subjects emphasize the
bleak situation, they never complain about thesforiunes, but instead see hope in misfortunes.
In his preface to Jin Jieshan’s poetry collectidnang Zongxi ascribes lyricism to his depiction
of the awe-inspiring picture of the political turihddy making an analogy between social
upheavals and overwhelming nature. His idea desgeltspm the traditional poetics that
frustration gives birth to great poetry and echtwes celebration of suffering in Confucian
classics. Huang Zongxi suggests that political tifreleases masculine strength repressed by
the Confucian cultivation. Zhu Heling elaborateg idea by associating suffering with the

beautiful scenery of autumn.

From now on the fragile becomes sturdy, the mogstomes dry, and the delicate becomes
strong. Flowers and fruits are preserved. Togethey make the majestic and splendid
scenery. Ginkgoes, maples, and tallow trees blofben &rost. Red leaves and green shades
are mixed and luxuriant. When we face them, we ébdl; when we look at them, we are
dazzled. This is indeed a magnificent sight ofweld. Had the frustrating air of autumn not
pierced their bones with cold force, how could tlaehieve such magnificence? It's strange
that nowadays people only appreciate charming @saghd delicate willoWdswaying in the
spring fields, but don’t know that the frozen treesl cold mountains that look like paintings
and beautiful brocade are more graceful and pleéasanThose that fall lead to substance.
Those that are hidden are storehouses of essence.

HAMME R, HEEE, BEED, RUSUR, 4Nk, MENIE, SEER, a2y, =
ZGG, B EMIE, BZH AR —TFR T OEWAERE . AR, Rz ),

% Charming peaches and delicate willows are alsaphetrs for beautiful women or prostitutes.
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HATLAMG IR EPERSZ NAERIRBR IS, BRYAFIE ;ARSI S, J€ L snaE, JCrTil
MA%Eth. ... R¥VEH, TEZHE, BEE, FEIFH.

The quote is from Zhu Heling’'s “Preface to the €olion of Brocade Forestsitk 4 .
Obviously, it is under the influence of the traoital discourse on autumn which associates
autumn with frustrated, unappreciated talents. $Alar the breath of autumn! /Wan and drear:
flower and leaf fluttering fall and turn to decdy;. Heartsick and sighing sore: for the cold
draws on and strikes into a man; /Distraught asdppointed: leaving the old and to new places
turning; /Afflicted: the poor esquire has lost bffice and his heart rebels; /Desolate: on his long
journey he rests with never a friend; /Melanchdig: nurses a private sorrof’’ However, in
Zhu Heling's view autumn lacks the traits of anguidepression, and self-pity in the traditional
discourse. Desolate as autumn is, it promises dulfillment. Flowers and leaves wither and
fall, but they are the overture to fruits. Seedsladden in the fruits, but they predict the hatves
of the next year. Autumn offers what Zhu Helings#he “majestic and splendid scenery” which
is epitomized in the maple trees turning to gorga@a only after the exposure to harsh weather.
Just as Huang Zongxi ridicules the exquisite tastine indolent poet and denies that poetry is
for happiness, Zhu Heling repudiates delicate headtich is represented in traditional poetic
images such as charming peaches and delicate wjllihe images that evoke a sense of languor
and frivolity. What they advocate is a new poetit @esthetic style, with imposing strength,
fortitude, dignity, and a tendency to inspire ath@t is very close to the sublime. If the beautiful
in poetry implies limited scale, femininity, andlidacy, the sublime Huang Zongxi and Zhu
Heling conceive is represented in grand naturditerary works that have the same qualities as

grand nature, and in the noble character of thds® areate these works.

FYEN

% “Nine Changes”/L}# attributed to Song Yt &, David Hawkes’ translatiofhe Songs of the Sough 209.
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Autumn is Zhu Heling’s metaphor for his tinfutumn is an epoch of mutatié#. The term
“mutation” not only suggests political change, Hirig away from the norm, and devolution of
society in Chinese poetics, but it also impliesabacept of cyclic time that desolation will turn

into restoration. The multiple meanings of the dpot mutation explain the repeated references

to the “mutatedeng” “mutatedya,” “mutatedzhi’ by Huang Zongxi and other remnant subjects.

In addition, the term “mutation” also suggests tt@nge of the identity of literati. Huang
Zongxi believes that the “solitary man” represehts deviation from literatic A 2 —%# and that
the writing of “solitary man” is not simply liten& writing. “Even though his writing is confined
and invisible in the world, it would not be simpiterati’'s writing like those buried in Liu Tui’s
tomb of writing®” which would rot to be soil and would be evaporatedurture mushrooms and

funguses. M AN, SAERMRY UK, BAEE, RAZH, CAZNET?

Huang Zongxi’s criticism of literati suggestsat he conceives of new identities for lettered
men. Echoing his suspicion of the excessive refgr@nof Confucian cultivation, Huang Zongxi

replaces literativenrenwith the herdhaojie 24, a term that implies martial spirit.

The spirit of heroes must reside in some vocatisom works of Dao and moral power by
Laozi and Zhuangzi, works of law by Shen Buhai BElaeh Fei, Sima Qian’s historical writing,
exegeses on classics by Zheng Xuan and Fu Qiase$tyy Han Yu and Ouyang Xiu, poems
by Li Bai and Du Fu, down to Shikuang’s music, Galmoujing’s works of calendar, drama
plays by Wang Shifu and Guan Hanging, they are timtawhere their spirits reside. If one’s
spirit cannot find a place to reside, he wouldike & crooked dragon, a crippled tiger, or an
imprisoned warrior. He is repressed, but his arngwimuld heroically break away from
confinement to move the heaven and earth.

ARG REM, ARMITE. A B, P4, Fgzd, HRZAE, #@E 3,

Bt 5, TR B, TR, FEHE. BRI A, B A R T .
Z@;K%ﬁ\)ﬁﬁ%, R FESE R Y, JHLINGE, #EHREE, ZHEEET, Emiis, RSz 8.

7 Liu Tui (821-after 874) buried his writings, lamiey their futility in “Inscription for the Entombent of My
Prose at the Doushuai Temple in Zizhd@# #5555 305 §%.

% Huang Zongxi, “Preface to Jin Xiongfeng’s Poetfifig &% 5, in Huang Lizhou wenjip. 353.
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In this quote, Huang Zongxi breaks away from th@fGoian hierarchy of enterprise. The list of
people he calls heroes includes musicians, astrersgnand dramatists, as well as Confucian
classists, masters of different philosophical sthodistorians, and poets. They devote
themselves to arduous, creative enterprises, nsriffeir unrivalled talent in them, and achieve
incomparable accomplishments. What determines ttadire is not the nature of the enterprise,
but the intensity of their commitment and the dquyatif their work. The term “hero” suggests
irrepressible, intrinsic energy and ambition. Itrezs the mark of the epoch of mutation, when
endless war and violence prohibited heroes fronsyng their enterprise. Huang Zongxi's
belief in savage strength that underlies his gsiticof Confucian cultivation and his celebration
of strong poetic emotion is also seen in his analbgtween hurt animals and heroes. The
tragedy that heroes cannot fulfill their aspirationan age of political turmoil gives them the
same pain as precious animals suffer from bodisfigliration. If disfiguration provokes the
formidable power of animals, the sociopolitical straint intensifies the anguish and courage of

heroes that eventually turn into the power of sufioa to awaken and change the world.

Huang Zongxi believes that another identitgriti should take up is the historian. In his
much quoted “Preface to Mr. Wan Luan’s Poethy)E %4557, Huang Zongxi states that
poetry must be firmly rooted in the historical cinastances and partake of the function of

historiography.

The reason that the heaven and earth were notogledtrand that moral teachings were
preserved against all odds were mostly because thbhe had lost their country let flow their
heart’s blood in their poetry, even as they pedsivéh the morning dew. For at this juncture
historical records had perished. It is fortunat fheople who retired from the world left their
writings in remote regions. Their bitter words wablle hard to be destroyed. Their dedication
flickered in rotten paper and faint ink. They watase in their graves, and fragrance of the
soil rose from the earth. How little is it knowrathwhen historical records perished, poetry
was created?
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MR T UAS, L FUMEfEE, ZATEZAY), MORE, SR, SHR2mt:

2o WiAETHIEM, SEREEEY, JBLIKICE WO IAR B SR gk, JUEETE, HERRE, REREA

SR ETR? %
In Chinese history, official historiography of israpiled by the victors who suppress or distort
historical truthThus poetry must take the place of historical rdsdo save “from oblivion what
is defeated and destroyed, often what is missingpressed, or distorted in the official
historiography compiled by the victoré®.Huang Zongxi's confirmation of the value of poetry
in an age of moral decline requires that the paké tup the role of the historian and poetry
assume the mission of historical writing. The plostorian is what Huang Zongxi calls the

“solitary man” or the “hero,” because the early Qiis the time of action and force and it

demands the heroic courage of the poet-histori@adord historical truth.

From the analysis of the discourse on solitade the celebration of strong poetic emotion,
we see the cultural continuity and discontinuityween the late Ming and early Qing. The
remnant subjects inherit the late-Ming discoursesalitude to develop a desolate style of poetry
as their response to the political turmoil durihg tlynastic transition. This poetic style is clgsel
related to their awareness of the tremendous soldgiopl changes of the early Qing. They
conceive of the period as autumn, an epoch of dgrtgat withesses decline yet gestates hope.
Consequently, they cry out for a new type of liteeand a new type of writing in accordance
with the changes of the time. | suggest using dmntlyrical self to portray the fundamental
gualities of the new type of literati advocated thg remnant subjects and Huang Zongxi in
particular. Lyrical self is the one who distancasidelf from the mainstream value system as
well as the exquisite taste and life style of AterHe embraces intense emotion, but for him

emotion is the synonym of moral commitment. Hersated by suffering, and in turn he pours

% Huang Lizhou wenjip. 346, translation fromirauma and Transcendenge 78-9.
0 SeeTrauma and Transcendenqe 79.
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out his pent-up frustration to writing. By doing, $& challenges the orthodox Confucian poetics
of gentleness and restraint. Lyrical self of thdye®ing is unique in that it is the product of the
moral turn of early Qing literary culture. He takiego account the profound distrust of the
remnant subjects in the credibility of literary wer He is brave enough to take up the mission of
the historian when historical truth is suppressedistorted, so he is closer to the martial hero

and historian than conventional literati.

The Negation of Self and Role Play

In 1671, three years before Huang Zongxi ngitiis preface for Huang Zonghui’s collection,
a book of a completely opposite nature was pubdishs can be known from its title, Li Yu%
8 (1611-1680)ldle Feelings in Casual Expressioiigl# {77 is dedicated to refined taste and
indolent life style Huang Zongxi painstakingly rédes. Li Yu, a professional writer famous for
his novellas and dramatic works, was anything loua@ent advocate of Confucian orthodoxy,
but his distance from the Confucian tradition dat make him an ally of the remnant subjects
like Huang Zongxi. What might have been even win@e the view of Huang Zongxi and other
remnant subjects is that Li Yu’'s idle feelings diok reside in poetry, painting, calligraphy, and
landscape as cultivated literati, but instead @nuatic plays, delicacies, garden designing, and
beautiful women, the tastes that catered to urbaurdgeois citizens and middlebrows, but
scholar-officials might have discredited as trivaald vulgar however much they enjoyed them in
secret. Li Yu’s resurging popularity among Chineagean citizens in the last twenty years bears
witness to the rise of a new middle class as wsek &orm of political escapism that prevails in
this class. His popularity also implies the allévaia of the shame caused by national crisis and
the relief of the anxiety of bearing the burderadofiefeated culture that haunted both the early
Qing remnant subjects and the early twentieth egr@inese intellectuals. The disappearance
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of historical urgency in the last twenty yearsaoLi Yu to exude his charm again, but he was
not insensitive to the pain and suffering loominglos age. However, unlike many others, he

has a curious ingenuity to transform pain into plea.

| was born to distress, and lived in frustratiohrdughout my life from childhood to old age,
there has been no single moment when | was reli€@ely when | write dramatic music and
scripts can | release my pent-up emotion, relieyeamguish, and be able to overstep my
authority to be the happiest person in the word|ihg that the joy of wealth and rank cannot
surpass this, and that whatever we could do irtyeial incomparable to what we could do
freely in illusion. If I want to be an official, would reach the highest rank immediately. If |
want to retire, | would enter mountains and for@sta flash. If | want to be a talented man, |
would be the reincarnation of Du Fu and Li Bail Want to marry the most beautiful woman,
| would be the spouse of Wang Qiang and Xishi.vfant to be an immortal or a Bodhisattva,
the mountain of immortals in the west is rightiarft of my inkstone and penholder. If | want
to be filial and loyal, |1 would be peers of Yao,uBhand Peng Jian. Drama is different from
other genres. If you write an allegory in othermgsnyou must quote ancient books and make
indirect analogies, being cultivated and restrairieden though you have discontent, you
must hold it back. Even though you have greatditetalent, you must only display part of it.
If you are slightly short of a calm temper, or itghiin your talent a little too much, people
would criticize you for lacking the poet’s pointdabeing frivolous. It is difficult to have your
works recited and sung everywhere if you write iheo genres. When you write scripts of
plays, what you should be afraid of is to be tosereed about what is on your mind and
unable to express it to full extent. However, sjeglstraight from your heart is not an easy
thing. Word is the sound of one’s heatrt. If you wmnspeak on behalf of another person, you
should have the mind of him. How could you put yalir in his shoes without the aid of
dreams and spiritual journeys? What does it megutgourself in his shoes? It goes without
saying that you should have upright thoughts orabietf him if he is upright. Even if he has
evil thoughts, you should act with expediency iadtef with orthodox principle, having evil
thoughts temporarily on behalf of him. Make surattyou can blurt out what is hidden in his
mind.

TARRZ T, B2, BIER, BREX, BE&E-Z%E, MHTHihEEHE, JEE
A LARY, MM MR, HEMEMNRREZN, BEERE, H2HABI, RAERZS
Frik Ay, RethZ)sisti e B3, AME, RIMHZIZ MR E WAEUE, R 2 B XA
ks EMEANRA T, BIZAEH . FEZZS: REKBEAEN, BIEELRE. Pz ohe:
AREAIAERS, RIVE R ZE SRS A, e Zmd, QIERBE, s, 5. &2
B b athiEscy, SEss, DAESIME, s, o9k, BARE L.
J\SEA S, ERAEH =T MRAE, EgREAE, RIEERBAZ B, JUHkIEZ G, RAKA
Pl iR, Hal—xK, IIMERSEMAT, S2AF. ZRIRR, HAGTRETESE.
T, LB, AME—ALE, GEAUL— AL HAESE, (TR SRR ? R
SO IR, RE RS M, IR A RSSO R, IRINVE SRMRE, B AR

B i hFE, REOEd.

™ Jiang Jurongl .4 and Lu Shourongfi 2%, ed.,Xianging ouijif4] %18 (Shanghai: Shanghai guji chubanshe,
2000), p. 64.
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The speech is from Li Yu's treatise on dramaldie Feelings in Casual Expressiondis
beginning description of suffering and frustratisnnot different from those by the remnant
subjects, but his attention immediately moves te tipposite direction, from frustration to
pleasure provided by imaginative writing. It is neithout reason that Li Yu has long been
belittled as a petty, vulgar mind. His shamelesmdbnment of individuated selfhood to become
the voices of more preferable human existencesurstpated with an unabashed avowal of
avoiding suffering and frustration that any greatlsmust have courage to endure. Li Yu’'s
treatise on the techniques and intellectual benefitdramatic writing reveals the theory of
dramatic mask. As is pointed out earlier in thegsap group of adventurous late-Ming literati
devoted themselves to popular genres such as drachfiction, showing that drama and fiction
allowed them to explore the imaginative realm ingiloe in poetry and prose. A closer link
between Li Yu and the late Ming discourse on dramatiting can be found in “Miscellaneous
Writing” #&ft written by Li ZhiZ=# (1527-1602), one of the most original thinkerstaf late
Ming whom Jiao Hong impassionedly admifedn this essay, Li Zhi summarizes the principle
of dramatic writing as “seizing the other’s winepcto pour wine on knots in the writer’'s own
heart (pent-up emotionsEfth A\ 2 JF#F, B2 H O 3.

The writer must have had many groundless and stréimggs in his mind, as well as many

things he wanted to say yet feared to say. He Hatlta say from time to time, but couldn’t

find his interlocutors. What he wanted to say caubtibe repressed anymore after it had been
accumulated for long time. Once his feelings wenmadated by the corresponding scene,

what he saw made him heave a sigh. He seized liee'©twine cup to pour wine on knots in
his heart’® He poured out his grievance, and was moved byomisfe a thousand years ago.

"2Huang Zongxi®5%3% pointed out that Jiao Hong firmly believed in Lhi% thoughtsi{& 5 & 2 . Mingru
xuean¥fF % (b5 T #EHF, 1985), vol. 35, p. 829.

" This is an allusion to Ruan Pt in Shishuo xinyu“Knots in Ruan Ji's heart (his pent-up emotions)st be
poured by wine Bt i o), MUANEEZ . Liu Yiging 213, Shishuo xinyut: 355, vol. 23 “Dissipated”
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He wrote the words that were like jades and pedrl®ey were so brilliant that they
illuminated the Milky Way, creating patterns in tblkey. Therefore he was so proud of himself
that he couldn’t stop himself from shouting madigeping, and wailing. He would rather
have readers and listeners of his work grindingy tteeth in anger and wanting to kill him
than having his work hidden in famous mountain #gimmdwn to water and fire. | read his work
as if seeing him in person. He must have beeneeatjustly by the emperor, ministers, and
friends, so he started his own story in terms od@ple’s separation and reunion.
o s R TR g, MR ARt AN B 2, T ER RR IR 22 AR T 5
AT R R, BARMEA, FAReE. —HE AN, i E R, SMAZWN, e
S SO A, BEE T TE. PO EMERR, MRIRRE, AERRE, BRHA, #
FERM, Jmisoe, AReE b, S R ERFEVGERS, ABEE], mENLmnsl, f
IKK o é%%ﬁﬁﬁ%ﬂ, BEHBN, HEROERASETE BN ME, WK a K4

95 Hoding o

XN

This is Li Zhi’'s imagination of the way in whiche writers ofThe Western Chambemnd
Bowing to the Moontwo famous plays from the Yuan dynasty, writeirteasterpieces. The
creative force behind the works, as is repeatedmiayy poetic critics, is the dramatist’s
frustration due to the unjust social relations, botike the poet who writes about himself in
poetry, the dramatist tells his own story by pwjtom the masks of his characters. Li Zhi believes
that the two dramatists write plays because theinghts are too elusive to have a definite shape
and too offensive to be revealed in public. Thdidital character's story sublimates the
dramatist’'s emotion, giving him a tangible and g@table form to work on, but the core of the

dramatist’s creation is his individuated selfhood.

Li Zhi's passionate imagination of the dram&iempathy with his characters reveals his idea
that the talented dramatist is ensnared in evilataelations and that his dramatic writing
suggests the intense confrontation between hiwvitheating nature and social relations. As a
successor of the late Ming discourse on dramatitingr Li Yu continues the association

between the imaginative power of dramatic writimgl ahe hostile world, indicating that the

{T5E, Zhang Wanqik &2 and Liu Shangc®l 2% Shishuo xinyu yizhtit 55 5775757+ (Beijing: Zhonghua shuiju,
1998), vol. 23, 51. p. 757.
" Mingdai wenlunxuanp.232.
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dramatist can take refuge in dramatic imaginatirt,he also moves the discourse to a different
direction by emphasizing the dramatist's happy giigm in his dramatic characters. He is
aware of the limitation of the Confucian poeticsgaitleness and restraint, but he resorts to
drama for literary freedom as well as for an esdapen suffering that is offered by dramatic

imagination and impersonation.

The key to Li Yu's escape from suffering and pursuit of happiness lies in forgetting and
negating self, a concept deeply rooted in the Tawid Buddhist discourse. The pithy maxim “I
have lost myself"&#23% from Zhuangzi”® has been a crucial intellectual source to instruct
Chinese literati to deal with the world. “Losing s&f” means to forget the existence of the self,
not taking the self as the center of perceptiogndmn, and judgment. The result of “losing
myself” is to think of everything on the same leaed eliminate the confrontation between the
self and the world. “Losing myself” is associatedwthe distrust of absolute moral values, a
standpoint advocated [BhuangziZhuangzihas a lot of stories about talented and righteoers
being destroyed due to their talent and moral nittegrhe beginning of the chapter twenty-six
“External Objects™sM/) of Zhuangzilists righteous officials and filial sons in Chagehistory
who are wronged and executed because their chautdebehavior cannot get along with the
world. They are said to have their “mind trussed anspended between heaven and earth,
bewildered and lost in delusion®# % K #h i, /& &y di.° Since “external things cannot be

counted on"7MZANHT 44, the text suggests that we should give up confngnéixternal things so

that “in time all is consumed and the Way comeant@ndf$4fii& #.”” Guo Xiangii% (252-

'S Chapter 2 “The Sorting Which Evens Things Ogit¥):#, Zhaungzi jishivol.1, p. 45.
76 Zhaungzi jishivol. 9, p. 920, Burton Watson'’s translation.

" bid, Burton Watson'’s translation.
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312) and Cheng Xuanyingi % % (ca.601-690), two commentators dhuangzi relate this
teaching of overlooking external things with thencept of “losing myself,” warning that if one
cannot lose oneself he would be caught in the cymlocess of sadness and happiness as the

circumstances chand®.

The world is full of sufferings from the view of Bdhism, and the aim of the Buddhist
teaching is to get rid of sufferings and achievppmaess. Besides all the tangible sufferings,
including illness, death, separated from belovedsprseeking things that cannot be attained,
among others, there are also the afflictive hindearof anger, nescience and so forth, the mental
states that determine the way people perceiveathgitile sufferings and make it impossible for
them to understand the illusory nature of all théfesings. The basis of all the afflictive
hindrances is the attachment to the notion of atueng, inherent self. The Buddhist teaching
emphasizes that human existence is made of thecbwapositional elements, form, feeling,
perception, impulse and consciousness. Form isematie body, and materiality; feeling is
receptive or sensory function; perception refergmages that surface in the mind; impulse is
will, intention, or the mental function that accasifor craving, consciousness is the cognitive or
discriminating functiorl? Since the five compositional elements are impeengnthere is no

enduring self either.

Like many pre-modern Chinese literati, Li Yu mustvé internalized the basic teachings of
Taoism and Buddhism without having to be a resfranist or Buddhist. He does not follow the

Taoist teaching to transcend both suffering andoimgss, nor does he renounce the world to

8 bid.

9 Digital Dictionary of Buddhism,
http://www.buddhism-dict.net.ezp-prodl.hul.harvadil/cgi-bin/xpr-ddb.pl?4e.xml+id('b4e€94-860a’)
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achieve happiness in the Buddhist sense, but l@a tdat happiness lies in forgetting and
negating self resonates with t@@uangziand Buddhist teachings. His idea of forgetting and
negating self is also related to his discoveryhaf power of impersonation. The late Ming and
early Qing literati’s interest in impersonation amde play is a prominent cultural phenomenon
that results from the popularity of dramatic pemiance in the seventeenth century. There is a
long tradition of comparing life to dramatic perfzance in Chinese literature since the Tang
dynasty, but it is only during the Ming-Qing train@n that the thought is crystallized in a lot of
theatrical metaphors and becomes a tf8ihang Dai's idea that one should be absorbed in
theatrical roles to forget oneself and all the ygiaess along with it is certainly an

exemplification of this trend.

Yu Huai &% (1616-1696), a remnant subject of the Ming dynagty refused to serve the
Qing government, and You Tongff (1618-1704), a Qing official who rose to promineric
the Qing court, wrote prefaces for Li Yuldle Feelings in Casual Expressioms the 1670s.
Despite their different political choices, they bb@xpand Li Yu’s poetics of impersonation from

a writing technique to a life style, trying to ctea genealogy for historical escapism.

Xie An used to live in seclusion at the east momnt@ommon people depended on him to
save the country, yet he travelled with singindsgand played chess games in his villa. ...
Bai Juyi had upright character and magnanimity #weryone admired, but his singing girls,
Xie Hao, Chen Jie, Purple Silk, Water Chestnutfguered the “Skirts of Rainbow, Feather
Coats”. When he was removed from the post of Memist Justice, he acquired hundreds of
slaves who learned musical instruments and sin@uogShi was upright. He did not try to be
different from others, nor did he abandon his owingyple to follow others, but he enjoyed
the company of his concubines, Zither Song and MgriClouds, the boat with the prow
painted with a dragon, and the incense burner avitandle in the shape of a magpie tale. His

8 Goyama Kiwamu, BIAREWNC T 5 NI R T~ Th % D#H,” in Chigoku tetsugakushi kenkyonsh:
Araki Kyoju taikyi kinen e AR Zia B AR 40 & [ 5 %7 L 7184, Fukuoka-shi: Ashi Shab#a [ i %5 15,
1981. As for the association of drama and Buddhisee, Liao Zhaohen@ % =, Zhongbian shichan mengxi:
Mingmo gingchu fojiao wenhua lunshu de chengxiakaighan™iZ1 {4 2%k B K35 ¥ BOCL ISR 28
571 R (Taipei: Yunchen, 2008). For theatrical metaphses chapter 3.
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demeanor evoked Huan Yi in the East Jin dynasty weighed whenever hearing
unaccompanied singirfd.Han Yu dispelled the clouds and expelled the alded’ He was
an exemplar of the court, but when he hosted ausintje always asked two maids to play
the pipa and zither. Therefore those who have achievedt gieaomplishments and written
real works must have feelings beyond common customiscandid and remarkable manners
just as Xie An and other gentlemen. Now Mr. Li ubéirefined taste and ingenious thoughts
to write the book with painstaking effort and detesn. How can we say that the supreme
achievement in the business of state does nat i@ i

HEOE AR L, RRTEAZE, Ml iEs, SRE. ... SEUIBERIY iSSP hiis
Frek, T#EE, BRAS, SKAH, EM, BRGREPIR M, RENER RSy, 150 2 B R LK

&, fBEMER. SFOUUZONNE, AL, AFERE, MR, BE, BEE, R, AFEER
WMOR 2 3. HERHEREE, MERYE MEEERZE, Wl fAFLaHEE, ¥.
HAORBERNEZE. FRXES, LAEBEERNE, SFRIFZHE, IDOEFEARE. 5%
TUMERZ A, T2 B, &8ss, WREs K3, mgrE? %

The transcendence of historical circumstancestenah conjunction with a withdrawal to the
historical past. Yu Huai’'s preface is testimony tbfs conjunction. His preface creates a
genealogy of famous official-scholars who enjoyetsure entertainments yet did not fail to
achieve great accomplishments. By associating Liwrth these historical figures, Yu Huai’s
preface elevates Li Yu's book to the height of shipreme achievement in the business of state.
Behind this conflation of the literary work and pichl achievement stands Cao PEst (187-
226) canonical discourse on literature. “I wouldy ghat literary works are the supreme
achievement in the business of state, a splendordies not decay. A time will come when a

person’s life ends; glory and pleasure go no furthan this body. To carry both to eternity,

there is nothing to compare with the unending peenae of the literary works &, £

8 Shishuoxinyut: i 75, 23.42.

8 Han Yu wrote “Text for the Crocodiled i3, in which he formally banished the reptiles froia prefecture.
Ma Qichang% 3k, ed, Han Changli wenji jiaozh&# &2 L& 7E (Shanghai: Zhonghua shuju, 1964), pp. 330-
1.

8 Xianging ouiji p.2.
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K¥E, AFZmH. FEAWMDE, $EETRY, —HFLEZHM, RECEZEE.% Cao
Pi's analogy between the literary work and politieghievement suggests that the ultimate
anxiety of human life is death and that writinghe only way to save one’s life from oblivion.
By directing the reader’s attention to the threlatieath, Yu Huai’'s preface deviates from the
remnant subjects’ discourse on suffering causeddwryopolitical relations and points to the
existential pain often addressed in the TaoistBundidhist discourse. In this sense, the historical
escapism advocated in Yu Huai's preface echoesus ¥Wea of forgetting oneself in that they
both pay more attention to the threat intrinsidifia itself than to the political turmoil during ¢h
dynastic transition. If Li Yu’s absorption in theatl role play helps him escape history as well
as the threat of death, Yu Huai’'s preface pointstioat playing the role of official-scholars who
found refuge in leisure entertainments and writnook on such entertainments is a way of
achieving immortality.

You Tong'’s preface is in the same vein, disicigsthe existential pain of life.

Music and beautiful woman are where talented menadge their mind. Writing is the great

creator’'s musician. | think of the ancients, susiVéu Zixu playing the vertical flute (when

begging alm<¥, Mi Heng (173-198) beating the drum (to humili@ao Caof’° Ji Kang

(225-264) playing thein (a seven-stringed plucked instrument in some waa to the

zither), Ma Rong (79-166) playing the bamboo ffifewang Wei (701?-761) called the

“disciple of thepipa’ (a plucked string instrument with a fretted fimgeard§®, He Ning
(898-955) called the “master of lyrics”, Zhang Chdiming his wife’s eyebrows, Xie Kun

84 «A Discourse on Literaturezfi 3, in Li ShanZ=3 ed.WenxuaniZi% (Beijing: Zhonghua shuju, 1987), vol. 52,
pp. 2270, translation from Stephen OwReadings in Chinese Literary Thougpt 68.

# The anecdote can be founddnozhuan/s %, GuoyulE i, andWu Yue chungiditi# k.
% The story can be found in “Mi Heng’s Biographiii#i{# in History of the Latter Hari% 4 .
87 F§fil's “Fu on the Long Flute’R fi .

8 A story of Wang Wei imAccount of Accumulated Anomalis5i it says that Wang Wei won Taiping Princess
recognition because of being good at playpima.

8 The story can be found in “Zhang Chang’s BiogrdphyHistory of the Han Dynasti .
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flirting with the beautiful girl and having two téebroken by heéf, Cao zhi (192-232)
wearing makeup, Sima Xiangru (?-118 bc.) resigroffice,”* Song Qi (998-1061) bearing
cold weather when his maids giving him a dozens/@dtlan Xizai (902-970) wearing the
cassock to beg food at the entertainment cotittBhese remarkably talented men suffered
adversity. They escaped depression and boredomdgynlg their hope in diversion. They are
comparable to those who are so tired that they t®édd lodging after they have traveled a
hundred miles. They are elegant, completely diffefeom vulgar people who go to brothels
such as Pleasant Spring or who have many concubinte Garden of Golden Vallé&s.
Though the things these talented people did aneraift graceful, it is writing that helped
them circulate.

BEE, ANZEFR: XEE, &YW Th. EGN, FFVGHE, EFEE, RS,
ZRAH, THREES T, MEHE AT, UEROREE, 2Eres, TEEh, H
WiHhE, FIRZPEAE, Bl MK BREHA N, FIEN, GHEmks. Mz
TaRE, HREE, FERECH, HAEREREES T, FREBeE+ =, Hirzn),
RMICRERR | SR, BRI, ik,

You Tong's preface points out that talented methepast lodged their mind in the company of
women, music and writing to escape depression amddom. Some of the historical figures
mentioned in the preface, such as Wu Zixu, Mi Hamgl Sima Xiangru, must have their
depression and boredom related to politics, butotber figures depression and boredom was
intrinsic in their lives. Like these talented mem the past, Li Yu escapes depression and
boredom by playing their roles and indulging inareling a variety of diversions.
Over a decade before the publication of Li Yhok, Jin Shengtar:#2"% (1608-1661)

published hiLommentary ofhe Western Chambet; 7t iiEC in 1656. In his two prefaces to

the commentary, Jin Shengtan expresses his exadteatxiety. Two prefaces are titled

% The story can be found in “Xie Kun’s BiographiiffiE{# in History of the Jin Dynast &.

°! The story can be found in “Sima Xiangru’s Biogrgph B4 45144 in Shiji, vol.117. Sima Xiangru claimed to
be ill and stayed at home, without an intentioheihg promoted.

92 An anecdote about Song Qi Miscellaneous Writings in the Eastern Studidgif4:C says that his maids gave
him a dozen vests for fear that he caught coldbarsquet. Song Qi refused to accept any for feahofving favor
to one maid over others.
% The story can be found in Zheng Wenba#s. 27 Recent Events of the Southern Tamg i1 5.
% The Garden of is also called the Garden of Goldgliey. It is Shi Chong'sfi 42 villa.
% Xianging ou;jilHl % 1% %, p. 5
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“Weeping for the Ancients#52 A and “Dedicated to People in Futurgfifz A. At the
beginning of the first preface, he laments the @sttbetween his finite life and infinite time.

The great kalpa is vast and mighty from the begignintil now. | don’t know how many
years have passed in between. Hundreds of thousaingears have passed swiftly like
flowing water, whirling clouds, galloping wind atidhtning. Everything is gone. There is a
temporary “I” in this year and this month. This fgonary “I” cannot help but will also be
gone swiftly like flowing water, whirling clouds,ajoping wind and lightning. However,
fortunately | have my temporary existence herec&ihhave my temporary existence here,
what diversion should | have to while it away?

SREGRE), BYNES, WAIAMILARE BT, BEHTEHBUKEsE, JA50EE,
AL, MERSESHWE AL, EEZE, XREAKGEE, BELERmE L.
SRTMSETRE P T A B e ST B A e, R BRoHs DL St s i i g 22 2 °°

The great kalpa mentioned in the preface has naphetical connection with the political
turmoil as in the writings of the remnant subj&Gtbut literally refers to a long period of time in
Buddhist cosmology. Existential anxiety of finitéfel invites Jin Shengtan’s introverted
reflections on the meaning of “I.”
| am not me. | was not me before | was born. | widt be me after | die. Therefore though |
exist temporarily, | am not me.
LR RAECHHERE, L OB AR, SRR £, TRk,
Since | was born, my life should be eternal. If lfigy cannot be eternal, | should not be born.
BECVEIR, [EREKTE; RAREH, @EsE, %
Like Li Yu, Jin Shengtan’s solution is to forgetself by indulging in theatrical roles. Though
he does not write plays, his commentary on playsfarions satisfies his desire of standing in

the shoes of others. “All | do is to amuse mysdifew | find no way to amuse myselfZ7r T &

% Jin Shengtan pingdian xixiangfi %21 5125 74 i 5 (Shanghai: Shanghai guji chubanshe, 2008), p.1

" For instance, in his “Preface to Tao’an’s Memoite®reams” & 2% ¢, Zhang Daifkt (1597-1689) says
that his desire of achieving literary fame wasian fis Buddha’s bones which could survive the &€iite of kalpa
RIJLAZ IR — B, BX[Ean b X &0, B KA, Rikge ANk, clearly comparing the fierce fire of kalpa withet
devastating upheavals during the Ming-Qing traositi

% Jin Shengtan pingdian xixiangjp. 2.
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VAR E A RE & B /EHE M 2 4. The great irony is that though Jin Shengtan wasigied with
his existential anxiety that was irrelevant to spaiitical relations, he was involved in the case
called “Lamenting at the Temple of Confuciu¥?fii% (1661), one of the major early Qing
persecutions, and was finally executed by the Qingrt.®® This seems to show that the
existential pain during the dynastic transition wasvitably associated with sociopolitical
relations.

Li Yu's “free expression in illusionZJ54iit#, Yu Huai's “feelings beyond common customs
and mannersiitt4E {4, You Tong's “escaping depression and boredom bgitagtheir mind in
diversion”f5 fr¥timi ¥, and Jin Shengtan’s “diversiofiii& represent various forms of escapism.
| suggest using the term theatrical self to desctiteir attempt to take refuge in theatrical roles,
to escape history, and to get away from the existigmain that is intrinsic in human life.

The political upheavals during the Ming-Qingurisition led to the early Qing literati’'s
different reflections on their identity and the mea of writing. Beneath the surface of the
political discontinuity was the cultural continuibgtween the late Ming and the early Qing. The
ramifications of the late-Ming discourse on solgudnd the late-Ming cult of passion are
represented in the early Qing literati’'s celebmatad the value of suffering and intense poetic
emotion as well as their absorption in theatriaale rplay. If for Huang Zongxi and the
likeminded remnant subjects writing must be thearahresponse to the historical circumstances,
for Li Yu and Jin Shengtan writing is a theatridalersion. By giving a moral twist to the late
Ming discourse, Huang Zongxi repudiates what handgas late-Ming effeteness and excessive
refinement, asking the early Qing literati to adty® new identities of the martial hero and the

historian, and urging them to sustain the confribioiabetween self and an alienating political

% The event is recorded Kumiao jilue % &4 % andXinchou jiwerns: B 40 f by anonymous writers.
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reality. At the other end of the spectrum, occupigtith the existential pain of human life, man’s
finite yet boring existence, Li Yu, Yu Huai, You i@, and Jin Shengtan take refuge in several
levels of theatrical role play. They play the raktalented, unrestrained official-scholars in
Chinese history who indulge in delights and leisureagine the lives of others by writing plays,
and stand in the shoes of others by writing comargrnon plays and fictions. Huang Zongxi's
passionate glorification of suffering and Li Yu'silashamed pursuit of pleasure point to two
ideas of the function and meaning of writing. Hoeedifferent they look, as the successors of
the late Ming legacy, they share the same inténgsfaying protean roles, becoming the martial

hero, the historian, or the one who lives the livkethers.
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Chapter Two
All the World Is a Stage: Reading Poetry as DranaFiction

Wu Qi's’ii (1615-1675Secure Discussion on the Six Dynasties Poems iruABhiuchao
xuanshi dinglunys &% 3% & 3 * is a book full of paradoxes. Like many criticse tbpening
theoretical sections otiuchao xuanshi dinglunare supposed to link the present to the
authoritative past, but his critical practice reftiethe intellectual world of the late Ming and
early Qing. The gap between the theoretical sestiand critical practice is a drama of
contradictory values in a new age. Wu Qi trieseideiem the authoritative texts of the classics in
the new intellectual world, making space for thituence of the new psychologizing criticism of
the seventeenth century and the consequencesmbd@ometime earlier Tang Xianzu already
indicates in his “Account of the God of Play, Masfgngyuan’s Temple at Yihuang County
HRA S VR AT BT EC, “[Master Qiyuan] achieves the great Way in terrhgames [drama]'bAii
B #4532 If drama leads to the enlightenment of the greay Wér drama masters and amateurs,
for Wu Qi, a literary critic finishing his work ithe 1660s, imagination and playfulness provided
by drama is indeed a new way of engaging classiadition. Wu Qi’s reading of poetry in terms
of novel and drama commentary not only redefines |#tter and renews poetic criticism by
playful engagement in a manner typical of the Miag intellectual world, it also reflects his
way of dealing with political crisis by choosingtiwrawal while linking it to role play.

Wu Qi's Liuchao xuanshi dinglundiscusses poems iBelections of Refined Literature

(Wenxuarii), the anthology that selects poems before tieyear of the Tianjiank & reign

! Liuchao xuanshi dingluears Zhou Lianggong’sl s T. preface written in 1669. The book must be finished
before that. All citations ofiuchao xuanshi dingluare fromSiku quanshu cunmu congshu bublinE 4= 177 H
# F 44w (Jinan: Qilu shushe, 2001), vol. 11. | give voluamel page numbers in parentheses.

2Tang Xianzu quanjiz @it 44, ed. Xu Shuofandfzi#1 /7 (Beijing: Beijing guiji chubanshe, 1998), vol. 34.
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in the Liang Dynasty when the compiler, Crown Peiraf Resplendent Brilliance (Zhaoming
Taizi), Xiao Tongii#t (501-531) died. Thus Wu Qi’s “six dynasties” aiffedent from what we
think today. They refer to the Han, Wei, Jin, SoQg, and Liang Dynastied.iuchao xuanshi
dinglun has eighteen volumes that can be divided intoetlparts. The first part is the first
volume, “The Reason of Writing Secure DiscussiorttanSix Dynasties Poems \Wenxuah 7
P E A%, In this part, Wu Qi attributes the origin of pgeto the Classic of Poetry
compiled by Confucius, and compares Xiao Tong tmfGaus as an influential complier to
determine the transmission of poetry in Chinesgdity history. Also, he cites passages from the
classics and pre-Qin “Masters Literature” in orteclarify his own concept of these aphorisms
and his methodology of criticism. The second pathe second volume, “Systematic Discussion
on Poems from the Ancient to the Preseitii i 4-&F and “Generalized Discussion on the Six
Dynasties"4#sm 75 5. In “Systematic Discussion on Poems from the Amicie the Present,” Wu
Qi classifies Chinese poetic history from the ledpgry three Dynasties to the early Qing into
three erasiji( F%). In “Generalized Discussion on the Six Dynastiég draws a chronological
chart from the Qin to the Liang (it begins from Q& because Wu Qi believes that the “Song of
the River Yi” Z/K#k attributed to Jingkefiii is the origin of Haryuefy, and provides poetic
evaluations for each shorter periddii( #). He also draws a chart of the origin of poetd tha
completely follows Zhong Rongi % (ca. 468-518)Gradations of Poet§Shipin&§i). Apart
from discussing the succession of poets, he alssudgses other topics such as rhyme,
musicology and the origin of five-syllable poetegc. The third part includes the rest volumes
that discuss poets from the Han to the Liang chomically (not without chronological errors
but basically according to the order of dynastyjhwhe Emperor Gao (B.C. 256-B.C.195) in the

first, and Jiang YariL# (444-505) in the end. Nineteen Old Poem&;+ /L1 and four other
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“Old Lyrics” # & are inserted between Zhang Hefdir (78-139) and Yang Yur|# (d.56

B.C.)2 Before each dynasty and poet, he provides gerewlliations, and for each poem he
provides interpretative readings. In the third p#ne last volume looks like a compendium,
commenting on the “Song of the River Yi” separataty reaffirming the classification of three
poetic eras. Admittedly, this is just a rough stuwe, and overlaps happen inevitably. For

instance, some of Wu Qi’s ideas of literary histarg scattered in the first part and third part.

Wu Qi’'s Methodology of Poetic Criticism
In the first volume, Wu Qi uses geological metaghordescribe the poetic development from
the Classic of Poetryo Wenxuan
The Classic oPoetryand poems iWenxuarface each other, as if the gorge of the Mount Ba
confronts the gorge of the Mount Wu. In betweendhaust be surging river, with its roaring
air collapsing the sky, and breaking sound bendiveg earth. It reaches the summit of the
strange spectacle. Then the air of two gorgesnsected and the momentum becomes grander.
ZHREUEF NG, BN AR Bz IR IR IR E A LKW, REORA, BT, R
P wrBl. Mg Wik aaRm & aitt. (1.2)
The surging river in between is S&band expositionfg ). In Wu Qi’s view, all poems, Sao
and expositions inMenxuandevelop from theClassic of Poetrywhile Sao and expositions
mediate between thelassic of Poetryand poems iWenxuanHe says, “If poets iVenxuardid
not get the concept of Sao and exposition, theemmwere notWenxuanpoems at all.” (1.2)
Thus in his critical practice in the third part, theces both to the “Six Principledigyi 75) in
the Classic of Poetryand Sao tradition represented by Quan YR and Jia YiE:H (B.C.
200-B.C.168) to explain the ideal standard for peem

Wu Qi does not give his definition for Sao, butthkks about what kind of poets belong to Sao

writers. Through the category of Sao writers, hpl@rs what he means by the concept of Sao

¥ Wu Qi seems to make an error in the chronologicdér of Zhang Heng and Yang Yun.
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(saoyifi% ). His discussion on Sao writers appears beforéib@ission on Ruan Jiig & (210-
263) poems. Though in the second volume he folldgtvsng Rong in including Ruan Ji in the
genealogy of the “Lesser Ode$ft, here he modifies it to say that Ruan Ji is a \Bidier.

Poems have not to be transmitted because of thal moality of authors. Therefore poems

transmitted from the antiquity are not necessdrtyn sages and worthies. However, only

worthies can write Sao. ... It means that they haeatgscholarship and great ability, and can

make great achievements, but they do not meeighetime. Only these people are permitted

to write Sao.

JUREAN D DUNASE, MOt e, ANd B B 2 T SRR B N SR RN RS R AH. e

AR A T 0. 7 ERR . (7.6)
In the genealogy of Sao writers, Wu Qi puts Qu Yula Yi, Ruan Ji and Du F: i (712-770),
showing a conflict between his commitment to adrisdl account and his impulse to find
unchanging norms that are instantiated in history.

Wu Qi compares Confucius’ “paring down the Poenssiafishiff/s¥) to Xiao Tong's selection
of poems. Through this comparison he also expldiasmeaning of “secure discussion” in the
title. Since theClassic of Poetrys discussed and fixed by the sage, he argues,datics should
believe it before they discuss it. On the contrévignxuanpoems have not been discussed and
fixed by the sage, so that later critics shouldtuss them before they believe them. He points
out that since theClassic of Poetryhas won the authority, critics have provided a dbt
discussions on it. On the other hand, becallsexuanpoems have not been elevated to the
status of representing the sage’s way (o discussions on them are very few. Wu Qi regards
his own responsibility as to establish the autlasit Wenxuanpoems through discussions, and
he also justifies his status as a poetry criticnglying that he is partially undertaking the sage’
project. He argues that thouyfenxuarpoems seem only to pay attention to literary paitbe),
principle and Dao are indeed implicit in the litgrgatterning. Discussions aflenxuanpoems

should discover and analyze the principle of Itg@atterning, and after the literary patterning is
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clear the fact that the literary patterning harraesiwith the Dao is also clear.

Wu Qi’s goal is to incorporaté/enxuanpoems in the genealogy of sages’ literature, thss
discussions should also follow discussions onQGlessic of PoetryHe argues that discussions
on theClassis of Poetnare scattered in the classics and “Masters LilegdtHe interprets these
passages to represent his own methodology of isnticThe first passage he cites is from
“Canon of Shun%#4t in theClassic of Documents|&.

The Emperor Shun says, “Kui, | order you to be hiarge of music, and teach scions in the

imperial family. To make them upright and genttdetant and serious, firm but not exacting,

simple but not arrogant. The poem expresses whatnishe mind intently; song makes
language last long; five tones follow long languagig melodies respond to five tones. Eight
sounds are in harmony, and the order is not disturDeities and human beings get together

peacefully.” Kui says, “Alas! | beat and strike ttl@me stone, and lead hundreds of animals to
dance.”

A EL SR, AT L EE. FOB . BT T S [ R R AR 55 S AR UK B HOK. B,

J\FE TR AR . A N LURD. SR . TRAA. HEREE S
The principle that “the poem expresses what ishemtind intently” is the standard statement in
Chinese poetics. Wu Qi elaborates on it in orddsrtaden the scope of what is on the mand
decrease ethical reference in it. In his view, arglof the “three hundred poems” articulate the
sage’szhi & (what is on the sage’s mind, roughly translatedngantion), and the sage is the
opposite of mediocre people whose talents arensitelil that they have to imitate each other. He
praises crazy people who have strong aspiratiasciible people who despise the filthy world,
and wicked heroes who have insurmountable talamdsextreme passion, because he believes
that the characteristic of genuimgention is independency. People who deviate ftbenethical

standard may have their independent intention atcliate their intention independently. Only

when poets establish the independent intentiortfe@inwords become skillful.

* Shangshuti &, with annotations by Kong Angufl. % [# (d.c.100 B.C.) and Kong Yingdf.58i¥ (574-648), in
Ruan Yuarft 7t (1764-1849), compiledshisanjing zhushd- = &£ #i. (Taibei: Yiwen yinshuguan, 1955), 3.46.
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In the interpretation of the passage, Wu Qi aréitad a basic method in criticism, to trace back
to what is on the writer’'s mind, and juxtaposes rdics accomplishment with a poet’s

accomplishment.

Confucius says, “Poems serve to stir the mind.’sTéithe accomplishment of those who write
poems. Later critics who discuss poems can do guwd they trace back to what is originally
on the writer's mind. After the critics get what asiginally on the writer's mind can they
understand the words. They understand the writdrcansider the age when the writer lived,
and connect with what is originally on the anciemiter’s mind without any gap. Confucius
says, “It is by the poems that the mind is stirrdchis is the accomplishment of those who
discuss poems.

THE: A DAL, AERFE 2D, B2 amard, HeE. BAHLE, WmEE. mAH

Wik AN ETEEFE . T AR, HERsr# 2. (1.6)

According to the annotation of thenalects that “it is by the poems that the mind is stifred
means that one’s self cultivation should begin witading poem3Thus Wu Qi’s point is that
critics’ discussions can facilitate readers’ seiitivation. The principle of tracing back to what i
on the writer’s mind, and knowing the person andsttering the age when he lived both come
from Mencius The principle of tracing back to what is on theter’s mind is in the following

passage cited by Wu Qi.

Hsien-ch’iu Meng said, “I have accepted your detian that the Sage-King Shun did not
consider Yao [who abdicated the throne in favoBbiin] to be his subject. Yet there is a poem
in the Book of SongsOf all that is under Heaven, no place is notkimg’s land; and to the
farthest shores of all the land, no man is nokihg’s subject. | would like to ask how it could
be that, when Shun became emperor, the Blind Olesh [&hun's father] would not be
considered his subject?” Mencius replied, “This mpois not talking about that. Rather the
poem concerns the inability to care for one’s parevhen laboring in the king’s business. It
says, ‘Everything is the king’s business [and sticheg a responsibility shared by all], yet |
[alone] labor here virtuously.” In explaining thegms of theBook of Songsone must not
permit the literary patterning to affect adversighe understanding of] the statement; and one
must not permit [our understanding of] the statememffect adversely [our understanding of]
what was on the writer's mind. We use our undeditap to trace it back to what was

® Chapter “Taibo’Z&1H, in Lunyu zhush@fzEE G, with annotations by He YafJ & (ca. 190-249) and Xing Bing
& (932-1010), irShisanjing zhush8.71 (hereaftecunyu zhushu

66



[originally] in the writer’s mind---this is how tgrasp it". The poem “Galaxy” says, “Among

commoners left at the Zhou reign, no one survivdtixve believe it, then there was no
survival in the Zhou.

MESEE: sz ARSE, RIEMAHEGR. &E: TR, BEEth;, FL2HE, ZEER.
MR AR TR, BREM Y AEE, T B R, JERZEE. SR TEHE, MASER
BEth. El ZEHEEH, RBESW. MEhEE, AUSCER, AUBEE. UETE, 25
Bz, MUBNCR, REHE: FARRR, BEFE. Gzt ERmERt. °

Wu Qi’s interpretation of this passage is as foBow

Poetry has the outside and inside. That appeanitigei outside is called the literary pattering
and statement; that reserved in the inside isdalleat is on the mind and concept. Both the
word concept and word thought in “no depraved tinsigcome from what is on the mind, but
there is distinction between them. Thought emplegsibe aspect of painstaking effort, while
concept emphasizes the aspect of enjoying oneseliet full. Then we should hold on our
mind what is on the ancients’ mind, and regard @sconcept the ancients’ concept. That is
why poems inlWenxuaroften use “on an ancient mood” as the title. Corafa scholars in the
Han and Song Dynasties ascribe what is on the toirtikde ancients, while regard the concept
as their own concept. | am not the ancient, butag@®wn concept to explain the ancient, then
my idea will not be much better than Xiangiu Mengbese scholars do not know that what is
on the mind is concerns in the ancients’ heart. &aheients use the concept as a carriage,
carrying what is on the mind to travel. They eitlwave the direction, or do not have the
direction. The place where the concept reachd®iptace where what is on the mind arrives.
Therefore to use the ancients’ concept to pursuat vehon the ancients’ mind is to discuss
poetry dependent on the poetry, it is the sam® asé people to control people. To take this
poem as an example to discuss my method. The ityatioilcare for one’s parents is what is on
the writer’s mind; such words as “all under Heavaré the literary pattering and statement.
That “everything is the king’s business, yet | @dabor here virtuously” is the concept. The
statement affects adversely the understandingfhHautoncept does not affect adversely the
understanding. Therefore to use the concept t@ tback to what is on the mind, we can get
caring for one’s parents as what is on the writamiad. ... Further | extend the method to
explain other works. In Qu Yuan’s “Li Sao,”... thenoept seems to be in drunkenness and
dream. he suddenly ascends to the sky; suddemdytéathe earth; suddenly goes to the east,
west, south, and north; suddenly he travels solgnmnthe antiquity; suddenly he dissolutely
merges in the filthy world. His concept is ofteneptvalong out of control, but what is on his
mind does not go astray. With one look | know ifr@m the person who is loyal to the ruler
and loves the state. His literary patterning hagriint grasses, and his statement is lodged in

® Translation is from Stephen OwdReadings in Chinese Literary Thougfambridge: Harvard Asia Center Press,
1992), 24 (hereaftdReadings in Chinese Literary Thought

"“North Mountain”JE(1[ in the “Lesser Odes,” sé¢aoshi zhengyit:i¥ I %, with annotations by Mao Heng =,
Zheng Xuanif % (127-200), Lu Demind% /%8 (ca.550-630) and Kong Yingda, Bhisanjing zhushul3.444
(hereafteMaoshi zhengyi .

® Chapter “Wanzhang &, in Mengzi zhushuf ¥ % i, with annotations by Zhao Q% (108-201), in
Shisanjing zhush(Taibei: Zhonghua shuju, 1986), 9.164 (heredftengzi zhushu
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Xi andXie. It is not necessary to deeply explore their negsi It is enough to get loyalty and
patriotism on his mind. Nevertheless, the metho@gflaining what is on the writer’s mind
connects with knowing the writer and considering #ge when he lived. Therefore, as for
poems by Ruan Ji and Lu Ji WWenxuan most readers do not understand what is on their
minds; because | understand their poems correspgridithe concept of Sao, | articulate the
honest and frank intention on their minds. WhatnsTao Yuanming’s mind has long been
clear to the world. Because | understand that hethe sage’s concept of wanting to establish
and develop himself, | further explore his intentaf aiding the broad world on his mind. ...
One must not permit the literary patterning to etffadversely [the understanding of] the
statement. This speaks to those who explain poeoigp those who write poems. The literary
patterning of one word is enough to affect advgrieé statement in one sentence. Here we
can get the method of refining words. O One mudt pemit [our understanding of] the
statement to affect adversely [our understandiggvbft was on the writer’s mind. This also
speaks to those who explain poems. The statemewinén sentence is enough to affect
adversely the concept in one piece. So polishingesee should be skillful. However, there is
nothing more than the method of refining wordswiirds are refined to be startling, the
sentence is naturally energetic.
A NEAN, BTANEESCEER, @ANEEEE R, hEFRBESEEEHRE, REH.
HlHBBEgEes2, %ﬁ?itﬁlﬂ?l‘/%‘%é‘inz, RIS AN E MRS N R, Hoskss g b
B, B, KRG —EFBEEN, ME/ECZE. RERELGAN, mUoEhe, H
W?%Zﬁ@%\%ﬁ%o AmEE LN OFE, UEAE, SEmE, SG7, ST, B2
B, IEZFRE, S AZEREANZE, TIEmE, ﬁzu}\/‘ﬁj\ﬂz BILAER S,
AR ELEE, HEd:, BRaxm, XEh. Z3EEHE, JBEBS, Haw. Hirg%, LK
F, AR, mAREAERETOS. EEmme, BT, LS mEEn e, R
E, GRS, AR, &ﬁ%%ﬁﬁﬁ MR . HE2E, HEARE, Bim
MR LA EBRE . HOUGRER, HEHTo 8, ARRR. HERHLEESE EH., R
Bk, dFam Attt ﬁﬁ*@ﬁ%hﬁé,szxﬁﬁ,ﬂ HEra ke, MR Ik
fhzE. WEizE, RARHASR, BRELEEANIYGEZ B, miE jﬁ/ﬁ%o@?‘z%o ......
AUSCHFERE, AMAES, ERESERB. T30 B&F AjZF, RBRKRTZ
Ho v, ACIEFE R, DRAMSNES. —HE, EF R, TREAZET. RAAFMR
Tik. THMERIAHEH . (1.56-57)

Wu Qi makes use of the ambiguity of concgpt and regards it as belonging to the poet (and
the poetry) rather than to he critic. His interptemn is in conflict with conventional
interpretations of concept, the fact that he hifmsa$ pointed out. Both Zhao @ils; (108-201)

and Zhu Xi%: & (1130-1200), important commentatorsMancius believe that concept belongs

° As for humaneness, you want to establish yourtiedfy help others to establish themselves. You wemdevelop

yourself; then help others to develop themselve$. #, CAK LT LN, CAETIE . Chapter “Yongye %,
in theAnalectsLunyu zhushu6. 55.
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to the one who explains the poethMencius describes the process by which inner besom
outer, the process of manifestatibhThe literary pattern, statement, and what is @pbet’s
mind constitute a hierarchical system in the precétowever, Wu Qi inserts concept in the
process and complicates the process. What is orpdke€s mind is no longer a single and
homogeneous inner part of poetry. On the contithete are at least two layers, concept and
what is on the poet’s mind, that constitute theempart. He argues that both concept and thought
come from what is on the author’s mind, while ittiee concept that carries what is on the
author’'s mind to travel. In other words, his mewpbf carriage travéf means that concept
provides what is on the poet’s mind with momenturd eherefore controls its activity.

Wu Qi’s differentiation of concept and what is ¢ tpoet’s mind is explained in four literary
examples. Through these examples we can find thatept has two attributes, both inner and
outer. Concept occurs not only in the mind but afsliterary form. The first example is “North
Mountain” cited inMencius When Mencius explains the poem, he says, “Thenpmencerns the
inability to care for one’s parents when laboringthe king's business” and “Everything is the
king's business, yet | alone labor here virtuotidly.the context ofMenciusthey both refer to
what is on the poet’s mind inferred from the litgrgatterning and statement of the poem.
However, Wu Qi believes that the first inferenctere to what is on the poet’s mind while the

second inference refers to the concept. It seeatshik difference, if we try to find a reasonable

2 Zhao Qi says, “By nature, men are not to be widarta Use one’s own concept to trace back to whaini the
poet's mind. It is to get the essence in the poefliAid, iz BiiGE N2 &, & AFHE R, SeeMengzi
zhushuy 9. 164. Zhu Xi says, “One should use one’s owmcept to greet what is on the author’s mind. Thes can
getit. " B CEWBEE 2 &, Jhnf52. SeeMengzi zhangjuf T-£ 47, in Dianjiao sishu zhangju jizh&i#:
VY& &) 4EVE (Taibei: Zhonghua shuju, 1986), 9.306. It is alse interpretation followed by the translation in
Readings in Chinese Literary Thought

! Readings in Chinese Literary Thoug®s.

12 7hou YukaifE#$% says that the metaphor follows literary termshia Wei%f and Jin&. His suggestion seems
quite reasonable, but | cannot find the sourcenefrhetaphor. Zhou Yukai, “Yiyi nizhi xinshitl & i & #EE, in
Wenyi lilun yanjiusC ZH# 5m 6 72 (2002.6): 74 (hereafter Zhou Yukai).
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explanation for Wu Qi, lies in the fact that thesfione is more implicit than the second one and
represents a higher hermeneutic level. The othssible explanation requires us to return to the
poem itself. After lines “Of all that is under Hesa no place is not the king’s land; and to the
farthest shores of all the land, no man is nokihg’s subject” cited irMencius the poem reads,
“But the dignitaries are iniquitous, | alone, in mtending to the service, am virtuotisk A

¥), BALHEME. The lines here correspond to Mencius’ second émiee. Thus in Wu Qi’s view,
concept may lie in the literary language its&IRather than differentiating the literary pattemin
and statement into two stages as in the origindldeMencius he adds concept as a stage in the
literary language as opposed to the literary paittgrand statement, now conflated as one.

The second example seems to show that concept teedhetween what is on the poet’s mind
and literary language. Wu Qi describes the conitefiti Sao” as drunk, dreamy, and licentious.
To define these descriptive terms, he uses rhelgoarallelisms that pick particular details from
“Li Sao.” Thus, the concept would be “an interpretrelation of sensory data,” and “the general
category deduced from the particuldtth poetry, concept is the general category that &
directly deduced from literary language. What istlo@ poet's mind should be inferred from the
concept, but it does not mean that the conceptvamat is on the poet’'s mind should be in
harmony. The concept in “Li Sao” is swept along olutontrol, as Wu Qi points out, however,
what is on the poet’s mind does not go astray.

The third example is poetry by Ruan Ji and L#:dE (261-303). Wu Qi uses a term “concept

3 Translation is from Bernhard Karlgrefhe Book of Odes: Chinese Text, Transcription amandlation
(Stockholm: The Museum of Far Eastern Antiquitle350), 158, with modification.

¥ This explanation is just my conjecture. In fatie poem also says, “| am worried about my pareftst < £}
Then can we say that what is on the poet’'s minal l#s in literary language?

15 Readings in Chinese Literary Though94.
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of Sao” Gaoy) to describe the concept in their poetry, and esginat from the concept of Sao
honest and frank intention can be inferred. Thecephof Sao in fact refers to an established
poetic style and a particular personality (as noered above in Sao writers). Earlier in this item,
Wu Qi refers to a term “ancient moodjuyi it &) to describe a poetic subgette'Then we
should hold in our mind what is on the ancientsadhiand regard as our concept the ancients’
concept. That is why poems Wenxuaroften use ‘an ancient mood’ as the titI8doyiitself is a
kind of guyi; it is that Ruan Ji and Lu Ji regard the concapiiiSao as their own concept. It
might be difficult for critics, both modern and predern, to agree with Wu Qi that tlgein
both saoyi and guyi is the same as thg in yiyinizhi LLE ¥ E. However, he unifies different
usages oyi by tracing back to the psychological and litersityation of the ancients.

The fourth example is Tao Yuanmindgigiili] (365?-427) poetry. Wu Qi argues that Tao’s
mind of being a recluse is clear to readers, butvidr on Tao’s mind has multiple sides. The
intention of aiding the broad world is also on misd. Different from the relationship f and
zhi represented in “Li Sao,” here the concept of wanptio establish and develop himself
harmonizes with what is on his mind, however, gygetition almost makes the differentiation of
yi andzhi meaningless.’

Finally, Wu Qi shows his attention to refining weradbne word determines one sentence, and
one sentence determines the whole piece. Thisflsfleavs clearly in his critical practice in the

third part. His interpretation of poems often foesi®n one word, because in his view that the

® Readings in Chinese Literary ThougB®4. In this caseyi is very broadly used as ‘the way someone thinks of
things.”

Wu Qi's differentiation ofyi and zhi is vulnerable to the criticism that in the time Mncius there is no
difference of meaning betwesm and zhi. See Zhou Yukai, 74. Wu Qi’'s differentiation malgnse in modern
Chinese: we can saaoyi but to saysaozhifi & is awkward. However, the tersaoyiappears only after the Song
dynasty.
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whole piece has the force to stick to this word.

The other principle of knowing person and consittethe age when he lived is as follows.

Mencius said to Wan-chang, “A good shih in one $rmaammunity will befriend the other
good shih of that community. The good shih of aylarstate will befriend the other good shih
of that state. The good shih of the whole world Wéfriend the other good shih of the whole
world. But if befriending the good shih of the wikalorld is not enough, then one may go on
further to consider the ancients. Yet is it accelgtéo recite their poems and read their books
without knowing what kind of persons they were? rEéf@e one considers the age in which
they lived. This is ‘going on further to make frék”®

mTEHEER: gt A—MeEL —BleEt, Bik—BeEL RheEL,
AR TZE L URRTZEHELR/ARR, a2 N A, fILE, AN, 7l-F?
RUURHE L, A, 1O

Wu Qi’s interpretation is as follows.

When the wordshi appears in works, it has two meanings. Explaimea wertical way, it
means changes of ages. The antiquity is basedeoadtumulation of time. Explained in a
horizontal way, it means the world. All under Hea® based on the accumulation of people. |
cannot connect with the ancients, and it is thelted the accumulated time. However, there
is something that connects the ancients with |, iangl the ancients’ poems and books. The
ancients have poems and books, so the ancientsl tiveenselves in poems and books to wait
for my understanding. | recite poems and read bosdkgshey let me use the understanding in
them to trace back to the ancients in distances iBhwhy we cannot just recite poems, but we
should also consider what kind of persons they widmvever, why should we consider the
age in which they lived before we consider whatlkoh persons they were? If the world where
we were born did not have many people, or had nmaegyple all of whom were good
noblemen, indeed there was no difference amongl@ebpw would partial faction appear;
there was also no love or hatred, how would slamader ridicule rise? How pitiful that there
are all kinds of people born into the world togetinéth me. Then there has to be a lot of
attacks and seizures. Therefore, people defenck timthe same faction and attack those in
different factions, conflicting with each other,dathe situation that would never change is
established. For noble persons born into this wdirktiey intend to struggle with the situation,
they are incapable to do it, and if they intend toogtruggle with it, it is also impossible. They
cannot reach the true nature, so their consideramnot but be deep and their mind cannot
but be precarious. Therefore, persons are certatolyelated to the age and world.
Nevertheless, | cannot use my age and world toidenshe ancients’ age and world. It is
because the ancients had their own age and wadrlee fesentment has not been eradicated.”
This is King Wen’s age and world. “I anger a gradetty men.” This is Confucius’ age and
world. If we do not consider what kind of age anorh the ancients lived, how can we know
what kind of persons they were? My principle ofdieg Wenxuanpoems follow it. | follow

'8 Readings in Chinese Literary Thougé.

19 Chapter “Wanzhang,” iMengzi zhushul0.188.
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the principle of knowing persons to write biogragghfor poets in the six dynasties, and the
principle of considering the age to write the clulogy for them.

T RJA A — 8. G5 HEHE, R, BECEHSR, BAMBR . B A
AR, TERER . SRE M IE, HAZREAER. WAARE, 2l MR AR IR,
WA, MIEIILFY T I N RASEAILE, EamH . RN, daimIL
W, FAETFRZT, LN, 2 AMEEL, BEFEEW, WEMBmE. HESNEE,
A A . MR T IIRMAER, WA, TMARAE., RasFE MR, HEE
BL, BN —BARRZ R B TAEH, FZMAS, RAFMNXAED. AeeEELM,
RIEAFAR, ARG MABEEAERW. AR EHABEHTAZH
. AR, SCEZ . BRI, FLF 2t . PRI A T, A A (T
WMANF. RZFEER, FIGEL. HONERFASED A TE, NEEE NACE Gt = .
(1.59-60)

Wu Qi’s poetic view seems to follow the conventibsimtement that grievance creates pogtry.
In another item, he articulates a similar idea, fiB®f the ancients’ poems is not from grieved
heart” # A2 5%, SEAHAE 03, (1.63) Wu Qi's tone is highly emotional when hekes a
generalization that noble persons are always ftexdrin the world full of people not like
themselves. Wu Qi seems to project his anxietytgtitly on his own mind”) of the world full of
conflict and struggle onto the ancients. Thoughatgues that each age and world is unique, in
his view the basic similarity in all ages and werld that noble persons are in straits.

Wu Qi is interested in showing sympathy with theiants through psychological analysis. In
the following item, Wu Qi explains comparison amhitast as a method to interpret the ancients’
poems. In this item, psychological analysis playsnaportant role.

Gongsun Chou asked about an opinion of the sci@#dar, saying, “Gao observed, ‘The Xiao

Pan is the ode of a petty man.” Mencius asked, yWdid he say so?” “Because of the

grievance,” was the reply. Mencius answered, “Hawbisorn was that old Gao in dealing with
the ode! There is a man here, and a native of ¥meld his bow to shoot him. | will advise not

D «Mian” 4, in “King Wen” 3 F in “Greater Odes” (Da Y& fft), Maoshi zhengyil6.550.
ZL«Cypress Boat’}i#t, in the “Airs of Bei” I} Ji, seeMaoshi zhengyi2. 75.
#\Wu Qi’s interpretation of these two poems follatvat inMencius Mengzi zhushul4. 252.

% Qian Zhongshu¥sk #, “Shi keyi yuan" 37 L%, in Qizhui ji -t#%#E (Shanghai: Shanghai guji chubanshe,
1985), 119-136.
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to do so, but speaking calmly and smilingly;---far other reason but that he is not related to
me. But if my own brother be bending his bow toahbe man, then I will advise him not to
do so, weeping and crying the while;---for no othegison than that he is related to me. The
grievance expressed in the Xiao Pan is the workih@ffection to relatives. Affection to
relatives shows humanness. Stubborn indeed waGaddks criticism on the ode.” Chou then
said, “How is it that there is no grievance expeéess the Kai Feng?” Mencius replied, “The
parent’s fault referred to in the Kai Feng is smdiht referred to in the Xiao Pan is great.
Where the parent’s fault was great, not to havevgd on account of it would have increased
the want of natural affection. Where the parergidtfwas small, to have grieved on account of
it would have been to be angered by a small stirinErease the want of natural affection
would have been unfilial, and to be angered by allsstir would also have been unfilig®"
ANBREFE: S E: A, DAZE. STE MUEZ? B & B B, S8
D AN, AR W, RICREmES; i, meth. HESmyge, jid
FPHDIMIE L ; WAl Bz, A8, BHEw. B, S, BREK SRZA88! H.
GURTAAZE? Fl: GUR, BZ@/NE; N, Bl RES. BB RmAL, &,
WA, RAATEEE. @E, AZFEW, AR, AZEM. L7H. REER, b

ﬁﬁ% 25

Whenever the ancients write poems, not only isntived is profound, but words where they
lodge mind are also abstruse. Later scholars canndérstand all of them, so they often
borrow the author’s other poems as reference, an@\W other authors’ poems as reference or
contrast. Then can they understand the author'semin This passage borrows the poem
“Pleasant Wind” in the “Airs” to explain “Xiao Pani the “Lesser Odes.” It is also one way
to explain poetry. Moreover, poems in the six dyieasare unified by one way of the Han
Dynasty. Authors follow their predecessors sucee$giand there is one vein through those in
the front and in the back. Some intend to inheritfer authors’ beautiful writing; some intend
to depart from former authors and contend with thand some further intend to stride over
former authors and be above them. Therefore whey ginasp the brush and draw a mental
outline, they either avoid repeating former authmrsieliberately repeat théfneither enlarge
former authors’ concept, or fill their omission, m@verse what formers authors have said.
Everywhere there is implicit counterpart on theest points. Not only are poems of imitation
and calling to the recluse in this way. Not to niemthose poems written by one author. For
instance, as for Pan Yue’s two poems of Henyangtgoand Lu Ji's poems of going to
Luoyang, though they are written in different timégey can also reflect each other in distance
and become reference for each other.

% Translation is from James Leggéhe Chinese Classi¢slong Kong: Hong Kong University Press, 1960)426-
428, with modifications (hereafter James Legge).

B Gaozi” 15T in Mencius seeMengzi zhangju12.340.

% Notice the similarity of idea and words betweemehand novel commentary. In “Method of Readifigree
Kingdoms 7 —[# 7%, Mao LunE4w (seventeenth century) and Mao Zonggapgs i (1632-?) say, “the book
Three Kingdom#ias wonders of different branches on the same diferent leaves on the same branch, different
flowers from the same leave, and different fruitsyf the same flower. The skill of a writer is todmod at avoiding
what is written, and also to be good at delibeyatepeating what is written.” Seganguozhi yanyi= B &8,
with commentary by Mao Lun and Mao Zonggang (Bgijidhonghua shuju, 1995), 1. 22.
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Nt NERE, HagOBER, HATRERE, B2 838, AR, SAmE A M aHs: &

FAANZ B EAHSZ:, BURAHIE, Ghee 0 E. 2RMERZHUR, DUB/INHEZ N, 2T

WM. VNI R, AEEIE, {EEIBAMEIR, Ai1E—IRAHAK. BUARMESE, BRSSO,

BRI N b s E s Y, BOREEOU, BB LR, B Lah, ERIILEE, SEARENE ST AH

. #Eh AR LARREE S AR, DRI — T ik —8R, B, EEEAR

IR, JREIEM L, HEFHMZ2E L. (1.62-63)
The passage quoted froMenciusis about comparative explanations of two poemsichvh
articulate that whether a poem should show griexa®pends on the specific circumstance. Wu
Qi picks the point and then begins to discuss ferdifiit kind of comparison, the succession and
antagonism among poems in the six dynasties, wdmielsaid to represent the spirit of the Han
Dynasty. Part of his description may fit the temxiaty of influence. He believes that poets are
conscious of the existence of their predecessas naobilize psychological defenses intensely.
His description is based on psychological analg$ipoets. Psychological analysis resorts to
immanent changes of poems rather than historicategtualisnf’ represented in knowing
person and considering the age. This item explamescharacteristic in Wu Qi’s critical practice:
to interpret poems by comparison.

In the following item, Wu Qi goes forward to artiate that he understands the ancients in
terms of his own cares.

Gongsun Chou said, “It is said, in tBeok of Poetry‘He will not eat the bread of idleness!

How is it that we see superior men eating withalioling?” Mencius replied, “When a

superior man resides in a country, if its sover@mploys his counsels, he comes to tranquility,

wealth, honor, and glory. If the young in it folldws instructions, they become filial, obedient

to their elders, true-hearted, and faithful. Whadager example can there be than this of not

eating the bread of idlenes$®
AR #E. ARRS P BT 2. &7, BT R, Rz, A2 w8,

%" Two basic ways of explaining literary change aistdmical contextualism and immanent change. Toamssthat
writers intend to produce works unlike those ofvilmas writers is a characteristic of theories ofriament change.
See David Perkings Literary History PossibléBaltimore and London: The Johns Hopkins UnivegrBitess, 1992),
153-173.

% James Legge, 2. 467-468.

29 “Chopping Sandalwoodf%1#, in the “Airs of Wei"%i Jl, Maoshi zhengyi5.210.

75



HT M. AIZB S, REES. SO, >

Poetry writes the actual world that the ancientpegienced. If we do not encounter their
events, visit their places, witness their scenetamys, and only follow our ear and chest to
make conjectures, it is just to guess the answarriddle, and it cannot be called as explaining
poetry. Though this passage discusses poetry, iotswritten because of difficulty of
understanding in poetry. It is that in his mindHes long been touched by events of getting
sustenance from princes, so he makes use of th@ psea pretext. It is the same as that
Zigong originally asks about the ruler of Wei whitedges his words in Boyi and Shugqi.
Mencius understands Gongsun Chou’s conception,esdiriectly explains it in terms of his
way of dealing with the world, and his explanatjast corresponds to the original poem. We
can see that the way to explain poetry is not rifidve can get the basic concept that lies in
the ancients’ poems, it is all right to explainrtheither in terms of our way of dealing with the
world or cares in our inner mind.

i, ANRBRZES. mAEPUEH S, BHH, BEEHLSEY, TEEAER, RE5a, A
AR . MR BER AT, ARANAN TR R P k. M AR ER G s m 2 HE, Rt
. WTEARBENIEATASRY. HTNEE, WEUCZTERL, AMEEHYE.

Al GRS . REHLREITE, BIIC AT S NG, B OFE M E N ZFF IR

. (1.60-61)

Here Wu Qi undermines his previous argumentyhahould belong to a poet rather than a critic.
We can find that Wu Qi does not insist on systeenidiinking, and contradiction is not the thing
he wants to avoid. Wu Qi points out that both Gamg€hou and Mencius hold considerations
beyond the poem under discussion, however, heuesli¢hat the consideration based on a
specific individual circumstance might point to thght poetic interpretation. Mencius not only
uses his own concept to trace back to what is & ahcient's mind, according to Wu Qi’s
interpretation, Mencius even goes so far as tosfoam the poem as a vehicle of expressing his

own cares. This is exactly “to grab another pesenp to pour on my own pent-up feeling’

%0 The chapter “Jinxin’f% >, seeMengzi zhushul 3. 240.

%1 In the chapter “Shu’er® ifii, Zigong wants to know if Confucius will serve theler of Wei, so he asks
Confucius what sort of men Boyi and Shugqi are drtiéy harbor grievance. Confucius answers thay thesue
humaneness and get it, why should they harbor gnies”? Thus Zigong understands that Confucius wtliserve
the ruler of Wei. Sekunyu zhushu7.62.
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filt N2 AR, 5 1 Oz 83832 In Wu Qi’s view, to explain the ancients’ poemguiges critics to
repeat the ancients’ living experience. Since itmpossible to achieve this goal, explaining
poems easily falls in a trap of guessing riddleswelver, if a critic is flexible to explain poems
in terms of his own experience and concern, coertily the explanation might match the
basic concept in poems. This principle might explathy Wu Qi does not avoid over-
interpretation in his critical practice.

In the following item Wu Qi further develops theimothat the explanation that does not
depend on the poem itself (in his own phrasghilunshizli;maF) might match the poem well,

and points out that even misreading can createaip@anfluence.

It is said, in theBook of Poetry“My heart is disquieted and grieved, | am hatgdhe crowd
of mean creatures.” This might say about Confuchus] again, “Though he did not remove
their wrath, he did not let fall his own fame.” Shiight say about King WeH.

O, WARES. LT, BRI, IRRRERRR. e, 3

“Cypress Boat” is originally about Jiang of Qi, bMencius’ comment forcedly inserts
Confucius in it. The chapter Mian is originally athéhe Great King [King Wen'’s grand father],
but the comment forcedly inserts King Wen in itn& the comment comes out, it has made us
believe that two poems are indeed about two sagescannot be changed. This is the divine
transformation by the one who explains poems. Kngwhis principle, then we do not have to
ask what poems are by Su Wu and Li Ling, as lon§wand Li are there. We do not have to
ask who are authors of Nineteen Old Poems, asdsnmgoems are there. Why? Even though
the pieces on the river bridge are later peopl&gation, this fact does not prevent them
becoming poems by Su and Li. Since Nineteen OldriBog&re in harmony with the principle
of poems in the “Airs” in th€lassic of Poetryit is all right to regard either Mei Sheng or Fu
Yi as their author. Even though you choose anadinerent writer to be their author, it is also
all right.

AR E 5%, MEHELT. PHcE, AREZR, M ECE. ki —m,

%2 This is Li Zhi'sZ=# (1527-1602) statement A Book to Burrd &, cited in Guo Shaoy&i#? &, ed.,Zhongguo

lidai wenlunxuan [ JFE{C5#i% (Shanghai: Shanghai guji chubanshe, 1979), 3.12Zhi means that drama
writers can relieve their own indignation by wriiothers’ stories. Here Wu Qi talks about the snity privilege,
but the subject is a critic rather than a writer.

3 James Legge, 2. 486, with modifications.

34 Chapter “Jinxin, Mengzi zhushul4. 252.
% Mao commentary says that the poem means that lreiman are not recognized because petty men are aide
of Duke Qing of Weif#tH 2. Wu Qi seems to follow the interpretation of “TerSchools” which says that Qijiang,
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AHivEss, ARERILN. 2 FRECE, B NPk, AR A8 E 5. L

HEEE A E, CARMaRRT, DAZEseT. BMER— 5 NE L, ﬂTﬁifﬁﬂo (1.63)

The passage Wu Qi cites is Mencius’ explanatiotwofpoems in th€lassic of Poetrywhich
he also cites in the item of knowing person andsm@ring the age in order to show the age and
world of Confucius and the King Wen. Now he poiatg that the explanation is in fact wrong,
thus we can find that in his view the plausibleoggation of the age and world is not determined
by historical facts. Here Wu Qi calls creative rntislaution as divine transformation. Mencius’
misattribution influences later readers’ acceptaoicine poems; the misattribution is eternalized
and appreciated, because Mencius explains whatdams should write rather than what they
actually write. Further, Wu Qi develops the poihtaat the poems should write to the point of
who the author should be. Poems conventionallybated to Su Wu and Li Ling should be
written by Su and Li, even though they are latdtess’ imitation fi)*’. To read them against the
background of Su Wu’s and Li Ling'’s stories is aesitally desirable, though it is not supported
by historical or philological research. Becausedien Old Poems echo poems by anonymous
writers in the “Airs,” their writers should be alsmonymous® In Wu Qi’s view, the divine

transformation of critics is to situate poems in iaterpretative frame that meets aesthetic

pleasure and the expectation of literary conventldare we can see that Wu Qi endows on

wife of Duke Xuan of Wefifi 52, refuses to remarry. See Wang Xiangiat ik (1842-1917), edShi sanjia yi
jishu & =X #Z &5 (Beijing: Zhonghua shuju, 1987), 126.

% Here Wu Qi seems to follow Zhu Xi's commentary.uZXi says that the original meaning of “Cypress Big

that the noble person angers petty men, and tlyggnaltimeaning of “King Wen” is that though the Gréang

cannot prevent his brothers from resenting him,goisd reputation is not affected. However, Zhu Hlidves that
Mencius’ interpretation that the first poem refewsConfucius and the second one refers to King \Wlea makes
sense. Seklengzi zhangjul4. 368.

3" Probably it is more accurate to say they are perpwemsdai {t).
% «Authorship, which is usually a positive value,as unwanted attribute for an anonymous ‘old poenyuefu”

See Stephen Oweithe Making of Early Chinese Classical PoetGambridge: Harvard University Asia Center,
2006), 217.
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critics great power of shaping and transformingitherpretation and acceptance of poetry.
Echoing the term divine transformation, Wu Qi barsoa similar term enlightenmet &
from Yan Yu'sf#> (13" century)Canglang's Remarks on Poetifyii 5% .3

Zixia asked, saying, “What is the meaning of thespge---‘How pretty dimples of her artful
smile! The well-defined black and white of her eyiégle plain ground for the colors?™ The
master said, “The business of laying on the cofot®ws (the preparation of) the plain
ground.” Zixia said, “Ceremonies then are a subsegthing?” The master said, “It is Shang
who can bring out my meaning. Now | can begin th &out the odes with hinf®

THEL %G, £ HB S, KRGS D, THQFEE B BT TEETER

. T EHERY

When former poets write poetry, they value enlightent. Moreover, explaining poetry also
values enlightenment.... For instance, the poemahmround and colors itself only chants a
stately lady’s appearance, how can it have anyttordp with painting? However, the master
explains it in terms of painting. How can it haveyting to do with ceremonies? However,
Zixia is enlightened to think of ceremonies as lasgguent thing. This is especially a so-called
fully penetrating enlightenment.
W NREE, BIRWIE, WameE/AR. . MR, HKEAZAEBHEE, fEpREH, mkir
fieLag . (TELRIE SR, 1T 2R A AE1E, JUPTREERC S, (1. 37)
The passage Wu Qi cites is Confucius’ and his pliss interpretations of a poem in tB#assic
of Poetry Regardless of the specific import and circumstaotthe poem, they draw ethical
lesson through free association. Wu Qi grafts Caon&i metaphorical interpretation onto Yan
Yu’'s analogy of poetry to Chan Buddhism. In hiswieritics, just like poets, need intuitive
understanding.

The following two passages quoted are from the hd@hongyong”+ )& in Liji &5, later

annotated by Zhu Xi and included in Four Books asxXe classics.

39 Guo Shaoywi 4=, Canglang shihua jiaosh& R :¥:5 £k (Beijing: Renmin wenxue chubanshe, 1961), 12.
40 James Legge, 1. 157.

*L“The Stately Ladyfi& A in the “Airs of Wei” 47 Jil, Maoshi zhengyi3. 129. The third line is not in the original
poem.

*? The chapter “Bayi’/\1f}, in Lunyu zhushu3.26-27.
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It is said in the Book of Poetry, “The ordinancdsHeaven, how profound are they and
unceasing!” The meaning is, that it is thus thaavés is Heaven. And again, “How illustrious
was it, the singleness of the virtue of king Weindicating that it was thus that king Wen was
what he was. Singleness likewise is uncea&ing.

W Rz, RBAD! BRRZHUARSE. BT CEZ 2 YERT T
Frbh & scts, siRAc.

Unceasing can be used to express Heaven ratherpi@pie. Singleness can be used to
express people rather than Heaven. Here only ond Wi&ewise” is used to connect two.
Then we feel that Heaven can also be expressedngkeress, and people can also be
expressed as unceasing. If the person who exptamgpoems has such enlightenment, he
naturally has such power in brush.

ACHLLERMATF N #UUHEAMAT TR RAH—IRFR/E, BRRPATF4H, A
AT EAC. eI TE, A% ). (1.65)

Here enlightenment partly means novelty in the @asion of words. An adjective is used in an
unexpected position to describe a noun that is@sgapto be described by a different adjective.

It is said in theBook of Poetry“The hawk flies up to heaven; the fishes leaphia deep*
This expresses that the Way is manifest everywhere.
R BRR. MEAN. TEH R,

The poem itself just chants about hawk and fishwidan it have anything to do wibaoxué

Zisi cites it because he thinks it illustrates beow a recluse when the Way is lost. When he
says “the Way if manifest everywhere”, this is #mdightenment of the one who explains the
poem. Master Cheng further uses it to prove toswtiaus. To say not to force the cultivation
means the enlightenment of the one who explainsp#reon who explains the poem. The
argument seems to be farther from the poem whisnfarther deduced, but in fact when it is
farther, it is closer. O This is Chan Buddhismisithe same that ancients use Disciplines in
Chan Buddhism to make an analogy for poetry, abekes as the first rate those literati who
are endowed with cause and consequence of Prajna.

sEHACSRE, EESE, TR DA ERE. ME BT, fimaE . BETENE
. FIZIE8, aamamesa <G, Haml@HimeE, g@mEmmiLe. ... IR,

i ANl RE, 2 ESE AN Ry Bl 2. (1.64-65)

%3 James Legge, 1.421.

*4“Remembering Heaven's Ordeffi X i, in “Clear Temple™& &, in “Zhou Hymn” J&2H, Maoshi zhengyi
19.708.

%5 «Zhongyong zhangju,” (Meahy Chapter and Phrasé" % # 1)), in Dianjiao sishu zhangju jizh85.
“*® The translation is from James Leggae Chinese Classics. 392-393.
*"“The Foot of the Mount Han® 7, in the “Greater OdesMaoshi zhengyil6.560.

“8«Zhongyong zhangju,” 22.
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In Wu Qi’s view, both Zisi and the master Chengdmee literary critics. He believes that poetic
criticism and classical interpretation coincide drawing intuitive thoughts that seem to be
irrelevant to the poem. In his mind, Chan intellige seems to mean paradox: the interpretation

irrelevant to the poem actually sticks to the point

Concept of Literary History and Retrospective Craim

Wu Qi’s concept of literary history might egsiattract modern scholars who look for
systematic thoughts in classical Chinese literaiticism.*® He argues that among former literary
critics only Zhong Rong and Hu Yinglisii & (1551-1602) know the origin and ramification of
poetry from the ancient to the present, and thdbhews these two predecessors in recognizing
poetic history comprehensively. He uses a termt@describe three periods in Chinese literary
history. Three hundred poems represent the fiestWenxuanpoems represent the second era;
“new style verses” in the Tang dynasty and after Thng represent the third era. He borrows a
term “way of Han Dynasty?:i& from a couplet “Alas! The poets of Sao have dieaped, and
the way of Han Dynasty is flourishing her@ A A R, EiE a2 7 in Du Fu's poem “Written
Accidentally” {4 ,°° and uses it to unify three eras. In some placesQi\seems to use “way of
Han Dynasty” to show a spirit and a style, but e @lace he defines “way of Han Dynasty” as
genres. “The way of Han Dynasty refers to five aylé poetry and seven syllable poetry. Once

they flourish in the Han dynasty, and then thewffish in the Tang dynasty#iERifs H-E5. —

9 The only book that | have found discuskashao xuanshi dingluim length is Zhang Jian%:f& Qingdai shixue
yanjiu JECEF 2T, Three pages are devoted to Wu Qi, but only dsthe second volume. Zhang thinks that
Wu Qi’s value is to articulate a kind of “macrocasmiew of poetic history”; # 55k 52 #7. He also points out that
Wu Qi’s high evaluation ofvVenxuarpoems is influenced by Yunjigg&[# school represented by Chen Zildiigs

£ (1608-1647), and former and latter seven mastets in the Ming Dynasty. Se®ingdai shixue yaniji(Beijing:
Beijing daxue chubanshe, 1999), 229-234.

*° Qiu ZhaoadlJk % (1638-1713), annotateBushi xiangzhutt ;%71 (Beijing: Zhonghua shuju, 1979), 1541.
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BEIAE. TR (3.7). In Wu Qi's view, Wenxuanpoems perfectly represent the way of Han;
three hundred poems are the origin of the way of; Maew style versesiiz#é follow the way of
Han yet inevitably deviate from it.

Wu Qi’s description of three eras is touchednbystical tone. He believes that the fact that
Xiao Tong’s short life only allows him to selectgie before Jiang Yan in the Liang Dynasty is
the ordinance of Heaven, so tiWgénxuarpoems can represent the pure way of Han. In bis,vi
poems in the Chen and Sui Dynasties have alreaciynie the herald of the third era. He says
that compared with poems in the Han, poems in thenGnd Sui add flourishes for eff@gi:
H4#E and poems in the Tang and after Tang further ahdragn the root and get increasing
heavy s A& (in Wu Qi’'s vocabulary it does not necessarilyrganegative message). He
argues that though Tang poems pursue independeglogenent, they cannot totally depart from
the way of Han. Also, poems after the Tang canteyi sut of the scope of the Tang. Thus Wu
Qi’'s narrative literary history is in fact a contegl literary history, since it exhibits the
interrelation of poems as the logical relationsoné ide@' In his literary narrative the way of
Han Dynasty is the hero that links literary devet@mts in different eras in Chinese history. The
way of Han Dynasty experiences climax and declamgl changes almost once every thousand
years when one form of poetry has exhausted italibiy of development: from Emperor Yu to
the Eastern Zhou, there are one thousand yearpagid/ changes; from the Han to Liang there
are one thousand years and poetry changes agam. the Tang to the time he lives there are
also about one thousand years. He cannot predectfuture of poetry but provides three
possibilities: the current poetry would be eterredi to the end; it would change to create a new

era; it would turn back to restore the antiquity.

*1|s Literary History Possible49.

82



Many of Wu Qi’s evaluations of literary histoinpm the Wei to Liang Dynasties are based on
Zhong Rong'sGradations of Poetand Liu Xie's### (ca.465-522)The Literary Mind and the
Carving of DragongWenxin diaolongZ L i#iE), as in the following instance.

Between the Taikang reign (280-289) and Yuankaignr@91-299) there were three Zhangs,

two Lus, a pair of Pans, and a Zuo who burst fastbpd out, and followed the footsteps of

the former writers. Though their words are morébefate than those in the Zhengshi reign

(196-220), and power is weaker than that in the@’dmareign (240-249), they are also the

resurgence of the way of Han Dynasty. (2.7)

KETCREZ I, =0k, B, Wk, —7c, ZhR iR, AU, SRR IR, IR T 8%, RJRE

JEPAL LN
In this passage Wu Qi combines a piece from “PeefaShipirt #5457 with a piece from the
chapter “Clarifying Poetry##F in Wenxin diaolongand concludes them with his own creation
“‘way of Han Dynasty.” This might be a charactedstif many late Imperial critics, whose
arguments are nothing but ramifications in a litgriaadition®* Wu Qi’'s novelty, however, may
lie in what he himself disputes. He thinks that wlegitics after the Tang discuss “new style
verse” their comments are insightful, while wheaythliscuss poems MWenxuantheir ideas are
not sound. The reason is, he argues, that Tang ‘stgle verse” lies in their mind as an
obstruction. Only comments made by Zhong Rong andXie who live before the Tang get the
essence ofVenxuanpoems, because they only know poems from the Hdnang Dynasties.
Tang poems, with their strong influence, mediatewben Wenxuanpoems and late Imperial
critics. Wu Qi himself is a critic who has “new lgyerse” in his mind and explaiv§enxuan
poems in terms of his knowledge in Tang poems. éteeme example is a statement like this:

Xie Tiao is the head of poets in the Qi. His poewesvery clear, beautiful, fresh and sharp. Each

character is gotten from bitter chantimgye & AE Ik A 88 . HEiiig RS, #5718 2w,

2 Of course, Wu Qi does dispute some arguments oadhés predecessors. For instance, he disagrebsziviing
Rong's criticism of Yongmingk B style. He seems to be an expert in musicologypays much attention to the
relationship between poetry and music. He even gagghyme is the master in poetgyAiE 4 F. (16.2)

83



(15.1)

Though Wu Qi regards it unfortunate not to aghithe naiveté Zhong Rong and Liu Xie have,
it is his sophistication that helps him produce stiing new and different from Zhong and Liu.
His appropriation of Du Fu's poem to describe &tgrhistory implies that a particular Tang
retrospect functions in his narrative. Though trenter of his narrative is six dynasties,
sometimes his standpoint lies in the Tang Dyndsty. instance, he says that the relationship
between the Han poetry and Wei poetry is like bedtveen the Early Tang poetry and High Tang
poetry. When he argues that in one era there #egatit shorter period$1(i &), and the Eastern
Jin poetry and Wei poetry represent two periods,reason is that Liu Kun®l# (271-317/8)

poetic style influences Li Bai's¥ [ (701-762) powerful and intransigent &% ik g 2 &,

while Guo Pu'si[ B (276-324) style influences Du Fu’s intoxicatingdagiloomy thoughtgfift
iz 8. (2.8) When he discusses how a critic should selentemporary poems, he begins
from Tang anthologies and then turns to Han antiieto

When poems reach the Tang, they were already eelyeftourishing. However, apart from
Caidiao ji, poems inYulan Souyy and Qiezhongare no more than a hundred [each]. The
standard of selection is so rigorous. Thereform lemlightened that Nineteen Old Poems are
Han poems selected by Han compliers.

KEFEH, O 2B 4 FEES0, 54, 48 £, 6 0% 4, R, Bk E e /. s
R IUE B NGEE R . (2.23)

Though Nineteen Old Poems first appeaanxuan Wu Qi seems to be inspired by Tang

%3 Caidiao ji, 10 volumes, was complied by Wei HgZ% in the Five Dynasties. Among extent Tang anth@egit
is the largest one.

> yulan shiff 8, 1 volume, was complied in 817 by Linghu CRUl %% (766-837). It contains more than 300
poems, mostly from poets in the Yuanhe reign (828y&nd Dali reign (766-779).

%5 Souyu xiaojif¥# T /N4, 1 volume, probably was complied in 750s. The damjis unknown. It contains about 60
Early Tang poems.

*® Qie zhongji 1 volume, was complied by Yuan Jig&% (719-772), with a preface dated in 760. It corsadd
poems.
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anthologies complied by Tang people to argue thgtoap of Nineteen Old Poems is a Han
anthology by Han people.

As for the creator of five syllable poetry, V@u believes that Emperor Wu in the Han Dynasty
is the real creator. In order to explain why Li ¢imnd Su Wu are regarded as creators, he
provides following analysis that makes an analogyween five-syllable poetry and seven-
syllable poetry.

Du Zimei says, “Su Wu and Li Ling are my teacheiiden how can we say that five-syllable

poetry is not created by Su and Li? [Those wheaeraisgch an argument] do not realize that he

[Du Fu] only used the Su and Li “River bridge” poebrecause he honored them. At that time,

there were many poets, while Su and Li were thé, laesl the most famous. Therefore later

generations regarded them as the first poets @& $yllable poetry. It is the same that
regulated poetry in the Tang was established byetinperor Wen (Taizong), while later
writers regarded Shen Quangift ] (ca.656-714) and Du Shenydh# = (?648-708) as
their teachers. If there was not an establisheoh,favhen Su and Li parted and held their
hands in a hurry, even though Li was good at itmigapoems, and Su was good at rhyming
with the poems, how could they finish such a gez&nt in a moment?

TR, FHRHEREEN. AT S, TP, ARG RBENH 2 5. EEET

W TR . SR A MR N 5| i . BRI B, AL 2 e, R 2 2 551

DAt 2R E. G EA E . T2 ). & T, ZRR05 8. BREDEAM. 15— 2 LI T3

K. (2.32)

As early as Yan Yanzhifizt 2 (384-456) and Liu Xie, critics have already suseédboth the
attribution of the river bridge poems to Li and %und the attribution of the creator of five
syllable poetry to Li Ling® Wu Qi accepts the suspicion, but just as he stggeat Li and Su
should be authors rather than they are authorgnighasizes that to attribute the creation of
five-syllable verse to Li Ling is a cultural facther than a historical fact. He is inspired by the

fact that the emperor Taizong establishes the stiyleven-syllable poetry, and retrospectively

projects it onto the Han Dynasty. Li Ling and Su e compared to Shen Quangi and Du

*" It is the fifth one from “Twelve Poems of ReliegiDepressionf#R5+ — 1, Dushi xiangzhu1514.

%% Fan Wenlariti (i, ed.,Wenxin diaolong zhol CHEREYE (Beijing: Renmin wenxue chubanshe, 2000), 6.75.
Fan provides comprehensive sources for the questithe origin of five syllable poetry in the ndté.
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Shenyan, who are the most famous early practitoorgdr the new genre, and therefore

transformed into creators in cultural memory.

Critical Practice

If the first two parts of Wu Qi’'s book discudsabove represent Wu Qi’s effort of dealing with
authoritative texts of classics, in the third pai§ critical practice shows influence of the new
intellectual world of the seventeenth century. Wusa good reader who has many interesting
and insightful interpretations of poems, most ofclilare about poetic structure and relationship
of words in poems. The characteristic of his caitigractice may be concluded in his own word
as “divine transformation” and “enlightenment.” Hisetry interpretation is strongly influenced
by drama and novel commentary, Jin Shengtai’® ¥ (1608-1661) in particulat’ The
influence permeates his interpretation and reptsstself in many forms, from the borrowing of
technical terms and psychological analysis to é&ling fictional protagonists and scenarios in
poetry. His reading of poetry in terms of novel addima criticism not only renovates
conventional poetic criticism, but also twists #ssumptions of novel and drama criticism.
The popularity of fiction and drama reading andtiwg in the late Ming and the early Qing must
have constituted the historical context of Wu Qitetry criticism. Fiction and drama are not
only genres different from poetry, but also provalalifferent way of engaging poetry. When

A

discussing Xie Lingyun’s poem “Reading Books in theamber’7s 53, Wu Qi states his

%9 One thing that deserves attention is that somienteal terms from novel and drama commentary arealy
shared knowledge, so we cannot say that Wu Qi satbsaccepts them from Jin Shengtan.

Wu Hongyi%: % — points out that Wu Qi follows Jin Shengtan’s fofistic criticism & z0#lt#¥, and one inevitable
weakness of formalistic criticism is to give fadeéd interpretations and draw wrong conclusionfalse analogy
. It is true that misreading and over-interpretatmccur in some of Wu Qi’s interpretations. See Wu
Hongyi, Qingdai shixue chutar§f{zF#4]4% (Taibei: Xuesheng shuju, 1986), 157. Wu Qi's iptetation of
poems, Nineteen Old Poems for instance, often begith a statement: This poem shows that officiaisnot get
rulers’ trustEE ANFJAE 2 5. Quite often he argues that particular poems aittew to satirize ¢i 7i]) petty men.
Some of his allegorical interpretations, of couese, neither interesting nor insightful, but sive has pointed out
it, I will not touch on this point. To neglect itpwever, does not mean that Wu Qi’s interpretaiguerfect.
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own view on reading books, relating it to watchdrgma.
As for my reading books, when | encounter the antagg@od people and good deeds, | praise
and admire them without cease. | am always happytHe ancients’ pleasure. When |
encounter the ancient evil people and evil deedésd feel indignant and resentful to them.
How can | not worry about the ancients’ sufferirtg@wever, | have never had an authentic
experience with the ancients. From the ancienhégpresent, there is one theater. Books from

the ancient to the present are one drama. Whead Ibeoks, | just make my banter for a
moment.

HRZHEE. B2 EANEE, QA B REAET N JOEH B NER. TRE

WA REAEHNZE. RTEHABRERES. 55— 835, 55 2HE BB RHE

. MR ISHEH-. (14.35)

Wu Qi might just use a drama metaphor to shiswdétachment from reality, but the statement
clearly explains the degree he is influenced byn@randeed, in many interpretations, he intends
to read poems as plays, where he imagines andierpes dramatic characters’ pleasure and
sadness. The compound playfulnesgue&iE) happens to have the same character plia$k)
as that in theatexichangi§k%) and palysXiju E&#1). Wu Qi seems to delightfully imply that his
treatment with theater and drama just coincidesh wite spirit intrinsic in them. In his
methodology of criticism, Wu Qi has said that alems come from grieved heart, and all
noblemen are frustrated in a world of differencd aanflict, but in practical criticism he reveals
the fact that he does not take poetry seriouslg ddnflict between traditions of seriousness on
poetic reading and playfulness Wu Qi infuses totnyoeriticism indicates the tension between
literary tradition and the new world of the laterigiand the early Qing.

Here | try to analyze some methods in his priation that are related to novel and drama
commentary.

1. Caoshe huixianz it k4% andHongyun tuoyuést == % A
In Jin Shengtan’s novel and drama commentasfet are two important terms that Wu Qi

borrows and uses in his poetry interpretation. Taey the faint line of a grass snakadshe

huixian it /5 4%) and painting the clouds to bring into relief theon fongyun tuoyudst = %
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H). The faint trace of a grass snake is from Jimgten'sWater Margin(Shuihu zhuank %)
commentary. Its meaning is to use a key imagekayavord repeatedly to unify a work.

There is a recipe of the faint trace of a gras&enahroughout the scene of Jingyang Ridge
there are many words of a club; throughout the sadrPurple Stone Street, there are many
words of a curtain. They use this recipe. Withtfgknce, there seems nothing important in
these words. When you examine them carefully, tieeome clue (trace) in them. If you touch
the clue, the whole body will act.

HHEIEIKGE. WG R 2 Mk, SafEass TR 7SSt BEZ. Gy, Xk
S P RARR. P @RS

Painting clouds to bring into relief the moon isrfr Western Chambe¢Xixiang ji 75 faC)
commentary. It is a term borrowed from Chinese fpagn skill, meaning that something
important should be described indirectly.

Have you ever observed a recipe of painting theddao bring into relief the moon? One
wants to paint the moon, but the moon cannot bet@ai so he paints clouds. Though he
paints the clouds, the concept does not lie irctheds. The reason why the concept does not
lie in the clouds is that it lies in the moon.
INEBUAMEIEH 5P SREH W, A AW, FimEE.
[ A A .

[
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W,

Jin Shengtan explains that Wixiang ji Yingying % # is the central figure, while more
description is devoted to Zhang Shejfgt:, and it is the skill of painting clouds to bringtan
relief the moon.

Wu Qi's usage of the term “the faint trace ofjrass snake” can be seen in the following
example. The poem he discusses is Xie Tiag®t (464-499) “On the Way to Xuancheng
Commandery, Proceeding from Xinlin Ford Toward Bant|x E4ER, H ki RS,

My journey by the River Route seems endless agd gauthwest,

And yet the River’s homing flow is speeding on hesdst.
At heaven’s edge | recognize a home-bound boat;

89“The Method of Reading the Fifth Book by a Talehtdan” #4514 1 &%, in Diwu caizishu Shi Nai'an
shuihuzhuarf 1.4 1 ZJiti i} & /K 2% (Zhengzhou: Zhongzhou guji chubanshe, 1985), 1. 22
®! Jin ShengtarGuanhuatang diliu caizish#f # % 55 75 4 & (Nanjing: Jiangsu guji chubanshe, 1986), 42.
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Amid the mist | make out trees along the River.

The travel’s thoughts are weary of this constaokirg,

And of lonely journeys in the past already | haae my fill.

But then, it does indulge my craving for a livelduh

And at the same time tallies with my relish for tBlwucous Isles.

From noise and dust of city life from now on I'klscreened,

And what delights my heart in this place | will din

Although I lack the dusky panther’s splendid coat,

I'll hide at last within the mists of Southern Mdam.

TLEE VOB K, BRimsRdbE. REREER AL, Zhyiis. REHBERE, EECR.
EMEMIARNS, (AN, B AR, HORE. B XL, KRR %5

Wu Qi explains the relationship between the coup#d¢theaven’s edge | recognize a home-
bound boat; Amid the mist | make out trees alorgRiver” and the last couplet as follows.
The river flows fast, and the boat moves quickiysdems that the person in the boat has such
a strong mind of homing that his mind forces thatlio move so quickly. Moreover, since the
Jin Dynasty crossed the river to the south, alc@afis have had their homes in Danyang. Xie
Tiao left home and traveled out, therefore he thoubat all boats flowing down the river
were returning home. The line has two conceptidnsngy and anger... In the line of amid
the mist... in fact secretly couches the vein ofaat hiding within the mists in the last line,
but it is not pointed out clearly. It is like adifn ashe§>
KA. FHTIE. 2 AEF R LIEZER. LH SRR, F S S, Pk o7
RIS NER T R, B, WaA RS .. Eha)... BRREETEIE IR, HARE.
K2 #1H- (15.21).
Wu Qi transforms the faint trace of a grass snake the trace in dust. He believes that
becoming a recluse is Xie Tiao’s intentiahi or the basic conceptiogif of the poem, which is
revealed in the last line. Veim@i k) is a literary term borrowed from human body, sovtself
is a trace extending through a literary work andkin@ it a live body. Wu Qi’'s usage of vein
seems to say that the vein carries the messaga of yi throughout the poem. In the forth line,

“Amid the mist | make out trees along the Rives’implied thezhioryi that is conveyed in the

%2 Xiao Tong, ed.Wenxuanwith annotations by Li ShafE 3 (689) et al. (Beijing: Zhonghua shuju, 1987), 86
(hereafteMVenxuai Translation is from Richard B. Mathdte Age of Eternal Brilliance: Three Lyric Poetstlod
Yung-ming Era (483-493).eiden and Boston: Brill, 2003), 2. 217.

% When Wu Qi says$uizhong zhixian/k #1243, | think that he means line (trace) in dust, ratih@n grey line,
even though Jin Shengtartaoshe huixiarZig K43 is more likely to mean the grey line (faint trace)
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last line, the skill Wu Qi calls coucHu(fk). Thus two poetic lines correspond with each other
implicitly, as if there is a trace hidden in dubt.zhi or yi conveyed in the last line can be
compared as a music motif, then the forth lineniz¥ariation of the motif. Like Jin Shengtan, Wu
Qi uses the term to represent the organic unitthefliterary work. However, the deviation is
also clear. In Wu Qi’s usage, the term refers ®wl#tying down of unobtrusive clues rather than
to repeated key words.

Wu Qi’s interpretation of the famous couplethis poem ingeniously reveals the fact that it is
not purely about scenery. He psychologizes the podtpoints out that the verbs “recognize”
and “make out” carry an emotional mess&tee argues that when Xie Tiao uses “home-bound”
to describe the boat, he is obsessed with homaesssk which further refers to the metaphysical
return, to withdraw from the society. Thus, we éad that though using the novel term Wu Qi
is also discussing a basic issue of scgnend feeling# in poetics.

Wu Qi combines novel commentary with poetitcicism and creates the new term for his own.
Though situated in different contexts and represgrdifferent critical aims, Wu Qi’s “a line in
ashes” reminds readers of Yan Yu’s such metaptottaes in the empty air’s+ 2 &, “color
in a face”#i+ 2 =, “moonlight in the water’k+12 A, “an image in a mirror 2 %°° both
grammatically and semantically. They share the sqnadity of leaving no tracks to be followed

fEFr T =K, however, “a line in ashes” is also different frofan Yu's overall impression of

® Wu Qi's famous contemporary Wang Fuzhik > (1619-1692) provides a similar interpretation ki tcouplet,
which is incorporated in his systematic discusgibthe relationship between scene and feeling. (&lage words
that seem to have nothing to do with feeling yattam infinite feeling. ... (In this couplet) indiatitly a person
with deep feeling gazing at the distance is vivigyrtrayed. The scene written at this point isra Bcene.” Wang'’s
interpretation is cited in Cao Rongn#@fili, ed.,Xie Xuancheng ji jiaozhéft 384 RF: (Shanghai: Shanghai
guji chubanshe, 1991), 221. For some other poehesetis also similarity between Wu Qi’s interprietatand
Wang Fuzhi's.

% Canglang shihua jiaoshR6.Readings in Chinese Literary Thougho6.
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“tones,” “color,” “moonlight,” and “image” in thaa line is linear like a vein, and transient, Idst i
a breeze stirs the ashes. Wu Qi imagines Xie Ta@&n as a process, where the linearity of the
poet’s gaze looking to the trees in the clouds maké couplet tied to the conclusion of the
poem.

Another example of a line in ashes appearssmiscussion of one of Ruan Ji's “Singing My

nxy

Feelings”zk1% on Bo Yiff153 and Shu Qit#%.%° The last couplet reads, “They seek humaneness,
humaneness has come to them. Why should | sighaamenht for them”R{= B34, SAEE G BE.
The second line reads, “To the north | look atlthee mountains and hillsTt 2 # 1LFT. Wu Qi
believes that blue mountains echo the statement the Analects the humane find pleasure in
mountaing’’ Therefore he states that in the second line tieedi humaneness couches in cold
ashesA k F{R1-7—4%. (7.11) Wu Qi’'s usage of the line in ashes hersinslar as that in Xie
Tiao’s poem. They both refer to the embedded diasecho the conception of the poem lying
in the end. At more places, Wu Qi uses the ternu¢hbd or “vein” alone. Couch means that one
former line contains message that can be foundlimeaafterward. Vein means the development
and transition of the conception throughout poe€fityey are both used to show the unity of
poetry. InThree Kingdomgommentary, there is a statement of couch thatgatain Wu Qi’s
usage of it.
The bookThree Kingdomdas the wonder of sowing seeds at an interval géar, and
couching steps at an earlier moment. Those whaaoel at gardening throw seeds in the
field and wait for them to sprout in a right momehhose who are good at playing chess
game make a causal step before more than ten atgp#he correspondence lies in more than
ten steps later. The method of practical descmpdiod virtual description in the composition

is also like this.
=B —&. GRRE T SRR E 2. BHE AR, fRRETTEE. BIEE T HE R E

% \Wenxuan23. 4.

®7 Chapter “Yongye'7 1, seeLunyu zhushu6.54.
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7. WS TR+ 2 %, B k. TR . ®
In the following interpretation Wu Qi uses balie term the faint line of a grass snake and the
term painting the clouds to bring into relief theon. The poem he discusses is “Green, Green

Grass by the Rivers &% from Nineteen Old Poems.

Green, green is the grass by the river,

in garden the willows are all dense and full.

High in the tower a woman so lovely,

She glows in the window, white and so pure.

Rouge on her cheeks, bright in her beauty,

and she puts out a pale and delicate hand.

Once long ago | sang in the bar room,

now I'm the wife of a traveling man.

He travels for pleasure and never comes home now,
Alonely bed can't be kept empty for long.
HHFBEE, SREPN. R L, RRCE E .
HIRALINE, GEUHERT. SABRL, SBE TR TR, SRR

The poem writes scene from what is seen from egdswaites feeling from what is felt in
mind. Sometimes it writes from the perspectiveha poet, sometimes it writes form that of
the person being written. The wonder of scene aaling lies in that the empty and solid give
birth to each other seamlessly. It is especiallpdesful in the immediate moment. Four lines
of “lovely” are written practically from the authereyes. Four lines of “once long ago” are
written virtually from the author’s mind. All theising taste lies in the opening two lines of
“green,” because they stir the spirit of the whpiece. Obviously they are picked from the
author’s eyes, but still they seem to be pickednftbe woman'’s eyes. Obviously in the two
lines the author virtually imitates what lies inettvoman’s mind, but still it seems that
feelings in the woman’s mind and eyes corresporattbkto what is in the author’s mind and
eyes. It indeed has the wonder in the skill offdiet trace of a grass snake. Why should the
two lines be picked from the author’'s eyes? | cam painting as an analogy. The moon
should be positioned among light clouds, and kstdsuld be on sparse branches. (Clouds and
branches) decorate (the moon and birds) indirectire side in order to aid the momentum
(of the moon and birds). If the poem opens abruipdsn the line of “lovely,” it is still a poem.
But it is like to paint a beauty in a plain chamkard without the foil of stuff such as curtain
and chair, the beauty looks lustreless. Also, #euby’s charm can not peer clearly. Only after
writing “grass by the river” and “willow in gardéngne green and the other dense, into an
extraordinarily hot and sensuous plot in a dranaa, the woman in the tower be inserted in
between beautifully. It is like that Tang danceasick around branches among lotus petals and

% Sanguozhi yanyil. 26.

®9Wenxuan 29. 1-2. Translation is from Stephen Owen, Anthology of Chinese Literature: Beginnings i1
(New York: W. W. Norton, 1996), 259 (hereaffenthology.
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tear apart a beauty on an emerald plate.

A TR RS, B R, BN, BTk NS . SRRSO R AR A, T R, JUEAE

Witz —Z). R mlus). e iy, SRUA). sifEE Rt ES. HBeeRT5H

TA) PR RRE R, 2B E IR G L R SCRUR L IR PG L o IR IR R R =

B YA ez B IR R IR A TR R IR . A B KA b, AR IR TR

M. B s BHBREEZ W, SRt b 53R MsE. Br B LS. sk st i

BA)FRIE. TP E B EENTREZ . ARy IR . AR e, BISE N B, IR

M B L MESRT R A, —F 8 RN SRAREARI RS, MBI A Bk )i N SRR

JRFEAEIE . R HER N T RB L bR R E (4.5-6).
Here the faint trace of a grass snake is diffefeorh its original meaning in Jin Shengtan’s
commentary. It seems only to function as a clichpraising the poetic skill. However, the skill
of painting clouds to bring into relief the moortriansformed creatively in the interpretation. Wu
Qi relates the indirect description in this skilthe differentiation of the soligf and empty:,
of description of the actuals = and virtual description %, and of two perspectives in
description. First, from the third line “High inghiower a woman so lovely” to the sixth line “she
puts out a pale and delicate hand,” there is detsmni of the woman’s appearance, which is
written from the poet’s eyes and defined as prattiescription. From the seventh line “Once
long ago | sang in the bar room” to the last likel6nely bed can’t be kept empty for long,”
there is description of the woman'’s thought, whgkritten from the poet’s mind and defined as
virtual description. Thus practical description tesi what the poet sees in reality, while virtual
description writes what the poet thinks in imagmat Both what the poet sees and what he
thinks are unified as the poet's perspective. Sécdu Qi interprets a subtler interplay of
practical description and virtual description i thpening couplet. In surface the couplet simply
writes scenery, so it should belong to the categdrpractical description. However, Wu Qi
argues that the scenery description is also thé&spioeagination of the woman’s thoughts, so it

also belongs to the category of virtual descriptitdoreover, Wu Qi inserts the woman’s

perspective in the opening couplet, and says thatalso what the woman sees and what she
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thinks. He argues that what the poet sees andgl@ré&ctly corresponds to what the woman sees
and thinks, and therefore both the poet and womarmnathe same moment of feeling the green
grass and dense willoW & Bilitt 2 [FI7E S FH M1 2 —Zid (4.7).

In some sense, Wu Qi treats the relationshiyden the poet and the woman as that between
a novelist and the female protagonist the novelistites. There is ambiguity of who is the
speaker (mostly the speaker is identified withgbet)’® The poet-novelist either speaks for his
protagonist in third person, or he lets the womepress herself in the first person, and yet two
situations cannot be split apart clearly, as indpening couplet. There are two discourses and
two perspectives in it; not only are two perspextijuxtaposed, but the poet-novelist's
perspective well fits the woman’s, showing his geaten, most remarkably in his imagination
of the woman’s loneliness.

Wu Qi compares the relationship between thenimgecouplet and the rest of the poem as that
between clouds and the moon, sparse branches @il &nd furniture decoration and a beauty,

all from painting technique. As indirection destiop, the opening couplet of scenery functions

®The ambiguity of speaker mostly appears in Oldtioand yuefu poetry. When Wu Qi discusses poems that
belong to theyuefutradition, he often discusses this point. One eparis his discussion of Shen Yuglg4] “On

the Third Day of the Third Month: Composed Extengmously” = A = H X & il 5. He differentiates two
perspectives, one from the poet and the other ttmmravelers written in the poem. There are twoptets both
about spring scene. Wu Qi argues that one couplebin the poet’'s perspective, so it is not jusiwdtscene, but
also conveys the poet’s lament for time passage tlea other couplet is from the travelers’ persipectand simply
writes about scene. (16. 6-7)

""Wu Qi differentiates two perspectives in order toye that the poem is written to satirize the dissowoman. In
his view, when the poet writes the woman from h@sspective, it implies his judgment. As a comparjdwe argues
that in Wang Changling’sE 2# (? 698-756) “Grievance in Boudoiff4%, because the poet writes a woman
gazing at the spring scene from her own perspective poem is written to praise the chaste ladyatar critic
Zhang Xuechengz 25, (1738-1801) provides a similar argument. Zhangckeag clearly compares a poet to a
dramatist, and poetry to performance. His argurieeas follows. Just as an actor can play any eofet can speak
in anyone’s voice. When an actor plays a role, dredistance himself from the role by using monotgcand thus
admonishing the role. It is the same for a poetahse in poetry a poet can both speak for the gwotat and
provide his own admonishment to the protagonissoAlZhang Xuecheng relates this literary technituea
historian’s work, by arguing that a poet’s admomisht is like a historian’s rhymed evaluatigi® inserted in
narration. See Zhang Xuecheng's “Women'’s Learnifig®:, in Ye Ying Z£ ¥, annotatedWenshi tongyi jiaozhii
SIEFERE (Beijing: Zhonghua shuju, 1983), 531-553. Fromsthéwo examples, we can see the influence of
drama experience on poetry interpretation.
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as the foil of the woman in lines afterward. Puthe tradition of poetic criticism, we can find
that Wu Qi provides a fresh interpretation of hd¥fective image Xing #) functions in poetry.
Green grass and dense willows in the opening coumiensify the woman’s anxiety and elicit
her desire, but simultaneously they stir the ppetaker and incite him to notice her, and finally
they become the spot where perceptions from twis ganverge.

In his interpretation of the other poem “Fargtlae Oxherd”i#i#@Z 44 from Nineteen Old
Poems, Wu Qi discusses a different kind of praktieacription and virtual description, and here
they are related to the ambiguity of distance.

Faraway lies that star, the Oxherd;

she sparkles, the Maid in the River of Stars.
She stretches her pale and delicate hand,
clacking, she whiles away time with the shuttle.
A day is spent and her weaving not done,

As her tears fall down like the rain.

The River of Stars is shallow and clear,

not are they so very far apart.

But across that bright and brimming stream,
She gazes with longing and cannot speak.
HEZEARE, BRIE L. SEERT, B8 FHEFT.
OARRE, MR, WS ER, MREET. Rk, IRIRAEEE

Wu Qi asks a question about the contradiction stdptions of the River of Stars. At one place,
the Oxherd is “faraway,” but at the other place, River of Stars is “shallow,” and the Maid and
Oxherd are not “far apart.” One can simply ansvirer question by saying that since they are
doomed by the gods to be lodged apart, even ththeglRiver of Stars is shallow they are not
allowed to cross it. Wu Qi, however, provides a ptar answer to the simple question.
Whenever one thing is big or small, distant or €Jashas a certain shape. It is just that shape
can be changed by momentum. Therefore, the claeg tlecomes faraway, and the thing
faraway becomes close. This is a consensus of mastshape. However, the Oxherd written

here is suddenly faraway and suddenly close.iltdsed because of the relative relationship
of shape and momentum, but in fact it is also ckdng the Maid’s eyes and mind.

2Wenxuan?29. 6. Translation is frofinthology 257.
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N2 KRNI, —EZ . R R85, R ROE. 1538 RO, I R 2 i@ s . itz fir
5. B 2. [ IS T )RR A IR R s . (4.18-19)

The statement that distance can change dependerdituwations seems to echo Wu Qi’s

discussion of “Zhongyong” passage: when the in&tgion of a poem seems farther from the

point, in fact it is closer to the point. We candithat he is interested in contradictory things.

Here he says that shape can be changed by momé¢ghiat). Momentum “was used in early

political discourse as ‘power,” the force that irde in the actions or disposition of a state or

ruler.” “It is a force that inheres in some thingevent and directs its movement along the path

of least resistance€®As we may say subjective time and objective tithere are also subjective

distance and objective distance. What Wu Qi examthphasizes is that momentum is the force

lying in one’s subjectivity.

It is because that when the Maid with the shutiless‘all day long,” in her mind she believes
that the Oxherd and she will never have the monmertumeet each other. Then suddenly she
raises her head and gazes afar, discovering te@xherd is at the opposite of the River, and
that the River is shallow and clear. She beliehas they almost have the momentum to meet
each other. Therefore the shape in her eyes chahgemomentum in her mind. She says,
“not are they so very far apart.” Since there hasnbthe momentum of almost meeting each
other, she further expects that they will certainlget. However, because she is with the
shuttle and cannot cross the River, once agaimib@entum in her mind suddenly changes
the shape in her eyes. She says, “across thatt langhbrimming stream.” Two characters of
“bright, brimming” even change two characters oeé&r, shallow,” and transform the clear
and shallow River into deep obstruction.

B L. B H oz R R DL B R A K AHIE 2 B . T R0 SR — B LA AR AR AR
FODK X AEIER. 3E-FA B F R, R 8. S a2 8. B HEEET. A%
ARG Z B, J7 B A aE 2. T X LS fERE . SR, AR B2 3. BICEHIRF Y. H.
K. f a7 mER T RUAEILR. (4.19)

Wu Qi argues that the shallow River is the objectshape perceived by the Maid’s eyes; far

apart is the subjective momentum controlled by Ineind. He delineates the Maid’s

psychological vacillation: when the shape supersélde momentum, the River becomes shallow;

when the momentum supersedes the shape, the Ragemies deep. Here the skill of indirect

3 Readings in Chinese Literary ThougR80.
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description is that the poet “writes far distanceadrms of closenessir % i (4.19). Since far
distance is subjective momentum, and closenesijéstove shape, it is also the skill of writing
virtually (far) in terms of writing practically (oke). Compared with writing far distance in terms
of itself, the indirect description intensifies thM&aid’s melancholy: the closeness that cannot be
crossed represents greater obstruction and despair.
2. Xiezi#2¥, Guansud#/$d and Empty Words

In novel commentary critics invent various teiclal terms in order to explain the rules of
narrative. Wu Qi scatters them here and theresrpbetry interpretation, with the consequence
that he seems to read poetry as narrative. Hisiopaomment of Xie Lingyun'sj % i# (385-
433) poem “On the Way | Recall Those in the Moumitai % &1L says, “It begins with the
sound and ends with the sound. This is the gréatofithe piece as a whole in the poebhZ &
i, LIS AE, —5FkEik. (14.23) The statement is often used in novel contamg to explain
the narrative structure. Jin Shengtan’s last contraeWater Marginis, “It begins with a poem
and ends with a poem. What a great rule of theepgsca wholeBl3ie, LLak4k, ik k2. The
similar comment appears in the endTtiree Kingdoms“A great book begins with a lyric and
ends with a poem. What a wonderful rule of the @ias a whole™# k&, LIk, LLERk. 42
#3%."° From Wu Qi's interpretations, we can find that him is exactly to discover rules of

the piece as a whol&and novel and drama terms help him achieve this ai

" Diwu caizishu Shi Nai'an shuihuzhugh1124.
> Sanguozhi yanyR. 1343.

" To find rules in poetry might echo popular pogtéziagogy, which is despised by many Qing critics XYe %%
(1627-1703) criticizes rules in poetry, “He will@yze a poem in terms of the rules of couplet qortbn and
bring it all together in rules of the piece as aleh This sort of thing has long been taught bysadoolmasters in
little villages” #12 Zf)k. #2 # &k, L =F M AHHE A 5. Readings in Chinese Literary Though02.
What Ye Xie criticizes seems to be exactly what @/uloes in his poetry interpretation. It is undanstable that his
status in Qing critics is relatively low, sincediscover rules in poetry never becomes elite psetic
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Wu Qi learns a term wedgeiézi #2v) from Jin Shengtan’s novel commentary to describe
relationship of lines in poetry. Jin’s definitioh wedge is that wedge is to use one thing to bring
out the other thing2¥#. 42 38.”" In his interpretation of Lu Ji'§Ei (261-303)
“Imitating Moonlight Glowing So Bright"#] H (7%, Wu Qi uses this term to analyze how
scene and feeling give birth to each other wondlgrfi 5t 542 %0 (10.31).

Calmly | sleep in the northern hall,

Bright moonlight enters my window.

It is reflected, with remaining radiance,

| hold it, but it does not brim in my hand.

Chill wind circles the winding chamber,

Cold cicadas sing on the high willow.

| hesitate, touched by seasonal things,

| have already traveled for long tim&.

| am not successful to be out to serve as an alfici
It is hard to keep parting longing constantly.
Zgdbi b, WA ANIRE. B AREE, B ART.
VREGERE B, FEEENS EN. BIBRETY, AT KOA. WEEER, SR

Wu Qi’s interpretation is as follows.

There are poems where feeling gives birth to scand, poems where scene gives birth to
feeling. The correct regulation for writers is omdywrite feeling, and writing scene is just a
way borrowed to write feeling. It is like a weddet draws things. For instance, this poem
originally writes parting longing, but it uses bdrtgnoonlight to draw wind and cicadas, and
wind and cicadas to draw seasonal things. Aftertladly are all used to draw parting longing.
However, to use wind and cicadas to draw seasdradd is to use a wedge that comes
naturally, while to use bright moonlight to drawndiand cicadas is to use a wedge that
comes unconsciously (or accidentally).

A A IE A . AR ANE . EEF RG] s, s 5. B s 1 — .

AR R A e 5 R B DA H B RO R L BT A D AR L (I e SR ke SRRV B B )
SRR, W] ] B ke 2 i 2R A1, (10.31)

" Diwu caizishu Shi Nai'an shuihuzhua28.

8 Wenxuanannotation says that the speaker of the poemvisfeain boudoir. It is because that in the original
“Moonlight Glowing So Bright,” the speaker is obuily a woman. Wu Qi points out that in Mé&nxuan zuanzhu
Y EE Zhang FengyigkJBL# (style name Bogifd i) (1527-1613) believes that the speaker shouldhiee t
traveling man, because the line “I have alreadyeled for long time” refers to the traveling manu\@i’'s point is
that two choices can coincide, because “l| travali be either a practical description or a virtueddiption. Here |
translate the speaker as the traveling man.

®Wenxuan30. 34.
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This statement rewrites Jin Shengtan’s commentatlié prologuexiezit2¥) of Shuihuzhuan
Jin believes that such events and figures in tlobogue as the plague, the Taoist sacrificial
ceremony and the Taoist master are all wedgesewriti draw the inscriptional stone. Here, Wu
Qi follows Jin both in idea and tone, saying thihtsaenery images are wedges used to draw
feeling. He appropriates the term to discuss anadt in poetics: scene is written for feeling.
As for the relationship between these scenery imdge differentiates two wedges. The wedge
that comes naturally means that one image hasuaahassociation for the other. Cicada singing
naturally incites the association that the seasmins to change. On the contrary, the wedge that
comes unconsciously means that the associatioatipredetermined, as that moonlight cannot
necessarily incite the association for wind andadg&c Wu Qi imagines that the speaker is
attracted by moonlight to the courtyard where hpysmoonlight and discovers moonlight
looking cold, and then

In his mind indistinctly he thinks of seasonal t§gsnbut he cannot speak them out for a short

while. Suddenly he feels a spate of cold wind, hedrs a sound of cicada singing. He is

startled, and realizes that it is because seasloingls are changing. Unconsciously his parting

longing is stirred.

BB RAPERRA A R A Y. R e — R D EEEA AR, R AR — By . FEAS B, SR —

. AR B ERE . AR IR, (10.31)
He analyzes how moonlight leads to wind and cicdalaseconstructing the process of the
speaker’s psychological movement. What he triedotds to fill gaps between poetic fragments
through logical deduction, to explain the cause aodsequence relationship between images
and lines, to draw narrative plots, and ultimatelymake poetry more comprehensible. Apart
from the term wedge, in Wu Qi’s vocabulary “givethito” (sheng:), “force” (bi i&), “incite”

(yin 51), and “provoke” {laodong#t#)) function similarly as to explain how images, werhd

lines are connected.
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Wu Qi is interested in analyzing the relatiapstf words in poetry. He often states that one
word (or one line) is in charge of a whole poem. bédieves that in order to make poetry
comprehensible, the key is to explain empty workdRi(# ) that control poetic structure.

People in the world often say that poetry lies leetwthe explicable and inexplicable. This is

nonsense. There is no poem that cannot be expulicHtehere are poems that cannot be

explicated, you should examine empty words. Iffartyou cannot explicate a poem by
examining empty words, you should compare the hedt and the second half of the poem
and see (the relation).

A=, FHERTA TR . B ah . AT, A AR . BRET Eaa. BT

EREEEAN. RREFITR RS, (11.34).

The statement that poetry lies between the expecaibd inexplicable is from Wang Shizhén

it &1 (1526-1590%°. It is also a belief repeated by many crifttsvu Qi shares with Jin Shengtan
the same belief that poetry needs explication aam lie explicatelf This is understandable,

since Wu Qi reads poetry as narrative, and borr@eBniques from narrative commentary to
explain poetry.

Wu Qi explains what he means by empty wordseweral places. In his interpretation of Xie

Tiao’s “Harmonizing with a Poem by Xu of the Capikdinistry on ‘Departing From Xinting

Shoreline™ ##:#5 & H #7245 Wu Qi compares the third couplet from this poeitihthe third

8t is Wang Shizhen’s comment on Wang Changlingilsm “Going out of the Passed! % in Yiyuan zhiyargi i
JE&, vol. 4.

8 For instance, Xie Zhe#i#% (1495-1575) says that “there are poems that caexpdicated, that cannot be
explicated and that do not need to be explicai&ds 1] fif, AT, A 4fE. SeeSiming shihudYiE 5§55, in Ding
Fubao T #f& (1874-1952), edLidai shihua xubianfZf{F% 55484 (Beijing: Zhonghua shuju, 1983), 3. 1137. Ye
Xie #% says, “What it refers to lies at the conjuncti@iviieen the explicable and the inexplicablé’s 57 7 1] fi#
ANl 2 & . Readings in Chinese Literary Thoughg9.

82 SeeQingdai shixue chutgnl48. In the 2% item in his “Methods of Readin¥ixiang ji the Sixth Book by a
Talented Man,” Jin Shengtan cites a couplet fronary tlaowen'sic 43 (1190-1257) “Thirty Poems on Poetry”
sy —1 & and disputes it. The couplet reads, “I embroideelbirds and let you see them, but | do not giye m

gold needle to yous & 4fi it E &, A 44 EL A, Love bird is a metaphor for literary works, aie tgold
needle is a metaphor for how works are createdSlengtan believes that his explanatioxXodang ji is the gold
needle and he wants to show it to others.Gagnhuatang diliu caizishu 4.

8 Wenxuan30. 34-35.
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couplet from Wang Wei'sE4 (701-761) “Harmonizing with a Poem by Secretary dhi on
‘Going to See the Emperor in the Morning at theaPalof Great lllumination”fI & & A F.5 K
5 2 /E%4. The couplet of Wang Wei's poem reads, “The sintligst arrives, and (under the

dish of accepting dews) the immortal’s palm mowsspke of perfume is ready to attach to the

N

emperor’s robe, where dragons are floatigt 7 FEfli %), FEEK 5 2 EEF. The couplet of
Xie Tiao’s poem reads, “sun sparkles move on theast; rays in the wind float past the border
of the grass'™ #)I| L&, HOGEFEF. Wu Qi interprets the two couplets as follows.

Sunlight originally does not have nature of stigrinto motion, so it needs the character “just”
to show activity. Both perfume and smoke have theaiof floating. Therefore from the
character “float” the character “ready” is born... A8 the immortal’s palm and sunlight,
dragons and smoke of perfume, four of them arsditl words. Without four empty words
“just arrive” and “ready to attach,” how can theaddcter “move” and “float” be drawn?

H AR S . 054 7R e Y. FEEAREE. RETEENRT .. (WEE 6, 335 A

. VU AR 7. AR A ERARR DU i . an T 84S 85 S5t (15.13)

Glints of the sun do not move, and they move bexafishe stream. Moreover, the poet adds
the character “on” after the character “stream,tls#t we can see that both the stream and
sunlight are moving. Though wind has rays, raysatoappear until they touch the grass. The
poet adds the character “border” after the chardgtass,” so that we can see that neither the
grass nor wind is floating. Generally it is theisgrscene that is floating.
H#EAE). B)ITmEY. A0OOR N7 Z 6 b, RUcEh# g8 178 H . JREEE 6. ME a8 R T &
— P R JERIRR. 2 — B . (15.13-14)
Here empty words refer to particles and phrasesdbatain particles. His point is that empty
words and solid words have dynamic interplay intpodt is empty words that endow some
gualities on solid words. In Wang Wei’'s couplet, mynwords, “just” and “ready,” help solid
words (nouns) achieve activity, and connect nouith werbs that represent activity. In Xie
Tiao’s couplet, one empty word, “on,” creates apriession that sunlight touches the stream and

the movement of the stream makes sunlight flickerirhe other empty word, “border,” seems to

emphasize that the spring scene permeates evagy#wen tiny space between grasses. These

8 Quan Tang shi 5%, 128.
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interpretations represent Wu Qi’'s attention toniefiy words and his close attention to visual
experience.

In the following interpretation of Bao Zhadisit (414?-466)uefupoem “Ballad of In Youth
Making Friends with Hangers-ori% /> 4£35347%°, the meaning of empty words changes. The
poem writes a young man leaving his hometown td kdife of a knight-errant and returning
with regret in old age. In the middle of the poemnge line is “I have been away from my
hometown for thirty yearsZ:4f =& that connects two parts of the poem. Wu Qi sagsttie
line functions as empty words.

When we observe the ancients’ poems, the importdoes not lie in solid words, rather it

lies in some empty words. Moreover, they are emptyds that seem unimportant. For

instance, as for the line “I have been away fromhasnetown for thirty years” in this poem,
few people do not think that it is just a transitidut they do not know that a bolt-key of the
whole piece lies here.

MBI NZ5F. AVAE BT 1. AMEREE 7 b AR MERE T Wafh 2 B4 =1#.

NEFEA VAR SCH BRANR— R B SH A E AL (13. 21)

Here empty words, transition, and the bolt-key (gue F#$4) mean one thing. The term bolt-
key is borrowed from novel commentary. Both Jinr&jtan and Mao Lun (Mao Zonggang) have
used it. Jin Says, “Casually a bolt-key is madé, o biographies are connected into one piece”
B eh/E— R 8. Wi — 7 .%® Mao says: “The booKhree Kingdoméas great correspondences
in the beginning and the end, and great bolt-keythé middle” =B —2. F & B KM E. F ik
4% 8" Thus the bolt-key means narration in the middle @iovel, which connects two parts
of the novel into an organic structure. Wu Qi ugesterm in the same way. The reason why he

calls the transitional line in the poem as emptydsomight be that the line itself does not

contain concrete information and is easily overkmbky readers.

% Wenxuan28. 24-25.
8 Jin Shengtan’s commentary$uihuzhuanchapter 50. SeRiwu caizishu Shi Nai'an shuihuzhuah 833.

87 Mao’s commentary in “Method of Readifiiree Kingdomg seeSanguozhi yanyil. 29.
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The following is Wu Qi’'s explanation of Tao Ywaing’s poem “In Imitation of Ancient
Poems it , where he provides the above statement that paeayplicable. His interpretation
also provides a different example of empty words.

The sun has set, and there is no cloud in the sky,
Spring wind is mild, slightly blowing.

The fair lady loves this clear night,

She is drunk and sings until morning.

When the song ends, she sighs for long time,
Holding the song in mind, people are touched veugm
Bright, bright moon among clouds,

Brilliant, brilliant flowers in leaves.

It is not that they cannot keep beauty for a while,
(Beautiful things) cannot last long, what shouldde®
HERESE, FEBUM. EARGR, EENEHIK.
THERYE, FHIEAZ. WHEMA, WRERE. S8R, SAEmm? *

Wu Qi's explanation can be paraphrased like thiee foem has two parts linked by a couplet in
the middle, “When the song ends, she sighs for tong, Holding the song in mind, people are

touched very much.” He calls the couplet a bolt-Kkéyt here the empty word igei 3% in the

first part. It is the key empty word because theosd part negates its meaning: the fair lady
thinks the night is beautiful (Wu Qi understands word in a literal way), so she wants to enjoy
the night, but each line in the second part shosvslbspair. Thus the poem writes about feeling
of grievance yuan ging#2{%), which cannot be discovered if readers do notaitgntion to the
relationship of the first part and second part. Quexplains the transition of two parts as
follows.
Therefore she is drunk and sings songs. She beliba¢ by doing so she might not waste this
clear night. She is drunk and sings songs untilnieening, but she is just drunk and sings
songs alone. When the song ends and she thinks afthis, has she failed to live up to the
drunkenness and songs? Since she has failed tagive the drunkenness and songs, she has
failed to live up to the clear night. She feelstitie whole night of drunkenness and songs is

melancholy from the twilight to the morning. Howncahe not sigh for long time? Therefore
we can discover that loving the clear night preslgus just to resent the clear night.... The

8 \Wenxuan30.38.
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line of “bright, bright sky” is born from the linef “no cloud”; further that the flowers are
brilliant is seen from the moon. However, they aot real scenes, and are used to analogize
that youth easily fleets away, thus showing that cannot fail to live up to good time. What
the fair lady sighs is this, and what touches @lealso this.

A2 BT ELAR. AR RERS AN B TE . S BT BRI, B A7 aERE. R U | EECEE R L AT

B LET AR BE G btE. BD A UTE . SRR, B 4 BB AR R TR AR EK.

Ty AT FRIE RO BERE-. R A). e EAE. MM XA A B . AR D e
Sy, USRI ANAT 25§ 56 N T 7 0. 55 N T iE IR L. (11.34)

Wu Qi’s reading of grievance seems very unique. dde find that the reading depends on a
message that the beauty is alone, the messagea titg poem itself. He believes thatiis an
empty word, in that the word makes a contrast witle conception (grievance) of the poem.
Here the empty word seems to refer to the key woatl is connected with the conception in a
special way.
3. Moment
Wu Qi’s interest in differentiating meaningsvadrds is related to his reflection on moments in
poetry. In the following statement, he gives a ab explanation of subtle difference among
expressions of time, which shows his sensitivitybtath word and time. In the statement,
distributing time coincides with distributing words
If there is no beginning and no end, it is calledstancy. If there is a beginning and an end, it
is called time. If there is a beginning yet no ends called long. If there is an end yet no
beginning, it is called duration. If something begias interruption and ends as interruption,
and there is only a while at present, it is calleaiment. The poem is wonderful in using the
character moment and the character long. Two cteasamean that though my feeling comes
from the immediate moment of observing rain, myamioes last thousands of years.
TG AR ETH . A 06 H S EIIRE. A 06 MRAR FUE. A A SRIA LK. kG . 1R BiA%. I H AT — .
WEEF B A IC b 3L R 5 TR A R A IR AT B Y < BEL T o [ T A . (15.17-18)
The poem is Xie Tiao’s “Looking at Rain in the Marg” ##i.%° The couplet Wu Qi refers to

reads, “Ears and eyes, for a brief moment, areoattllistraction; ruminating on the ancients, |

8 Wenxuan30. 18.
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am truly lost in thought® B H % 4, 1% 51515k, According to its original usage in tiassic

of Poetry you & in youzaif&# means thinking” Here Wu Qi seems to explain it as long or

endless thought. However, there is indeed a cdrdfdee momentary and eternal in the couplet.
In Tao Yuanming'’s “Bearers’ Songft#i, Wu Qi also discovers this contrast.

How boundless and indistinct desolate grasses are,
Winds also whistle in silver poplars.

In the bitter frost of the ninth month,

You send me out of the distant suburb.

There are no houses in four sides,

Tall graves are like high mountains.

The horse neighs to the sky,

Winds whistle itself.

Once the dark chamber is closed,

For a thousand years there will be no more dawn.
For a thousand years there will be no more dawn,
The worthy and wise have no way.

Those who have sent me here,

go back to their own homes.

My relatives might still be sad,

Also, others already begin to sing songs.

After death | need not say anything,

Entrusting my body to the mountains and being ottle them.
TR, BN . R LA, SRR IEAT.
VUTE N, B R, TS ARG, a4 H .
WA= — OB, THEAMER. THEAMEY, BEER.
AATIEN, & ORER. BREAE, MAJSCIR. JERMTHE, ERELp.

He focuses on the couplet “My relatives might dtidl sad; also, others already begin to sing
songs.” He says that the couplet is good at twaachers “might” buo 5%) and “also” ¢i 7i)

(both empty words), since they signify that wheheo$ begin to sing, the relatives might also
participate in singing. Thus the dead man only gatsoment of weeping from his relatives. The

grave is closed for thousands of years, while tAnds of years are juxtaposed with a moment of

“ The Age of Eternal Brilliance: Three Lyric Poetsioé Yung-ming Era (483-493).138.
L “Guanju” i B, seeMaoshi zhengyil.21.

92 \Wenxuan28. 36-37.
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weeping. This comparison is the saddest thingenatbrld.

Apart from the contrast of time, he also naiane particular moment in the poem, the
moment when the grave is ready to close yet hasloséd. The moment, he believes, is written
in the couplet “The horse neighs to the sky, Windisstle itself.” The horse realizes that the
master will be buried, so he neighs to the sky akowing his memory of the master.

In his discussion of Han poems, Wu Qi talks enabout one moment. When he discusses
parting poems attributed to Su Wu and Li Ling, loenfs out the meaning of parting moment as
follows.

Only the moment of being ready to part yet not hgyarted is the realm that is extremely

cramped and extremely urgent, and most difficuligte. The ancients just touch their

brushes on this point. It is indeed what is catethuild a world on lands like dust-motes. ...

When they touch brushes before parting and afteiinga it just means that they touch

brushes on the moment of ready to part yet notngaparted. When later poets write parting
poems, please do not look for convenience andtonigh brushes on wide space.

MERI AR 2 —Z1. 55 5@ EL e 3. A= 2. I Nl T LR 25 285 1 TRE R R b ST 5

WL ORI E. LRI —Z1F E W, RZAEREE. SE8E. AR TREE

i (3.16).
Wu Qi emphasizes the ephemeral moment in poemdyaieles it is that moment that becomes
the focus of poems. The focused and intensified emins elongated when poets extend to write
events before and after the moment. By doing se,tfoment lingers, and all events push
forward to it and give force to it.

In Wu Qi’'s interpretation of Nineteen Old Poenhe says that Old Poems focus on one
moment at presentLIifr—%. 5 EFHE (4.8). He cites from Xie Lingyun's poem “Enterittie
Third Valley of Mayuan Where Huazi Hill Standsk #: T /& ki 5 % = 2¢° one line “They

always fulfill the needs of the fleeting momen' 72 fitHA to explain what he means by one

moment. In his interpretation of “Green, Green Grhg the River,” one moment at present

S Wenxuan26. 41.
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refers to the moment when the female protagongstss fall on green grass, and when the poet
catches sight of both the grass and woman. Alsoptlem says, “Once long ago | sang in the bar
room, now I'm the wife of a traveling man.” Wu Qicgs two words “once” and “now” which
represent the extension of time in the poem, apd #aat the contrast of “once” and “now”
forces the wonderful interest in the moment at gmésnentioned above. He further imagines in
the position of the poet the linear movement tlkaimplicit (or absent) in the poem, the time
before the present moment, when the woman endorediness on an “empty bed.” In this
context, the present moment is the moment thatesaample connotations and signifies the
female protagonist’s self consciousness.

In “There is a Rare Tree in My Yard 4 #14, the relationship of one moment and the
extension of one moment is interpreted as follows.

There is a rare tree in my yard,

Green are its leaves, rich in flowers.

| pulled its boughs to pluck a bloom

To send to the one I love.

Sweet scent filled my gown and sleeves,

The way is too far to send it.

What value has the thing itself?

It only recalls how long since he left.

FEE 7R, ARIEGRIENL. BEARATILAE, R LLETE.
BRI, BBy . kR, (R, %

Being stirred by a long passage of time lies onlyhe moment of plucking a bloom and
sending it to the lover. However, the poem musirbégm a rare tree, and it is because that
though the recall happens suddenly, the accumulafidme has been long.

Ry 2k, WAET R 2 — 21, e Bt wraitie &, DLSLRREEAR R JEAR, TP Z R C AR
(4.16)

The word affection echoes the previous word thoughten feeling is preserved it is thought;
when it is brought out it is a stirring. Howevelirring is brought out because of time, and the
change of time finds its indications in things. the poem comes from the bloom to trace
back to leaves, and from leaves to trace backdadbres. Time always changes, so how can
one not have stirrings? However, when things hateeached the summit of glory, time has
also not reached the summit of change. Therefaeetls thought yet not stirred. When the

% Wenxuan29.6.Anthology 258.
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bloom comes out from leaves, things have reachegummit of glory, and time has reached

the summit of change. Though affection is stirrextidentally in a moment, reserves

accumulated for long time are all collected in tinisment.

TR AT, B AR, SR R R BB SRR TRy, TR SRR, o AR i BE, BB

M2 A, RN B, S R (E AR AR I, R IR ARG LA, o O AR, R BEMAE R, 1)

RSB 5, IR SRR 52, R S AR T 2 — B, AL AT AR R 248, ZRH R IR I —EH &, (4.17)
Wu Qi’s interpretation can be read against the gamknd of Jin Shengtan’s interpretation of
Xixiang ji.

The wonderful part of texts is that when a writen@s fix on one point he does not write this

point yet writes from the distance to the pointnd/ngly and meanderingly, when he writes

close to the point he stops. Once again he begimgite in distance, and again to the point.

Again, windingly and meanderingly, when he writésse to the point he stops. He repeats

this several times. At all times he begins in tieathce, and windingly and meanderingly he

stops when close to the point. He does not furttréte the point where his eyes fix. His

writing makes readers themselves glimpse at thet jpalyond the text.

SRR, e IR, AUAVE RS, A2 R K. M R B IR, A HAT . A E 2 Bl B i

FREEoR. FiE s B 2R 8 HAT. e m . B 2 R AR, i B R Ry BIE

£, EAMEE H H AR, A B T oa s 7%
Though Wu Qi does not follow the repetition of wrg from the distance to the fixed point,
which seems impractical in a short poem, and he doé say that the fixed point should only be
implied, the similarity between Jin Shengtan and @ius that they both believe that there is a
suggestive moment in literary texts. Jin Shengtapheasizes that the writer should begin writing
faraway in the distance to that moment, while Wus@es the distant moment implicit in the
immediate moment. Wu Qi’s interpretation focusestio@ relationship between the moment
when the protagonist, the woman who recalls longether lover has left, plucks the bloom and
the long process of tree blooming. He seems to tleagoem as a dramatic narrative that has its
climax and foreshadowing. The climax, which in Wis@ord is that “things reach the summit

of glory” (duni§), happens in one moment, but it is supported anidteed by the accumulation

of previous momentgién jif). The climax moment is pregnant with previous motaend gives

% This the 16th item in Jin Shengtan’s “Methods eBRingXixiang ji the Sixth Book by a Talented Maii % /5
A7 E P fiRC%E. SeeGuanhuatang diliu caizishu 2.
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birth to moments afterward, and the poem just sébplsis moment.

In his interpretation, Wu Qi transforms binditgrary terms scene and feeling into a triangle
relationship: things, time and affection. The corsses that scene stirs feeling does not change
much in this new chart, but becomes more delicEtngs (a rare tree), which correspond to
scene, change through the time, and when changeacaumulated to the summit, feeling is
stirred and becomes affection. Wu Qi’s strong iegeiin dividing one term into finer semantic
units happens here again. He divides feeling ihmught 6i /) and affection gan /).
Thought is reserved and restrained feeling, andirmaoes through long time when the tree
changes its form. Its characteristic is accumudatikffection is stirred feeling, bursting forth
when the tree blooms. Its characteristic is sudden.

4. Reading Drama

In Wu Qi’s interpretation of “Green, Green Gzdwy the River,” he uses a drama term “plot in
a play” or “setting the stagepéichang#¥;) to describe the scenery description in the ogenin
couplet. To regard the scene in poetry as the bapkoh drama is one of Wu Qi’s critical
characteristics. In his interpretation of Tao Yuamyis “Bearers’ Song”, he uses this term again.

Before they send the dead person to the subusb afidramatic backdrop is set up outside the

desolate suburb. It is hard to know how many pe@mls the ancient to the present have

been sent to this place after death.

RARIEZ . el B AMSE TS — G .. ASFI AR T RS A R ETEE Z2 /0 A 2. (11.49)

In some poems though Wu Qi does not use dramatisstelirectly, he puts himself in the
position of characters and imagines breaking thinadbg boundary between the stage and reality.
The following poem is “A Good Feast Toda§’H K =& .

A good feast brings us together today,

of such revels and mirth it is hard to tell all.
The harp is struck, the notes rise free,

% Notice that Wu Qi also divides intentiozhf) into concepty(i) and thoughtsj).
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new tunes so fine they touch the gods.

Those with virtue sing high words,

those skilled in song will hear what's true.

All of one heart, we share the same wish,

But the thought is withheld, not fully shown.

Man is born into only one time,

a sudden thing, dust whirled in the wind.

So why not whip your fine steed on,

seize a stronghold before some other?

Don't stay a common man and poor,

Ever in hardship, always beaten down.

AH RS, AR HEERE, HEDAM.
AR S, e PR, PO FEPTRE, SREAR .
NEZH—, BREHRE. MASEEL, SEERE. BRTHE, By

Wu Qi’s interpretation of this poem is unique, irat he believes its meaning is to find the one
who truly understands the beauty’s musical tone. ifdates readers to participate in his
imagination.
Let’s imagine that there is here a most beautifoinan among her contemporaries. How can
she not want a most talented man to be her mateg@rAzeople like me, how can they not
want to be that man? However, they either thinkmibelves not talented, or they are
prevented by momentum and obstructed by rituatheg cannot become that man. How can
they not want a talented man to be her pair? thessame as they themselves become that
man. If one cannot get to be such a man, theylammny and their wish is not shown. ... So
the poem says, “All of one heart, we share the saisbh. But the thought is withheld, not
fully shown.”
H — RV NLE . REARE B TiE . RAERN. IRREAMUCEZ W, RAS
CEEARA T BUE RS, RS, ARER. IRREANS R4 TEZ. MO E 2B, HAG
HON. RIE@A. S [FC07 BT, & 2R, (4.10-11)
It seems that Wu Qi projects his own experience/atthing or reading scholar-beauty drama or
novel on an old poem. He thinks that the one whiest the harp is the beauty, and all men in
the feast share the same wish of becoming thatteaescholar. As a reader, he imagines himself
entering that dramatic scene, becoming one of llagacters, and discovering both those men’s

and his own withheld desire.

In his interpretation of “The Eastern Wall igghl and Long"# 3= H. &, Wu Qi discusses the

" Ibid., 29. 3 Anthology 255.
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behavior of male and female protagonists in thenpes if they are actors on the stage. The
second part of the poem is as follows.

There are many fair women from Yan and Zhao,

the most beautiful have complexions like jade.

They are clothed in gossamer skirts and gowns,

at their doors they practice clear melodies.

How sad the music’s echoes are---

from the high-pitched strings one knows the pegssat tight.
Passions gallop, | straighten kerchief and sash,

brooding, | pause there awhile.

| wish we could be a pair of swallows in flight,

mud in beaks to make a nest in your roof.

M ZAEN, REHNE. PWIREZER, &P HIEH.
TR, R, BulERchay, LTI, EASRGE, sresnE. %

The poem says, “beauty,” clearly there is someohe has chosen her; it says, “one knows
the pegs are set tight,” clearly there is some@tering to her; it says, “straighten kerchief
and sash,” clearly there is someone looking at Itisays, “linger there for a while,” clearly
there is someone urging him.
FIEE. 2y A (8 sk, FURIEEGR. 20 DA (R B, FIRe s, o WA NG fth. FTHERE. 7>
WA 8 A\ fiefi. (4.23)
In Lu Ji's “Imitating To the Northwest Stands a Higjower” # 71t H =%, two couplets are “|
stand long, gazing on the sun’s declination, paysincertain, | sigh repeatedly. | don’t resent
standing there so long, | want only that the sirfget joy™® 173758 H 5. B i = 8. A8 {77
. B EES# 1% which describe that a listener is attracted byaia fady’s music. Wu Qi
elaborates on the charactan ¥, saying it does not only mean to sigh, but alsbaomonize
with music, as in the idiom “one begins to sing atigers join in and echo™ Mg =¥t. Wu Qi’s
interpretative aim is not just a clever readinglto$ word, but to create a vivid dramatic scene

between the listener and the fair lady.

It is because that at first the fair lady playsheit accidentally, but later she plays it

% Wenxuan29. 7-8. Translation is froffihe Making of Early Chinese Classical Poe@$5.
% Translation is fronThe Making of Chinese Classical Poet2y9.
19 \Wenxuan30. 36.

111



deliberately. ... To sigh means to harmonize with imuEhe man under the tower not only
gazes on the tower vainly, but he also continuesbaizing with music. Therefore how can
the fair lady on the tower not know that the mahasmonizing with music for her? Because
the fair lady gets the one who truly understanésdime, she also hesitates and does not leave.
A MR, R B BE. T AR, SR EEA. R R A

S A AFIIE AR, 45508 . WMo NTMIEAS 2. (10.36)

Wu Qi’s familiarity with drama can be seen in tledldwing interpretation of Xie Tiao’s poem
“Harmonizing with Chief Recorder Wang’s Poem, ‘fiegs of Resentment il T & fi su % 10t
He discusses how one couplet that describes detaisture is relevant to the theme “feelings of
resentment.” The couplet is “Amid the floweringdket flutter several butterflies; in through the
wind-blown blind enters a pair of swallow8? £ 3 Al it , @ 5 A # 3. Butterflies and
swallows are standard images of love, so they ingheliness in the heart of an abandoned
woman written in the poem. Wu Qi, however, provideadifferent explanation.
Resentment does not come from big things, nor doesme from many things. It is from
things that break heart. Therefore the brokenhearesentment often comes from the
extremely tiny. Therefore when we encounter theemxély tiny things and tiny scenes, often
resentment is stirred. It is because that thouglentenent belongs to anger, the root of
infatuation couches in it. Resentment is born fiafatuation, and that is why Tang Ruoshi
transmittedSoul Returnsinfatuation is born from resentment, and thatiy he transmitted
The Purple Hairpin Several butterflies and a pair of swallows arg tihings. Flowering

thicket and wind-blown blind are tiny places. Theem says “flutter” and “enter,” thus to put
small scenery flavors together.

BATER. IIAEZ . RGO, MG O 28, SRR 2. MR R Y). M5t M
T, S A R, T AR . OB 4. YAy BT DAEE SR, AR T e B DU R S A
Soul Returnsalso titledThe Peony Paviliottf}5:, andThe Purple Hairpinare two famous
plays written by Tang Xianzuz#itH (1550-1616). Wu Qi is inspired by the relationsloip
resentment and infatuation in two plays, and usesinterpret how tiny things stir resentment.

Like the paradox of far distance and closenessetisealso a paradox of sadness and pleasure.

101\wenxuan30. 25-26.

192The Age of Eternal Brilliance: Three Lyric Poetstié Yung-ming Era (483-493). 19.
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One can make pleasure from sadness, and one aassesk relief from sadness by doubling
sadness. Finally, there is Xie Lingyin’s poem, “@e Way | Recall Those in the Mountain,” an
example of how Wu Qi worries about the ancientBesing. The rhetoric he uses frequently in
interpretations shows that to embrace sadnessiidtaneously a way to escape from sadness.

The song of plucking water chestnut easily becongls pitched melody,
The ballad of southland is not relaxed.

Once a Chu man’s (Qu Yuan) heart was broken,

Now I, a visitor from Yue, am grieved.

Though we are grieved by different thoughts,

We are both touched by homesickness.

Recalling your home, your thoughts are accumuldesply,
Remembering the mountain, | am resentful.

| seek the moment when | lived in reclusion,

Facing upward or downward,

| indulge in my will without restraint.

| get my nature, and do not pursue anything extigrna

| stop myself naturally, and who else brings ibfgtto me?

| don’t blame that autumn night is long,

| am often depressed that summer day is short.

| wash in the stream, and floating rapids surge.

| have a rest under the tree shade, leaning agénse bamboos.
| think of the past, and new scenery cannot giveplaasure,

| harbor sadness, and forget warm spring.

Bleak is the flute song “Bright Moon,”

Dolorous is the zither song “Guangling san.”

Let the tight pegs of the zither pour forth my dedfection,

and intense sound of the flute express my vehefaehing.

KEZH TS, LRI, NOE, BEEGSH .

ragafE kS, (B4R, fPA0RIERE, RLIRIEH.

BRIy, EEMEMEE. BIEARANR, B O AR

AEMA R, WEEHE. BRI, BRE%EE.

WG, SRR, A, R R B R, WA R 1

When readers come to this point, they certainlpkhthat the poet would stop singing and
stop playing the flute. However, here it is nottsuthe poet just begins to make a new song,
and the song should be more refined than before/AMil the sad people in the world are all
the people with strong feeling. Under Heaven orifgctionate people are good at holding
sadness, and only affectionate people are goodivatrtidg themselves from sadness.
Therefore there is a way of using pleasure to tioeeself from sadness, and there is a way
of using sadness to divert oneself from sadness.foApeople under Heaven who have the

103 \Wenxuan26. 39-40.
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deepest affection, they never avoid sadness. Ngtdanthey not avoid sadness, but they also
invite sadness. For instance, once Ruan Ji (Sizengytremely sad, he just finds a dead end
to wail. This is also a way of diverting himselbfn sadness. Kangle’s method is like Ruan’s.
Therefore after his heart is broken by songs, Inéaéu plays music... Moreover, he doubles
desolation by writing the musical instrument; ma@o he doubles desolation by writing the
one who plays the music... It is again the one whotha deepest affection uses sadness to
divert himself from sadness.

AHEr A AU, E R AT I . SRR, MBS ERS. HEELLRTA SR, . LR RO
BR T AN, R IHEE T A SRR TMEA A SR ER. WeF IBGERE . A DIRE
. BHRTIRIGZN. PEARR. SHEAEE. H AT, Qb sk AR e RAl . 2353 55 58,

WX R, LR R prk. s T A G 2 A%, SHERARIT.. MR EE A BN —
... SOMEBE Z N EIns — 520 .. kX Z2 B2 NURGER . (14.25)
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Chapter Three
Catching Shadows: Wang Fuzhiiskz (1619-1692) Lyrics and Commentary on Poetry

“All the world’s stage, / And all the men anadrven merely players; / They have their exits
and their entrances.” These are the beginning m@smonologue from William Shakespeare’s
(1564-1616) comedgis You Like Itt Roughly around the same time, the idea that thedvi® a
stage and life is a play was popular among lategMiterati. In Shakespeare’s speech, men and
women are actors because they play different rdlesg different stages of their lives. Late
Ming literati discussed other dimensions of theatetaphors in addition to the one pointed out
in Shakespeare’s speech. Early Qing literati inbdrithe late Ming expositions of theater
metaphors and reinterpreted them in accord witraftegmath of the political turmoil during the
Ming-Qing divide. This chapter examines Wang Fuzh{1619-1692) lyrics on shadows
(including his lyrics on the skeleton/soul—an e@lént of shadow) and his critical term
“catching shadowli i that involves his thoughts on the relationshipMeen life and theater. |
will first outline late Ming expositions of theateretaphors and use them as a cultural context in
which to understand Wang Fuzhi’s lyrics on shado@econd, | will interpret Wang Fuzhi’s
lyrics on shadows against the backdrop of the histd Chinese shadow play. Third, | will
interpret Wang Fuzhi's poetry commentary and explkhie way it sheds light on his lyrics.
Finally, 1 will discuss Wang Fuzhi’'s knowledge diet cognitive theory of Buddhism and argue
that theatrical shadows in his lyrics constructecty of consciousnesg as defined within the

Consciousness-onl§ i school.

! The prevalence of theatrical metaphors is notsataied cultural phenomenon. European Literature and the
Latin Middle Agestrans. Willard R. Trask (Princeton: Princeton lmsity Press, 1990), Ernst Robert Curtius’
(1886-1956) discusses theatrical metaphors in meabiieuropean literature.
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Life as a Play

The influence of theatrical culture permeatedrg fiber of late Ming society; phrases from
play, playing roles, and watching plays becamea@atad with professions and human behaviors
that were distant from the theater, such as psjitificialdom, courtship, reading books, &tc.
Because theater could be a means of interpretimgstl every other aspect of life, late Ming
literati articulated the idea that the world iseaPGarden—a synonym for the theater—and that
life is a play® The idea captured some essential characteridtlife and added new meanings to
the then-established metaphor for life. It evokadae traditional metaphor of life as a dream,
which is as illusory and ephemeral as a play, amtributed to the conflation of these two
metaphors thereafter. If the metaphor of life adream expressed the anxiety of the ultimate
emptiness of life, the metaphor of life as a plapweyed late Ming literati’'s thoughts on the
issues of agency and free will in an age that sged the decline of the dynasty and the

corruption of officialdom.

In a play, the roles, plots, and feelings toepressed are all predetermined. Actors recite
scripts, and once the play starts they cannot @png until it ends. In this sense, the idea that
life is a play means that life is programmed. Ardiidnal constraint borne by the actors in
Chinese traditional drama is its six role types: tiale leadheng:, the female leadan A, the
aged male charactevai 4, the middle-aged male characteo >k, the clownchou H, and the

character with painted facial make-jipg . The idea that everyone is an actor means that

2 Goyama Kiwamugr 111 77 has a detailed analysis of this issue. See igiEHIIC BT 5 NEIX R T~ThH 5’
D, in Chiigoku tetsugakushi kenkyonshi: Araki Kysju taikyi kinensii AR #2180k 40 & i [ 45 24 S WF e i 5
(Fukuoka-shi: Ashi Shab#g [ fi: #5115, 1981), pp. 619-34.

% Zhou Lianggond# 5= T. (1612-1672)Laigutang chidu jielingjiffi i 3 X 4545 4E, vol. 12. The metaphor of life
as a play has appeared since the Tang Dynastit,ibuturing the period of the late Ming and thenighQing divide
that the idea was theorized and became a trerfuriking. See Goyama Kiwamuli KiEWIZEB1T 5 AN E R
T~ TohD D"
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everyone must play a set role type in a predetathplay, thus profoundly capturing the idea
that life is not in the control of one’s free wiMany late Ming literati specifically compared
human beings to puppets, further emphasizing theei®f the loss of agency. “The world is a
Pear Garden, and the human beings are puppets.v@npkay roles on a stage, no matter what
the plot is—qrief, joy, separation, or union—we &aw fully fulfill the billing. We cannot stop
playing until the song ends and the audience leavedthALE, NAMR A, (EAE 250, Bk
B S, BB H , i A\ BGfi#% k.2 “Since the Creator opens this theater, he hashoie
but to put up a puppet show. The puppets are inggedant. If they understood this, they would
beat their chests and flee the stag&iBER 1 LA SIS, NS A TRIE — R M. 18 7% 10 5 2 1%

G, R R, IR THEM, SR B 24, ° The creator of the universe is the one who witites
scripts for the theater of life and pulls the gisrof puppets. Late Ming literati also described
another form of the great creator/controller in Warld: fame and profit. Wang Yangming’s
% (1472-1529) poem “Watching a Puppet Play, Rhymuiith a Companion Piecefi 1% {7k

RS

fig iIs an example, where the strings pulling puppetsrathe hands of fame and profit.

Wherever we meet there is a stage,

Why bother to have puppets entering the hall attfig

A glimpse of glamour, the urgent sound of the thwatch of night,

People are pulled by long threads of fame and frofi

Young ones must be so surprised that they vielkaatzout it,

Short people grieve in vain for what they cannet’se

Who has ever known the real face (of players)?

Let’s learn from Jieyu, the mad man of Chand drink from the goblets in front of us.

* Cheng Wenlinf£ 3 #k (d.1562), “In My lliness | Wrote This to My FourtBlder Brother™Js 1 84 51 22 57 /U %2, in
Laigutang chidu jielingji vol. 12.

®Kun Can, “Reply to Zhang Yaoxing% 3= ¥% /&, in Zhou LianggongCangquiijifi % £, vol. 11. Zhang Yaoxing
appears in Kong Shangren’s draiifee Peach Blossom Fas the Taoist who enlightens two protagonists.

® Short people cannot see what happens on the stadgkey cannot form their own opinions and mustaita the
reactions others have to the show.

" Jieyud% B is the ancient crazy person in the Chu state.udgests that Confucius should not serve in the stat
the Analects 18.5.
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ViR A IE 2 k35 , (AT AR B0 6 i IR =B AR, SR N — 4R R
HET B EFRER, BN TREIRAGE. AT H o] a8k, Him s ar S 2 AL

The sarcasm of life as a puppet play especiallgeted politics. In many speeches, high
officials and emperors are called puppets, offimah is a realm of puppets, and official histories
that primarily consist of the events and lives wiperors and high officials are nothing but plays.
Wang Yangming’s widely quoted speech “The nine zarof theShad and the nine variations
of the Wu are Emperor Wu's playstiz JU, itz /U8, @R E K487 %is one of the
earliest examples in this case. Wang Yangming aspckthe dramatic characteristic of politics
and the importance of theater in emulating histboy,during the period of the Ming-Qing divide,
similar speeches focused more on satirizing pslitit,s participants, and its histories, such as the

first couplet from You Tong'siG{i (1618-1704) famous antithetical couplet, “The dad a

small Pear Garden, where emperors and prime nigiate puppets pulled by threads. Twenty-
one histories are elaborated in one plagt¥t/NLE, & T aAE 2R M, =+ — 58, R —HE
%kj'll

The idea that life is a play can be meant dgigal critique, but it also implies a playful
attitude toward life. Since life is illusory andrepneral like a play, why should one be serious
about it and why not simply enjoy its entertainiagpect? These thoughts also echo Buddhist

teaching. Kun Caiés¢ (1612-1685), considered as one of the four rendwnenk-painters in

the early Qing, expressed the association betweeidéa and Buddhism in his private letter.

8 The Shaois the name of ancient music in the time of Emp&iwn celebrating his administration.

°® TheWuis the name of ancient music in the time of Emp&va celebrating his accomplishments.

Y \Wang YangmingChuanxiluf# #%, in Wang Yangming quanjt[5 B 424 (Shanghai: Shanghai guji chubanshe,
1992), p. 87.

2You Tong, “Fragmented Words of the Fifth and thietN Months” 7. JLEFE in Xitangzazuyijith & A —4E,
vol.8.
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Once we were born, we started to perform in a phyich has grief, joy, separation and
union. From the saints and worthies to ordinary singid people, no one can be outside the
circle of the theater. Only when you are exhauBkeda burned-out lamp can you let go. Our
Buddha and Bodhisattva teach that the sufferindsrti, old age, sickness, and death are all
the events inside the theater. Only perceptive leebpush by them lightly, and don’t take
them as the real Heaven and Hell. Both delighthd &arful events in life are the same as
paintings made by my brush.
NAEFEHR, BT —A AW, FEAER, AEEE. QXILE‘%, B AN RE Xk P
WEAREET R r, 7 A BT A Em s, %Xﬁz%lﬂ$, /\%%Eﬁfk,
B, RTINS . AT E AR, E IR B T AL
That Buddhist monks use the metaphor of life akag @ enlighten listeners has appeared since
the Song Dynasty’ During the turmoil of the late Ming and the Mingr@ divide, monks
especially used the metaphor to express the ideéamgcending suffering and death. Kun Can’s
speech states that life, like plays and paintiagjJusory and human beings should take a playful
attitude to every happening in life. Kun Can’s te&g Juelang DaoshengiRkiE %, the Zen
master of Caodong schoglifi in the late Ming, summarized the same idea inpitiey phrase
“coming out of death and entering life, treatingttb@rdinary people and enlightened sages
playfully” H%E X2k, #215% FLE ** meaning that those who truly understand the tivahimature of
life can achieve the supernatural of Buddhism igbten human beings as well as transcend the
limits of life and death. The idea of life as ayptasonates with both Buddhism aziduangzi
¥, exemplifying the new combination of theoreticehditions and theatrical culture. This
resonance is best summarized by Zou Digu#gt: (1549-?) in “On Watching Dramafiis £

A

#t. “This play is what Buddha means by illusion, wluangzi means by dream, and what

12 Kun Can, “Letter to Householder (Buddhism) Cherashu§i [ 7 47 1, in Zhou LianggongCangquii vol.
11.

13 See Liao Zhaohen®! % =. Zhongbian shichan mengxi: Mingmo gingchu fojiao eenlunshu de chengxian yu
kaizhan #1151 RE# 23k B RIGE W BB R 2B 5 JF & (Taipei: Yunchen, 2008), chapter 9. My
discussion of the association between the metagfHde as a play and Buddhism is based on hisarete

1% Tianjie juelang chanshi quanhi: 752 R ## i 4:$%, in Mingban Jiaxing dazangjing] it 3% F 4%, 34, vol. 25,
pp. 24-5.
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Mencius means by the false.}t—ith, B2 K234, BEIKZ HE, FHEK2#HE. ° This

combination is represented well by Wang Fuzhi'schjras will be detailed later in the paper.
Wang Fuzhi’s Lyrics on Shadow Play

In the late 1680s or the early 1690s, a fews/bafore his deattf, Wang Fuzhi wrote a group
of fourteen lyrics on the theme of shadow. At tineet he lived as a recluse in his last residence
in the Thatched Hall of Western Xiarirti %4 in modern Hunan province. All but one of the
lyrics are set to the tune of “The Charms of Nigni#iii%. The objects observed include the
pine tree, willow, bamboo, plum blossom, wild gedsetterflies, clouds, waves, curtain, sail,
shadow play, revolving scenic lantern, sunlightt casthe paper window, and the poet himself.
While only one lyric is titled “The Shadow of ShaddPlay” &8, in a broad sense, all
fourteen lyrics are about the play of shadows, @hthe lyrics weave the playful dimension of

shadow play with the enlightenment evoked by shapliawy.

In order to understand the combination of ¢atement with enlightenment in Wang Fuzhi’'s
lyrics on shadow play, it is necessary to give iaftsummary of the history of Chinese shadow
play and its roots in BuddhisfiBased on Song Dynasty scholar Gao Chefiys (ca. 1080)
research irShiwu jiyuand#4 )i, it is widely believed that Chinese shadow play itg ancient

origins in the story of conjuring the apparitiorddow of a deceased consort of Emperor 3/u

1% Zou DiguangyYuyilouji il #154E, vol. 42, pp. 6-9.

'8 peng Jing#Zi%, Wang Chuanshan ci biannian jianzhi 1154w 4F %7 (Changsha: Yuelu shushe, 2004),
p.183.

" As for studies on shadow play, see Sun Ka&idi %5, Kuileixi kaoyuanffiffi %% J# (Shanghai: Shangza
chubanshe, 19528cience and Civilization in Chin&ol. 4, part I, pp. 122-23; Fan Pen Chen, “Shaddwater of
the World,” in Asian Folklore Studigsvol. 62, no. 1 (2003), pp. 25-64; Kang Baocheifidr &, “Fojiao yu
zhongguo piyingxi de fazhanff #1554 E 7 23k & 2, in Wenyi yanjiuSC 27T, no. 5 (2003), pp. 87-92.
Scholars still debate whether puppet plays aregggmus Chinese creations or were influenced byaimdr central
Asian puppet plays.
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# (r. 140-86 BCE) during the Han Dynasty. The stisryecorded in Ban Gu'$f[i (32-92)
Hanshu?¥ 35 under “Accounts of the Families Related to the Erops by Marriagesife 18

According to Sun Kaidi'sfM# 5 (1898-1989) research, the practice of preachingdBist
Dharma led to the popularity of shadow play durthg Tang Dynasty, because shadow play
could serve as a means of preaching the Buddhiasrriddn of transmigration and retribution.
Monks in charge of preaching at public servicesdudee shadows cast by paper or leather
figures as substitutes for the souls of the deadnvthey prayed for the expiation of the sins of
the dead. The monks’ lectures that accompaniedpér®rmances can be considered to be
prototypes for the texts of later shadow playsledaspeeches on shadows:. Shadow plays
prospered during the Song Dynasty, gradually desaated from Buddhist sermons, and became
a type of folk art that was combined with othernfigr of popular entertainment consisting of
singing and dancing. Performers of shadow playseddigures and stage props made of paper
or leather with sticks or strings attached to th&ime interplay of darkness and light, brilliance
and obscurity was achieved by casting the shaddwsroature figures on a screen or wall. The
age also witnessed “big shadow plai5Z &k that featured the shadows of real people. Another
name for “big shadow play” is “comical shadow pla§5Zik'®, indicating that shadow plays

performed by real people were primarily comital.

The fact that Chinese shadow play was assacvaith Buddhism in its earliest form indicates

that shadow play could be used as a means of achidwmowledge and trutit While the

18 Science and Civilization in Chipa. 122.
9 Sun Kaidi suggests thgiao % here should mean comic#uileixi kaoyuan p. 67.

2 Sun Kaidi,Kuileixi kaoyuanpp.62-72.

2L An interesting analogy exists between Plato’sgaltg of the cave and Chinese shadow play. Plataiimes a
group of people imprisoned in a cavernous cell utigke ground. The people face a blank wall, ancclvahadows
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material world is inferior to the world of conscamess in Buddhism, Buddhist icons are
worshipped, and the Buddhist teaching that the dvisrlillusory is ironically dependent on the
display of various forms of illusio’ Buddha's image is called Buddha's shad@ .
Accounts of the teachings of Buddha’s shadow cafobed in many Buddhist sutras and these
accounts indicate a dramatic feature of Buddhettigngs comparable to shadow playsJiing

G yi xiang &%t ¥4, there is a description of the preachments by Batidshadow.

Buddha sat in the grotto to make eighteen transitioms. He leapt into the rock. It was as if
there was a mirror in the rock, and the shadow reflected outside the rock. The shadow
was visible when it was viewed from far, and inbisiupon close inspection. Ten thousands
of gods worshipped the shadow, and the shadowpa¢ésched the law.
AR AR \BE, RS N, ISR AN, BAS. EEBEAIR, SR, BRE
T, b, Wik, 2
In Mahaprajfiaparamitz-sitra K ## Ik 4 % £ 4%, translated by Xuanzang #& (602-664), a
person of light and shadoy 52 A\, who must be the reflection of a puppet, teachesethpty

nature of life*
The idea of life as a play and the associatietween Buddhist teaching and shadow plays

must have influenced Wang Fuzhi’s choice of shadmva lyrical theme to explore the

projected on the wall by things passing in fronadire behind them. The shadows of artifacts ganstthe only
reality they recognize. Plato explains that thelgsuipher is like a prisoner who is freed from trevec and
understands that the shadows on the wall are atityreThe allegory is related to Plato’s theoryfofms. Shadows
symbolize the material world of change known thtowgnsation. Plato believes that not the mater@ldabut
forms/ideas possess the highest reality. PRépublic Book VII, in The Norton Anthology of Theory and Criticism
(New York: Norton, 2001), pp. 64-67.

% The denial of the material world and sensatioshiswn in the standard cosmology of Buddhism theitds the
universe into three realms: the realm of desisn@dtitu), the realm of form @padtatu), and the formless realm
(arupyadtatu). The realm of desire is the universe inhabitgdhumans, all manner of animal and insect lifeyalt

as a class callepretas translated as hungry ghosts. The realm of forsitisated above the realm of desire and is
regarded as superior to it. The beings here are g experience the pleasures of sight, soundiaruth, but not
taste and smell. The formless realm is more subliwteere gods exist in states of pure consciousneisisout
bodies and sense organs. Donald S. LopeBuittdhism in Practice (Princeton: Princeton UnivéysPress, 1995)
pp. 65-66.

43 Jing il yi xiang(Shanghai: Shanghai guiji chubanshe, 1988), val2621_53.30c.

%4 Takakusu Junjir & Watanabe Kaigyoku, edsTaishy shinsti Daizokys, 85 vols. Tokyo, 1924-32, 7:976b, 978b
(thereafter T).
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philosophical issues of self, life, and death. Bumust also be pointed out that Buddhism is not
the only philosophical source of these lyrics. W&unghi wrotelnterpretations of ZhuangZi: v

fi## in the 1680s, and it is no surprise that the arite ofZhuangzican be found everywhere in
these lyrics written roughly at the same time. ll egin my analysis with the lyric on his own
shadow “The Shadow of Jiangzha#7s 52, the preface of which reveals his aim of writiggds

on shadows.

| have been ill for months, and dismissed everghirhis wizened man sits close to the fire,
and his heart has nowhere to lodge. Thereforeifydlst write a couple of lyrics on shadow
to draw a wisp of living breath, not letting it dexse.
FIRRH, —UIRE. AL, OTRTE . BRI, 51 R8E S, AL
When the aged, ill poet has nowhere to lodge hiadmbbserving shadows becomes an
entertainment to keep him alive. Haunted by hise@f@tude and incipient death, he claims to
write lyrics playfully. The odd mixture of tragedgnd comedy, recognizing pain and

counteracting it with playfulness, is the backdfpand the key to these lyrics. The preface

continues:

Under the solitary lamp | suddenly see the shadomvyodeclining body on the wall. Because
of that | think of how we all know that the shadoannot exist without the self, but we don't
know that the self cannot exist without the shaddwalue my lingering shadow, and
therefore write a lyric for it.

AT T 2 W2 e R . R NFAER T, AR Lt . WMESE, ESHE—#H.
Apparently, Tao Yuanming'édii{#H (ca.369-427) stands behind the preface. In Tamirzg's
canonical poems on body, shadow, and soul, bodyshadow lament ephemeral life and decide
to take refuge in winé In the preface to his poem “The Movement of Tinig’#, Tao

Yuanming writes “I travel alone with my shadow ag oompanion; happiness and lament fill

% The first two poems “Body to Shadow 5 and “Shadow Replies Body % /% from “Body, Shadow, Soul”
FEE A, Tao Yuanming ji jiaojiar il 14824 (Shanghai: Shanghai guiji chubanshe, 1996), p.359-6
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my mind.” {858, RS L. 2° Shadow is either a philosophical interlocutor @i to
discover a solution to the brevity of life, or argyathetic companion to comfort the loneliness of
self. These implications can also be found in WRuaghi's preface. “We all know that the other
cannot exist without the self, but we don’t knovaitlthe self cannot exist without the other.”
This line is an allusion tdhuangzi “Without an Other there is no Self, without Sadf choosing
one thing rather than anothef/ #3%, £ ML’ The meaning of “Other” in this speech
has been open to debate among scholars. Whiletimghfcentury commentator Guo Xiang’s

% (d.312 C.E.) explication of “Other” as nature bhagn widely accepted, some scholars suggest
it refers to human feelings mentioned prior to theoted line’® Wang Fuzhi's allusion to
Zhuangzirewrites “Other” as shadow. It is shadow, rathemt nature or human feelings, that
defines self. This rewriting reflects Wang Fuzhtlsoughts on what Zhuangzi means by
“something genuinely in command{ 5%, the invisible dominator of life, and the sameudlots

can be found in his other lyrics on shadows.

If the preface alludes to ancient classics,lyhie is like a “speech of shadow” written for a

“big shadow play,” reflecting the more recent imdhece of theatrical culture.

Alas, the solitary lamp cannot help it,

On the broken wall,

it embarrasses me (to project my shadow).

Dragonflies on the autumn river, nowhere to stay,
Parched lotuses and withered willows are revealed.

In the picture, circles and crosses, black andeyhit

The shadow wants to say something, but has no mouth

% Tao Yuanming ji jiaojianp. 7.

%" Zhuangzi chapter 2, “The Sorting Which Evens Things Gii¥i#, Zhuangzi jiship. 55. English translation by
Angus Graham, isources of Chinese Traditiowol. 1, p. 99.

% Modern scholar Chen Guyirlg £ disagrees with Guo Xiang’s explication. He thilkat “Other” refers to the
feelings mentioned prior to the line. SBeuangzi jinzhu jinyilt 7-41: 4%, p. 46.
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(He) should only laugh at me,
that for whom the cuckoo keeps crying until afterirsg.

The other day | was destitute in Cangivu

Dark clouds in the low sky,

where | intended to hide my declining body.

The broken valley, the setting sun, under the witti¢ree,

| was under the surveillance (of my shadow).

The bun points to the sky, and white hair lightyc¢hes the neck.

The black cap is still on the head.

When you (the shadow) are gone, would anyone @aedffinity to you?

I Toow o PR RE, Rt . BOKIFEETHEL, I, | HRE X, BhEE,
AR RTEH . ARSI, AW RIF)S

HHVEREE, SBERAC ERGEEER . W RIIAWR, 5T AR . AR, HBHLeh
B SRR, BELE, AAEMEE? ¥

The poet’s obsession with his own shadow echoekataeMing fascination with optical illusion

and delight in its manipulatioft,but his shadow is not an object of desire as isgD¢iaowan’s

# /M5 reflection on the screen portrayed by Mao Xiang: (1611-1693) inYingmeian yiyu

M 1215, Nor is it a product of whimsical self-indulgentbat Zhang Dai (1597-1679) describes
in his nocturnal theatrical performance at Jin Maun Wang Fuzhi’'s observation of his shadow
is a theatrical performance like the former two kgothat reflect the typical late Ming sensibility

of impersonation and theatricality, but it is afpanance that embarrasses the poet and that

lacks an audience except for the poet himself.

In the first stanza, the poet sees the solitamp casting the shadow of his decrepit body on
the broken wall, a scene that embarrasses him. i$n irhagination, his shadow first
metamorphoses into a lost dragonfly unconsciouslighing the surface of a river. Then, as if

seen from the dragonfly’s perspective, his shadomdetgoes the second and third

29 cangwu County is in Guangxi province. It is diffiat from Mount Cangwu in Hunan province, wheresisaid
the ancient King Shun was buried.
%9Wang Chuanshan ci biannian jianzhu 182.

1 Waiyee Li,Enchantment and Disenchantmectiapter 2 discusses this point.
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metamorphoses into parched lotuses in the rivervatigered willows on the bank, two images
implying his declining health. These visual illusgobear an affinity with the scenes of a silent
black and white movie. The shadow cannot speakit$eff or express the poet's mind. The
shadow’s mockery of the poet as a cuckoo, whidbeigeved to be the soul of an ancient wise
king and whose heartbreaking cry makes it a symabehdless sorrow, expresses the poet’s self-

mockery of his perpetual lamentation over the iregable past.

In the second stanza, the current shadow toatssghe poet to the shadow ingrained in his
memory of a past expedition. While the associabietween the expedition and Wang Fuzhi’s
participation in anti-Manchu political resistanseniot declared, his reference to Cangwu county
in Guangxi province corresponds to the itineranhisf travels between Zhu Youlandksth
(r.1646-1662) southern Ming court and his hometowidunan province from 1648 to 1650.
Wang Fuzhi fought against the Manchu army in Heagsh{unan province in 1648, and after
his side was defeated, he fled to join Zhu Yoularggurt in Zhaoging, Guangdong province. In
1649 he left Zhaoqging, passing by Cangwu on his bagk to Hengshan to take care of his
mother, but soon left home for Zhaoqing again. Wnghi wrote several poems to record these
expeditions, at least two of which mention Cangwuthe titles*? “Destitution in Cangwu” in
this lyric must refer to one of these expeditioh® recalls the setting sunlight casting his
shadow on the ground and fancying it to be hisallance. The fact that Wang Fuzhi probably
undertook these expeditions alone and felt thealesplacking like-minded friends to fulfill the

goal of political resistance, explains the porttafahis shadow as his single companion.

% See Wang ZhichufE 2 %, Wang Fuzhi nianpdF k2 3% (Beijing: Zhonghua shuju, 1989), pp.39-41. Cangwu
also alludes t€huci##¥, from which Wang Fuzhi often draws imagery.
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The shadow in “The Shadow of Jiangzhai” is theuble” of Wang Fuzhi. Looking at his
shadow is almost the same as looking at his setfgbor his reflection in a mirror. In his essay
on “The ‘Uncanny,” Sigmund Freud (1818-1939) asatas several elements with the feeling of
“uncanny.” One of them is the double—the doublidiyiding and interchanging of the self—
and the double has connections with shadows, teftecin mirrors, the belief in the immortal
soul, and the fear of death. The Germaheimlich(uncanny) shares a meaning with its opposite
heimlich Heimlich (familiar) can mean “concealed, secret,” and thesopposite of the familiar.
This process of estrangement of the familiar alstuos in the phenomenon of the double. The
invention of the double originally comes from dele and the primary narcissism that
dominates the mind of the child as preservationinggaextinction, but when this stage is
surmounted, the double becomes the uncanny harbofgdeath. This is because a mental
agency is formed in the double, which stands agdlres rest of the ego, and which has the
function of observing and criticizing the self aoidexercising censorship within the mind. The
double has ambivalent functions because the egeqgtsdboth its suppressed strivings and self-
censorship in the doubfd Freud’s analysis of the double sheds light on Wamzhi's lyrics on
shadows, and we can say his shadow is uncannghiddow is his most intimate companion, the
externalization of his soul, and makes him capabkelf-observation. The shadow’s mockery of
the self's endless sorrow for the past and thengeadf the self under the surveillance of the
shadow exactly illustrate the way that the sedvwsre of the function of judgment/censorship by
the double. Observing his own shadow, the extepnabf of his existence, is both a way of
expressing his yearning for life and a way of pcaag self-censorship that is closely related to

anxiety about looming death.

# Freud, “The ‘Uncanny, The Norton Anthology of Theory and Criticispp. 929-41.
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The second type of shadow involves the plalddow in nature. | select two lyrics as
examples. As we shall see, these lyrics also imvang Fuzhi’s thoughts of life, death, and his

solitude. The following lyric is on the shadow opiae tree.

To “The Charms of Niannu”: The Shadow of a PinesT#ell & A5
Towering into the clouds, vaguely drifting aloof,

The immortal stature of a Five-Needles pine,

Who can carefully number all the pine needles?

A soft mat made of half an acre of newly grown gellgrasses,
(The shadow of the tree) moves along the plairezigimd icy frets.
Wisps and filaments,

Broken patterns are reflected,

Carefully writing a score of double purity.

The sparse sunlight is revealed,

Reclusive fragrance secretly lingers.

Suddenly clouds on the quiet western chamber apedied,

(The shadow of the tree) slowly ascends,

reaching the summit of meandering mountain ranges.

Drooping haze is fine and dense; (the shadow ofrée becomes dark blue,

As if lowering to protect returning birds.

Fog is cold, and the mountain is empty,

A slanting gleam on a branch,

(the shadow) still on the road of seeking fragrance

The setting sun is liable to disappear,

The light shade, (I'd) better take advantage oftiime to go home.

BREW, ATIEAE, SR RS HEAER, BRI SR, Biarger,
MR IR . HOWEE, R

—EEHIUE, BiEX L, FRSEE. EBEFWAEE, DULEENE. S0, R
B, WIESERK. YHHR, KAk, >

The lyric portrays the visual journey of the shadofva pine tree along with the temporal

changes of the day. This is the morning of a swtany The poet brings his zither and incense
burner while wandering in the mountains. He chodgest on the grasses beside a towering pine
tree, lights the incense, and plays the zither. Sfta@low of the pine tree first falls on the grasses
and then as the sunlight moves, it casts the shaddiae tree on the poet’s zither and its frets.

“Wisps and filaments, broken patterns are reflectedefully writing a score of double purity;

3 Wang Chuanshan ci biannian jianzhp 196.
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the sparse sunlight is revealed; reclusive fragraecretly lingers.” The fantastic shadows of the
pine needles flit across the poet’s zither, prodg@ momentary pattern of light and darkness.
The wisps of light moving across the zither, theperality of music, and the flow of incense all
convey the sense of swiftness and motion. The titae moves to the afternoon, and the shadow
of the pine tree slowly ascends onto the top of rtfwntain. When it becomes twilight, the
shadow descends and its color is darker. Eventtiadlyshadow becomes a small shade on the
road.

The changes undergone by the shadow of thetfgadrom the morning to the twilight can be
read as an account of the shadow from its birtikdegath. The subtle changes of the shadow
represent a play of language as well as of theighinlThe extent to which Wang Fuzhi is
absorbed in the play of the shadow implies thetdepthis solitude. Reading this lyric side by
side with his “Winter Gaze” shows that the intelactof shadows in nature parallels the
relationship between Wang Fuzhi and his own shadow.

To “Washing Creek Sands”: Winter GazgZ b &

Drifting wisps of clouds stretch in the blue sky,

The solitary peak, the shadow of the peak refldessolitary pine tree.

From the south and north of the sky wild geeseghitie wind.

| gaze far at the unbounded mountains and rivers,

grieved that the sun and the moon are so indifferen

The forest of frosty maple trees, half of themstiéred.

W ESRRE, USRI . R A6 AR .
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“The solitary peak, the shadow of the peak reflebts solitary pine tree.” Not only is Wang
Fuzhi a solitary observer, but the objects of Hisewvation are also solitary. Because Wang
Fuzhi is solitary, he attends to the shadows ofpitek and the pine tree; because the peak and

the pine tree are solitary, they cast shadows eath other. The backdrop of Wang Fuzhi's

solitude is the vast landscape consisting of thre the moon, mountains, rivers, and forests, all

% Wang Chuanshan ci biannian jianztp 107.
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of which ignore his feelings and follow their owimythms. Nature that follows its own rhythm
seems to be motionless, eternal, and aloof. Becslhis#gows have motion, they seem to own
emotion. The way two shadows cling to each otherinds Wang Fuzhi of the dialogue between
his self and his shadow. Just as his shadow rageekes soul, the souls of natural objects reside
in their shadows.

The next lyric is on the shadows of wild gedske the previous lyric on the shadow of a pine
tree, this lyric develops with the passage of tipwfraying the shadows of wild geese from their
birth to their deaths.

To “The Charms of Niannu”: The Reflections of Witese& 1 iE JiE 5
Passes and rivers are far away,

() regret that the sunlight at the border is sm dhat the elegant manner (of wild geese)
cannot be conveyed.

Sands are clean, and the water is clear, perficgpid,

Dots and dots, whistling, and distinct.

The long eyebrow in the morning mirror,

creased reflections in clear waves,

are written lightly amidst layers and layers of eate

A clear glimpse of them,

Don't play the fisherman’s flute in the solitarydio

Bathing ducks stick to the water and compete fghf]

Waves in disarray,

not allowing (the reflections of) thousands of ciedpwild geese to be a straight line.
The wind splits the trace of clouds, revealingghelight at dusk,

(The shadows of wild geese) come to be close wcatkins.

In front of the frost at the river bank in the valthess,

Under the moon on the southern tower,

| should regret that no one recognizes it.

In the morning there is no evidence (of wild gedst)

Leading me gaze into the north of the sky in vain.

BIREIE, RZEH B, MR, s KB, AR ANRIR. BEEE, B,
KB R, ISR,
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% Wang Chuanshan ci biannian jianzhu 202.
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The first stanza captures the moment when a fldckild geese flies across a river at twilight.
“Ying' in this lyric refers to both the reflections atie shadows of wild geese. When the surface
of the river is calm, the reflections of wild geeme distinct; when the river has ripples, the
reflections are creased, as if characters areenrith the layers of emerald water. “Don’t play
the fisherman’s flute in the solitary boat” is ayful allusion to Wang Bo'stE#) (ca.650-76)
canonical piecéreface to Tower of Prince of Tefil§ L[4 /7. “The fisherman in the boat sings
in twilight, his song drifting as far as the barfiklze Poyang Lake; a flock of wild geese flying in
formation is startled by the chill of dusk, theoises disappearing at the shore of Hengyafig”
FHIE MG, B a2 T, EMEE, B#F% 2 . The poet seems to express his fear that the
fisherman’s song would startle the wild geese. Wlilile song is not present, the poet’s fear is
realized by a group of bathing ducks that makelegpo disturb the neat reflections of wild
geese. The light of the setting sun shines thralginds, casting the shadows of wild geese next
to reed catkins on the river bank. As the nighsfalo one can recognize the shadows of the wild
geese in the dark; in the next morning, no tradefisvhen the wild geese are gone.

The third type of shadow occurs in theatricatfgrmance. Wang Fuzhi’'s attitudes toward
natural shadows/reflections and theatrical shadqoesent a contrast. Shadows made possible by
the interplay of the sunlight and nature evokelyrigal contemplation of solitude, but theatrical
shadows inspire pathos and satire. The theateir@sspVang Fuzhi to question the illusory
nature of human feelings and endeavors. His udbezfter as a heuristic tool to discover the
truth aptly indicates his inheritance of the latedylsensibility and his transformation of it in the
new age. Two lyrics among the fourteen are devtidteatrical shadows. The following is the
first one.

To “The Charms of Niannu”: Shadow of Shadow Biagi
Laughing and weeping were both false,
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but graceful panache

vaguely resembled real people.

On the half side of the painted wall the moonligfass lowly reflected;
beauties and talented men showed off.

Threads of emotion pulled them,

clear light came back to illuminate them,

and they casually said that they were heartbro&ethet

Suddenly when we saw them through,

emotion was as thin as a sheet of paper.

It must be the invisible immortal,

who stole the elixir the other year

and fell on the silver toad.

Her half side faced the human world, and she gaped the heights,

transmitting the song “Skirts of Rainbow.”

| wanted to keep the immortal,

but could not hold back the short night,

and feared that the snuff would fall.

The “Palace of Going Astray” threw out flanigs

To whom could | appeal to tug at her fragrant sésév

RWAAAE, HARAY R, IKFERL. FRER RSB, BSREAA T W& EL], IFLRIE,
B0, MORBEDL, R AR IE A
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Two stanzas make a curious contrast in this i@ first stanza is a satire on the artificiality o

emotion, whereas the second stanza expresses ibas the ephemeral nature of emotion.

Just as the “double” of Freudian theory has ambivatunctions, shadow figures evoke Wang

Fuzhi’'s ambivalent feelings. Wang Fuzhi intertwinles elegy for the irretrievable moment with

the sarcasm of false emotion, portraying the anidntdeatures of shadow play.

The first stanza describes the vivid simulacrunsledow play and debunks its falseness. Wang

Fuzhi’'s sarcasm hinges upon the tool and the meditishadow play: thread and paper. The

shadows of a paper-made beauty and a talented maheowall simulate the charms of real

37t is said that a toad lives in the moon.
3 The Emperor Yang of the Sui Dynasty had the Pad&oing Astray built.

39 Wang Chuanshan ci biannian jianztu 214.
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lovers, but the expressions of their emotions algef supposedly dubbed in by performers who
pull the strings to control their actions. Here #tieng 6i) is both a pun on emotiowiqgs) and

a reference to the way puppet shows and shadows pdag performed. The picture of
manipulated puppets in a romantic story evokegpthe of a puppet show from Min Qiji'&l5%

% (1580-after 1661) woodblock print @he Story of the West Chambigi/fiic. (dated 16405

In the print, the movements of two puppets actiafpte a painted screen are controlled by the
strings held by two performers hovering over theess, who belong to a larger pictorial
representation that illustrates the play. The @sttiof performers and miniaturized puppets
vividly displays the boundary between the real dlndory. The subject matter of the shadow
play in Wang Fuzhi’s lyric must be similar The Story of the West Champand the satirical
description of the emotion of puppets exactly mascthe portrayal in the print. In addition, the
formal properties of paper—sheer, thin, and traresga—add one more layer of illusion to the
puppet show and inspire Wang Fuzhi's further sancas sheet of paper can be seen through in
the same way that shallow emotion can be seendhrdithat emotion is as thin as a paper sheet
is both a literal statement of the formal propertef paper and a metaphor satirizing the

performance of feeling.

The tone changes in the second stanza, replaaitire with elegy. Shadow play is a play of
light and darkness, and in this stanza the moohlggid candlelight inspire Wang Fuzhi’s
imagination of the paper figure as an inaccessibldgdess and his regret at her temporary stay.

The fact that the performance is illuminated by might leads him to imagine that the shadow

“Min Qiji was a publisher and printer of illustratis. His woodblock print oThe Story of the West Chamber
consists of twenty woodcut prints of the twentysadfcomThe Story of the West Chamb@&he only surviving set of
Min Qiji's woodblock print ofThe Story of the West Chambisrin the Museum fiir ostasiatische kunst in Cobogn
It is reprinted inVling Min Qiji huike xixiangji caitu Ming He Bi jiaiae xixiangjif 3551 £ %1 75 Jfi 10 % 8] B ] B
K%V iiic (Shanghai: Shanghai guji chubanshe, 2005).
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figure under the moonlight is Changig##, who steals her husband’s elixir, flies to the moo
and becomes the goddess of the niBdn.some legends, it is said that Emperor XuanZ68§-
762) or Consort Yang hears the song, “Skirts ofnBaiv, Coats of Feathersk 514K, in
Chang’e’s moon palace. He/she secretly memorizestuhe and transcribes the score after
returning to the mortal worltf. Thus, the profile of the female paper figure—shagays often
presents profiles of figures—is imaged to be Charnginsmitting “Skirts of Rainbow, Coats of
Feathers” to the emperor and his consort with drdif of her face revealed remotely. The
candlelight that casts the shadows of paper figarethe wall or screen also marks the passage
of time. Drops of candlewax, figured as flowerkelithe tick tock of a clock, signify the
movements until the moment when the flame extirfgggsand the play ends. The flickering
flame and its impending extinction inspire Wang iiszcurious association of the candle flame
with the fire that destroys the “Palace of Goingrag’ of the Emperor Yang of the Sui (569-
618), a symbol of luxury and pleasure, where thondsaf women from the harem reside. The
shadow figure, when foiled by the candle flame pext to the wall or screen, seems to be a
palace woman emerging from the flame, escapingrtipFisonment of the “Palace of Going

Astray”—the wall or the screen where shadows ast—eand then flying away like Chang'e

It is said in Chinese legend that Chang’e steatshinsband Yi's elixir, which he receives from @eeen Mother,
and flies to the moon, but only suffers from etétaaeliness there. Sdduai nan zifft #5 7, vol. 6.

*2«gkirts of Rainbow, Coats of Feathers” is eightmiry Dharma music, which is part of imperial bagtgmusic
JE/Z 4% and is influenced by inner Asian music. Bai Juy(i’&2-846) poem “Song of Lasting Paif% R &K
associates the tune with Consort Yang's dance.eTher different sources of the creation of “SkatRainbow,
Coats of Feathers.” Yue Shi#5t (930-1007)Yang Taizhen waizhual; K E4M& provides two versions, both
characterized by lyrical and mystical imaginati@he first one quotes Liu Yuxi'8|E$5 (772-842) poem, saying
that when Emperor Xuanzong gazed at the Niji Maontee was so touched that he composed “Skirtsaiflfow
and Coats of Feathers.” In the process of creatiegmusic, an official submitted a piece of Indiasic named
“Brahman Song”, which Xuanzong incorporated intckifs of Rainbow.” The second version mentions that
Xuanzong heard the song in the moon palace, sgenetinorized the tune, and transcribed the sétaeag Taizhen
waizhuan in Lu Xun&3H, ed.,Tang Song chuanqi fEZR{#z7£2 (Tianjin: Tianjin guji chubanshe, 2002), 7. 395.
Tang huiyaoE @3 has a record confirming the relationship betweBratiman Song” and “Skirts of Rainbow,”
saying that in 754, the title of “Brahman Song” veiisnged into “Skirts of Rainbow and Coats of Feetli Wang
Pu 5, ed.,Tang huiyaqBeijing: Zhonghua shuju, 1955), 33. 617.
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flying to the moon. The shadow figure gets ridloé performance as the palace woman escapes
the burning palace; however Wang Fuzhi ends the hot with the celebration of the end of
illusion and artificiality, but with a lament ondhransience of romance as well as the brevity of
the shadow play.

The next lyric is on the shadow of a revolvsagnic lantern. Revolving scenic lanterns are
made of paper, and the shells of the lanterns exerdted with images. The heat of the candle
inside the lantern causes shifts in air currentsckvrise and push against flaps on the top and
sides of the lantern. The push causes the shéfleofantern to spin like a moving shadow play.
The lantern in this lyric is decorated with horsgbading martial heroes, evoking the scene
from Min Qiji's woodblock print that illustrates ¢hact five ofTheStory of the West Chambén
this print, the paper figures of the three mainrabters in the act five are hung on a revolving
scenic lantern by strings. As the lantern revolibs, three paper figures seem to chase each
other. The lyric describes this process of endiessing and chasing.

To “The Charms of Niannu”: The Shadow of a Revalvtenic Lantert: UG & FE1E
The flame hasn’t gone out,

Contesting, the Dilu steed rushes,

The “red hair” horse competes to be the first.

No sooner has he turned around the steep clifibleas down the slope,
With a halberd across his chest, he has no intetdidook back.

The “sweats blood” horse and the “chasing the wimat'se,

The angry beard and stretching arms,

Always held back by time.

In the darkness the hub of the lantern turns arpund

When would the ants on the grindstone stop?

Children, don’t laugh at the coming and going & Eantern,
Inside as tiny as half of a needle tip,

Heroes run as quickly as wild ducks.

Ultimately toads can’t jump out of the dipper,

Gradually cocks that cry before midnight urge tket® brighten.
Remnant light at the fifth hour of the night,

A tinge of chill in the air,

(musicians) stop beating the rims of drums.
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Achievements on a half piece of paper,

No one would peep at it again.

ROCARH, B EAREE, FE/A0. AEGEHETR, B0 . e, REEE,
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The mixture of satire and elegy also figurethis lyric. The transition of forms is not marked
by the transition of two stanzas as in the previgts, but is implied by the ambiguous images.
The first stanza portrays that the quick movemdnthe shell creates the illusion of horses
galloping and martial heroes fighting. The horsed martial heroes come and go as the shell of
the lantern spins endlessly, but never reach trestinations. Wang Fuzhi’s attention is drawn to
the force behind this futile effort, the candlelighs well as its implication of the passage oktim
“(Horses and martial heroes are) always held uthbyflowing light.” The candlelight inside the
lantern keeps the horses and martial heroes maniagcycle, which they never escape as time
elapses. Wang Fuzhi imagines them to be “ants ergtmdstone,” an allusion with multiple

layers of meanings. In ancient Chinese accountstwbnomy, the allusion originally describes

the way the sun and moon move in the universe.

The sun and the moon move to the right, but turthéoleft as the sky (moves to the left).
Therefore, the sun and the moon actually move écettst, but the sky pulls them to descend
in the west. This is the same as ants walking ergtindstone. The grindstone turns to the left,
and ants move to the right. The grindstone turnskfguand ants move slowly, therefore the
ants have to turn to the left along with the grinds.

HAGEAT, BERAE, MHHABERT, MREIUNE. ETETBEac b, BARMNEG %,
BT EE, MOAEABEE A E, *

The baffling fact that the sun and moon ascendhénetast but descend in the west inspires the

Chinese creation of the image of ants on the gramgs Later, the image is associated with the

passage of time in poetry.

“3Wang Chuanshan ci biannian jianztu 217.
* Jinshuts &, 11.279.
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Time elapses like ants on the grindstone.
Eotigiess.

Ants on the grindstone walking opposite to thedion of the movement of the grindstone and
only ending up moving alongside the grindstone |pgsaSisyphus compelled to roll a boulder
up a hill only to watch it roll back down, and tepeat the action forever. The futility and
absurdity of the efforts of ants on the grindsta@enot escape the notice of poets. Since the
Song dynasty, it has served as a metaphor for hiifean poetry: “Life is lived in vain, like an
ant on the grindstoneTis— £ #5255 *° “Honor and rank, making a living like an ant rexiob

on the grindstone)4 % 4 jiei% 85 4" In these poems, the image of ants on the grindshars
ambiguous meanings. Tragic heroes can be consitietselants on the grindstone, because they
struggle to move forward but never achieve themlgjobut the same image can also refer to

fortune hunters involved in the endless pursuiveélth and profit.

Wang Fuzhi takes advantage of the ambiguityhed image. He may use it to lament the
martial heroes’ tragedy of being deprived of fred and unable to fulfill their aspirations, to
laugh at the absurdity of their aspirations, ometequestion the moral motives of their actions.
If we consider his involvement in the anti-Qingisésnce and its eventual failure, the mixture of
these complex, ambivalent feelings seem to berstdfential. They also seem to refer to many
participants in the southern Ming court, whose aaicould not be simply labeled as heroic,
absurd, or treacherous when complex historicaunistances often deprived them of free will

and made the clear-cut differentiation of good ewitlimpossible.

*>Wang YuchengE & 1%, “The Seventh Evening of the Seventh Month*’.
6 Huang Tingjian#% £ EX (1045-1105), “Yanya: fk.

*"Yuan Juei i (1266-1327), “Written for the Painting of Mount 'L i i 11 [f.
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In the second stanza, martial heroes in thteta are described as wild ducks running in a
small space as tiny as a needle tip. When peoplsad to “run mad after their goal like wild
ducks” iz %%, the speaker's contempt cannot be clearer. Echtbimgmbiguity of the image
of ants on the grindstone, here the martial heseesn to become greedy competitors. To show
further the contempt for their competition, WangRiucompares them to toads that cannot jump
out of the dipper. But once again Wang Fuzhi'sifeg toward martial heroes are ambivalent.
His sarcasm seems directed to himself as well aghers, as antagonistic circumstances may
force noble heroes to behave like trivial ducks &ratls. As the lantern performance ends at
dawn, pathos replaces sarcasm. Just as toads tmdaamot escape the dipper and grindstone,
the martial heroes are doomed to be imprisonetienidntern to repeat their futile efforts. It is

the inescapable fate of actors that is lamentable.

Both shadow play and revolving scenic lantemestheatrical performances created by a sheet
of paper. If “Shadow of Shadow Play” satirizes #ngficiality of emotion by denouncing it as
being as thin as a sheet of paper, “Shadow of RewgScenic Lantern” ridicules the futility of
military achievements by saying that no one wooloklat the military achievements on a half
piece of paper after the performance ends. Asmadliat the beginning of this paper, life has
been regarded as a play and the world as a stage thie late Ming. Wang Fuzhi’'s attention to
paper sheets adds a new twist to the concepteofiifa play. When he says that emotion is as
thin as a sheet of paper and that military achierm@mare on a half piece of paper, a sheet of
paper—the medium of both shadow plays and revolstenic lanterns—becomes the medium
of a larger theatrical performance, that is, lifeif. Emotion is elaborated in romantic stories,
military achievements are recorded in historicaloamts, and both rely on paper to be preserved

and transmitted. Just as the performance of shalays and a revolving scenic lantern rely on
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paper sheets, human feeling, military achievememtd,human history in general are written on
paper, and therefore are nothing but theatricalopmances that are artificial, ephemeral, and
fragile. It is this link between paper sheets anthan life as a play that determines the mixture
of pathos and satire in Wang Fuzhi’'s lyrics on slmagblays. They point to the same theme of
life as a play, exploring rich layers of meaninghis metaphor. Life is a play in which actors are
imprisoned on stage to perform regardless of, ameg, their free will, and therefore life is the

object of sarcasm. However, since life is nothing d play and the end of the play signifies the
end of life, one cannot help but long for the plake development from the birth of shadow to
its disappearance in these lyrics is Wang Fuzhéy of expressing his lament on transient life
and his understanding of the threat of death. Wlanghi’'s ambivalence toward lovers and

martial heroes in shadow plays also parallels brsrgyal of his own shadow that is both comic

and tragic, as well as his portrayal of delightgdlitary shadows in nature. All together they are

metaphors for a life that is manipulated, ephemarad solitary.

Puppet and Skeleton

Paper figures in shadow plays are the sameuppeps. Like shadow figures, puppets also
feature prominently in Wang Fuzhi’s lyrics explayithe theme of life as a play. Some of these

lyrics on puppets follow the convention. The foliogyone is an example.

“Bu suan zi”: Song on the puppet shown to accomipafyiends
While he seems to have spring melancholy,

whom could he ask to speak on behalf of him?

He can’t say anything about what is on his mind

though thrusting his clove-like tongue.

His shadow is cast by the light of the candle, sagin the wind.
The dim moonlight casts a slant shadow of him.

With such cosmetic cover who could differentiatghrfrom false?
Beneath his skin there is no blood.

IR WA s AT 1T
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Wang Fuzhi’s characteristic obsession with shadeatures in his portrayal of the shadow of the
puppet instead of the puppet itself, but his saic&eatment of the puppet is similar to Wang
Yangming’s poem on puppets quoted earlier in theepaThe dissonance between the vivid
gesture and gorgeous makeup of the puppet andait8culateness makes it a perfect metaphor

for those who pretend to be genuine or whose fgglare manipulated.

Wang Fuzhi’s four lyrics on skeletons—one farfrpuppets in puppet shows—are a reversal
of poetic convention. He wrote these lyrics to timee of “Spring in the Qin Gardenl: €% in
the 167047 responding to Jin Bao’$: % (1614-1680) seven lyrics to the same tune inscribed
a painting of a skeleton (now no longer extant). Bao wrote the seven lyrics as a response to
the Yuan dynasty painter Wu Zhed'stt (1280-1354) lyric inscribed for the same paintifibe
subject matter of the painting is very likely afpemance by the skeleton, as is portrayed in the
well-known painting,The lllusory Performance of Skeletofigi#4]&kl&, by the Southern Song
painter Li Song® & (fl. 1190-1230). Li Song’s painting shows two chén and a young mother
suckling a baby watching a marionette show. Thepptymaster who operates the show and his
puppet are both skeletorfsThe lyrics of Wu Zhen and Jin Bao do not spedify skeleton in the
painting as a puppet, but Wang Fangzhi’s four $ymtearly refer to the skeleton as a puppet
whose life and death are beyond his control. Iis #ense, his four lyrics on the skeleton
constitute a verbal counterpart of the paintingilsinto The Illusory Performance of Skeletons

Wang Fuzhi claims to write these lyrics to revdtrsesimilar ideas expressed in the lyrics of Wu

“8Wang Chuanshan ci biannian jianzhu238.
*9 The date is according to Long Yushen@dfi’t: research. Sed&/ang Chuanshan ci biannian jianzhu 111.

0 See Wilt Idema, “Skulls and Skeletons in Art andg®,” inConflict and Accommodation in Early Modern East
Asia: Essays in Honor of Erik Zurchead. Leonard Blusse and Harriet T. Zurndorfer dbei Brill, 1993).
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Zhen and Jin Bao. “Dangui (Jin Bao) ridiculed tlla¢ inscription of The Taoist of Plum
Blossoms (Wu Zhen) on the paintinthe Skullwas mediocre, and wrote another seven
inscriptions for it. Though Dangui's words are di#nt from those of the Taoist, their ideas are
similar. | wrote these four lyrics to reverse awmdrect their ideas. Mt iE A B BEE , %k bk H

wh Bl A AE-E o, Ty B RO A M IE, R EAEV B E 2. Wu Zhen's lyric is a
straightforward, conventional satire of life statithat once life ends, all the endeavors,
achievements, and glories become empty, a motifemriabout by many poets and dramatists.
Jin Bao’s seven lyrics describe violence and wahatiime of the dynastic transition in relation
to the skeleton. They are more complex and dedadependent research, but suffice it to say
here that they, like Wu Zhen'’s lyric, ridicule theility of the life of the skeleton. By contrast,
Wang Fuzhi’s four lyrics are four acts, where tkelston undergoes transformations from being
a skeleton, the soul of the skeleton waiting tadi®rn, the person reborn, to the skeleton again,
just as an actor plays different roles. Since shaglay can refer to the vivid representation of

soul or ghost, the performance of the skeletonsand in these lyrics can also be called shadow

p|ay.51

The four lyrics are puzzling and ambiguous lingses, but it is clear that the theme is the loss
of human agency. Wang Fuzhi discusses the issulife @fs a play, free will, and the force of

human life in relation to Buddhism a#thuangzithought. The following is the first one.

The white sun can never be fooled.

The blue sky is never wrong.

There is only the skull.

When the play on the stage ends,
(musicians) stop beating the rims of drums.
The smoke of the incense burner disperses,

*L For example, iThe Peony Pavilionwhen resurrected Du Liniang visits her uninfornpedlents, they think they
are seeing her soul and comment that she is playiagyivid shadow playThe Peony Pavilionact 48.
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and only the smoke cage is left.

Even if this is Heaven Beyond Thoughts,
emptiness and existence must be calculated.
Indulgence and restraint of his life have finished.
He does not predict that

eventually he will float a boat on autumn waves
to any fragrant islet.

Thinking of (the past) he can't help but be ashamed

He once braved the spring rain and walked in puddle

He remembers that fragrant steamed rice thateswikite jade

satisfied his appetite,

and that embroidered silk

gently covered his body.

Don’t think that human ignorance

can fool the perceptive sky.

Everything eventually comes down to the leaf oheagol tree in autumn.

Please remember,

what will be revealed in the next chapter

will have different panache.

HHEHR, HFRAK, HutEhe. 2HRGEEE, SEEs; BEEAER, AREE. BEEX,
W2, THUHEFRI. &AE, 2R —3E, FEEHF .

BRI, SIRRERERE. HEAE T, e, SEES, BIORF. A,
ML, AATFER— R Ak, BERREN, & FIsMg, BIAER. °

At the beginning of the lyric, Wang Fuzhi descriltles end of human life in the same way that
he describes the end of the performance of thelviegplantern: “When the play on the stage
ends, musicians stop beating the rims of drums.th&tend of the lyric, he borrows the stock
phrase at the end of every chapter of vernacutdiofi, comparing the next stage of the
skeleton’s transformation with the next chapteraofiction. The skeleton’s life, death, and
reincarnation are a performance of a book, alserfopnance of paper like shadow plays and
revolving scenic lanterns. The beginning and the enthis lyric thus establish the theatrical
framework of the four lyrics. In the first stanzbe skeleton ends his performance and enters
Heaven Beyond Thoughts, a realm in Buddhist cosgylehere there is neither thinking nor

not-thinking. This seems to mean that all virtued avils are obliterated when life ends. The

*2\Wang Chuanshan ci biannian jianzhu 110-1.
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soul of the skeleton leaves the stage and wandeusi@ in a boat, evoking ancient ministers and
poets who leave the world in a boat and becomeusesl after achieving worldly
accomplishments. The second stanza is a retrospeafithe skeleton’s previous life, implying
his romantic dalliances and refined life style.ifsepeated in many lyrical and dramatic works
on the same subject matter, pleasure of life iserm@anent, ending metaphorically in fallen
leaves of beeches in the autumn, invoking the Temgeror Xuanzong’s memory of executed
consort Yang Yuhuart Just as the lyrics of shadow plays and revolvamgdrns take love and
military feats to be the totality of life, here Waikuzhi summarizes the skeleton’s previous life
in love and worldly accomplishment, two aspects il be revisited in the next three lyrics.

The second lyric describes that the soul of théeste is thrown to the universe and waits to be
reincarnated.

When you did not yet exist,

indeed there is no information of you,

To invite this scenery.

When clouds rise and the moon emerges,

Then it becomes full round.

The slopes of the mountain and branches of the, rive
Are clear in the tiniest particular.

Who repairs the axe to chop down the cassia tree?
Jade sands are hard to grind.

(The moon) that has seven treasures is exquisigeled>*
You have been asked to

Shine the auspicious light of the sun

And freeze frost in the chill night.

It is hard to predict (who can achieve) success,
It is simply thrown to the charge of the universe.
Plum blossoms bloom all over in snow,

3 This is an allusion to a line from Bai Juyifs & %) (772-846) “Song of Lasting PainZ{i#i. “On days when
plums and peaches opened in the breeze of spridgnahe season of autumn rain when beeches bbeddaves”
FEMZTEE B, BN FE AR 2E 7% . Inspired by Bai’'s poem, Bai Pulg % (1226-1306) drama on the love story of
the emperor Xuanzong and the Consort Yang is tRlaith on the Tong Treg i fN .

**In the Tang dynasty miscellaneous collecti¥ouyang zazufl[5#E41, the moon is said to be made of seven
treasures. Duan Chengdii s\, Youyang zazwol. 1, p. 13.
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who let you have the reserved character?

Willows sway in the wind,

It is not because you are frivolous.

Hundreds of willow branches are snapped, but g till looks new,

Every twig is in order,

It will not hurt to have grasses blurred in thetmis

Please take care of yourself,

Let the great potter tailor

to shorten the legs of the crane and lengthen tbibdes duck.

IR, JRAEE, EUAREDE. BIERA A, BEMEERN; 1LSOKIR, ARETE. HEAEHEE,

TR HETE, BRI LR, W5k, MHRZE, FERERE.

RIS F R, hESE I g Fok. AR BAGR, SGEAEE, BUP IR, AREIE. |,

—EAANEL, JERRKERAAAY . BEL, HOCBIERE, BERE.

The first stanza focuses on the moon becausigeaflose connection between the human soul
and the moon in ancient Chinese thought. Accordm¢’u Ying-shih’s research, before the
dualistic conception ofiun z{ andpo # began to refer to the human soul in the sixth uognt
B.C., po alone was used to denote it. The chargmbeneans “white,” “bright,” or “bright light,”
and these meanings derive originally from the gngwiight of the new moon. “The ancient
Chinese took the changing phases of the moon &dpebirth and death of itpo, its “white
light” or soul. By analogy, they eventually cameasssociate, by the early sixth century B.C. if
not earlier, the life or death of a man with thegemce or absence of Ipis®® Here Wang Fuzhi
seems to suggest the intangible journey of the nuswal by portraying the birth of the full
moon. As the moon gradually emerges from clouds lawbmes full, the lunar landscape is
displayed. Wang Fuzhi’'s description of the moorofws the Chinese imagination of the lunar
landscape. The moon is an exquisite architectur@denof seven treasures, reflecting the light of

the sun, and it is dominated by the scene of thendary figure Wu Gang chopping a cassia tree

and the hare persistently pounding herbs into eqr @ the mortar. In the second stanza, the

*>Wang Chuanshan ci biannian jianzhu 114.

*®Yu Ying-shih, “O Soul, Come Back!” A Study in th@hanging Conceptions of the Soul and AfterlifePire-
Buddhist China,'Harvard Journal of Asiatic Studigsol. 47, no.2, 1987, p. 370.
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human soul wanders the universe, as if witnesshg willful power of the universe on
everything. Then the focus of the lyric temporaslyifts from the soul to the universe. Wang
Fuzhi’'s voice is mixed with the soul’s voice to aglss plum blossoms and willows, denying that
they voluntarily own the characters—reserved elegaaf plum blossoms and frivolity of
willows—that have been conventionally attributedtbhem in poetry. The end of the lyric is
puzzling when it asks the universe to shortenelgs bf the crane and lengthen those of the duck.
In the Zhuangzichapter “Webbed Toes¥fi#}, the long legs of the crane and short legs of the
duck are used to demonstrate that every creatwé$awn unalterable natutéWang Fuzhi's
rewriting of Zhuangziseems to suggest that the creator of the univsrse irrational that he
may sometimes rearrange its order by destroyinglwre of everything.

The third lyric continues with the theme ofdasf agency and further dissolves the difference
between victory and defeat, good and evil.

Eventually the same,

Morning wind and the remnant moon,

It is right time to be sober.

Look at Great Whiteness (Venus) and divine by &sgig

The color of jade is displayed.

The Yellow Bell pitch pip&’ accords with the rules of music,

Rings like the sound of metal.

The banquet of the ceremony of abdication ends,

The battle against the tyrant finishes,

His (value) does not increase, nor does yours dsere

What is lovely is that

When great turtles are burrméd
their withered bodies are still numinous.

°" Chapter 8Zhuangzi jiship. 317.

8 The twelve tones that define the Chinese gamuespond to the twelve months of the year, and theses are
defined by a set of twelve pitch pipes of specifimugths. These pitch pipes are divided into sixgyé 73 and six
yin I 5. The Yellow Bell pitch pipe is the first one oftlwelve, and corresponds to the eleventh monthakes
the notegong =, the sovereign of the notes.

* The great turtle is a metaphor for talent men.tTtha great turtle is burned suggests that talenmted are
destroyed.
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The petals of fallen flowers in the west gartfen

Beautify the east wind and make the setting suhhgbre charming.

No matter how much blood is shed, and (how sad ¥ laments for) his concubine Yuji,
(He dies) not because of the failure of the bétile.

Grieved by the failure in the exath,

The literary fame is not harmed.

The huge bell of ten thousands of t6hs,

A shred of silk ribbon left,

Only a few bones in the ice and frost.

Who would be free

to lament the cries of the cranes in Huafihg,

and the whisper of rain on the Shu rd&d?

FragEh, BEEEEH, EFEE. ERAGE, B E6G; HEEE, miESE. BilEL,
fERR) B8, AL AR . B, MITil), MfREE.

PO v vk s, M R R GRS, JRAREER: BRER T, AR . Ea ke,
—HRTRAN, ARBRUKTRE . KR, SIESIERm, A, *°

At the beginning of the lyric, “morning wind andetllemnant moon,” a phrase borrowed from
Liu Yong's #l7k (ca.987-ca.1053) famous lyric, suggests the passgime and heralds the
next phase of the soul’s transformatf8iThe reincarnated soul enters the new cycle ofttige

is characterized by war and violence. The appearah&reat Whiteness (Venus) predicts war

in ancient Chinese astrology. The sound of metaliés the end of a battle, as opposed to the

sound of the drum that signifies the beginning dfattle. Together, Great Whiteness and the

%0 West garden is a synonym for Shanglin Pariti in the Han Dynasty, a place for hunting and sagaghering.

®. This is a quote from “Xiang Yu’s Biography” in SinQQian’sRecords of the Grand Historian
%2 Ankang % i andAnle % 4% are interchangeable and mean ‘welfare.’ Siedé is a homophone for drop, fdilo
7%, kangliaokE T is used as a euphemism fooliao 7% 7, meaning to fail an exam.

% The huge bell signifies wealth.

8 Lu Ji PE#% (261-303) lamented that he would not be able tr liee sound of cranes in Huating before he was
executed.

% In Bai Juyi's “Song of Lasting RegrefZ 1 #k, the Emperor Xuanzong is said to recall the desmbasnsort Yang
and feel heart broken when he heard the bell ripgirthe rain.

% Wang Chuanshan ci biannian jianzhu 117.

”In Hong Sheng'sit 5 (1645-1705) playPalace of Lasting LifeR4:# (Beijing: Renmin wenxue chubanshe,
1958), the same phrase is used in the scene whawiisort Yang's soul descends to meet her cogFs€,65.
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sound of metal imply war, but when the jade cotdrGreat Whiteness) and the sound of metal
are put together, it is a metaphor for virtue antbgrity. It seems that Wang Fuzhi implies
people of virtue and integrity are destroyed by.Wdre end of the first stanza seems to support
this reading. That the withered bones of greatasi@re still numinous may suggest that talented
men are memorialized after their death. But WanghFueither deplores the demise of virtue
and talent nor celebrates the triumph of justidee juxtaposition of the banquet of the ceremony
of abdication and the battle against the tyrantollowed by his comment that neither the
value/fame of the sage king increases nor the Xifalme of the tyrant decreases simply because
justice is done. The idea of reincarnation thateapg in all the four lyrics apparently comes from
Buddhism, but the law of retribution—the good aeevarded and the evil are punished in the
afterlife—is absent here. This dissolution of trecessity of moral judgment can be traced to
Guo Xiang's summary of the gist of tBbuangzichapter “The Sorting Which Evens Things Out”
mWnam: “Though there is difference between right and vgioboth parts are equatt 3F 52 1

W 315.%% The just war does not confirm moral principlest baly leaves the skeletons of
talented men (the withered bones of turtles) bedmdddition, Wang Fuzhi’s tone when talking
about burned turtles is ambiguous, if not sarcasticomical. Generally speaking, the lyrical
phrase “what is lovely# % i often heralds beautiful women or lovely scenemyifg that the
residue of the war can be used in divination aedetiore is lovely is a displacement of the word
“lovely,” if not a misuse of it. It creates a lingtic dissonance comparable to the acoustic/visual
dissonance made by the juxtaposition of a deliglsfung and a violent scene. This deliberate

displacement or misuse of the word seems to riditcheé war as a staged performance, the

8 Zhuangzi jiship. 43.
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aftermath of which is not to confirm the differenbetween right and wrong but to offer a
product for trivial use.

The second stanza continues the theme of itstestianza by obliterating the meanings of all
military and civil endeavors, epitomized in war ashminations respectively, on the grounds
that everyone ends up being a skeleton. The idé¢heoirrational creator that appears earlier in
the second lyric reappears here. Xiang¥w] (232B.C.-202B.C.) died not because he lost the
battle to his adversary, but because Heaven, anotmae for the great potter/creator of the
universe, intended to destroy him. Failing the exdoas not change one’s literary talent that is
endowed by Heaven. Wealth and high rank that mbgwidrom one’s success in the exam do
not make a difference in one’s destiny to evenyjubkkcome a skeleton. The themes of the
irrational creator and the dissolution of diffeiatibn echo the second lyric and the first stanza
of the third lyric and finally lead to the idea thie irrelevance of human feelings. The allusions
to Lu Ji's P4t (261-303) lament before he was executed that hddwuaot be able to hear the
sound of cranes in his hometown again and the Eamgeror Xuanzong’'s sad memory of his
executed imperial concubine while in exile—two ssrof the tragic end of political ambition
and romantic passion—end the lyric with the conolughat there is no need to lament for any
loss, political or romantic. When the Zhuangzi piaote of evening things out is applied to the
issue of death, death and life can be regardedyjaal,gust as two opposite sides are equal.
Given Wang Fuzhi's participation in anti-Manchu thegt and the historical context of the
consolidation of the Qing rule, his descriptionstloé irrational creator, the wars that do not
confirm justice, the dissolution of the differertwetween victory and defeat, and the denial of the
meanings of sadness and remorse all reflect hespratations of the mechanism of dynastic

change and the moral meanings of the politicalreffof his and others in preserving the Ming
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dynasty. His suspicion of and sarcasm about madgment and human feelings, theoretically
supported byhuangziand Buddhism, respond to the historical circumstarhe must reconcile
with and are in accord with many other thinkerfisfage®®

In the fourth lyric, the reincarnated persocdraes a skeleton again after experiencing all the
futile endeavors of life.

Let me ask you Zhuangzi

Your random words lament me in vain,

| laugh at you, how ignorant you are!

Since | have been made to be like this

How can | escape (death)?

A statement like yours,

What's the use of it?

It seems fortunate that plants have not withered,
But before that they already begin drifting around,
Eventually fish die at the bank of the river.

(They) already disappoint

peach blossoms on the spring river, willows onatimn bank.

| want to leave (my life) behind, but to whom?

Indeed | avoid my shadow,

The silver lamp is blown out for nothing.

Even though the butterfly dream is light on théopy,

Still attached by powdered wings.

Silk worms are deep in three sleeps,

But still cocoons are unraveled.

Once gone, | can’t be detained,

If 'm detained, indeed | can’t decline it,

The pattern grows in a crevice, playing with therhof the rhinoceros in the modh.
Only for a moment,

(I) can (see) the trace of frost on the wood brjdge

and (hear) cocks crying before dawn at the thatahed

RS, EEMER, KM BERIR, Satftl? B, MXRER! ERMEE,
Je R, FEFEIOKIE. FEA, AIERK, Bk,

% For example, Jia Fuxi’s drum ballads express émeesidea.

% In Taoist records it is said that the rhinocerasas at the crescent so intently that the shaffeeafrescent grows
in its horn. The story indicates that the rhinosegiohieves consciousness after communicating téhmoon.

" The last two lines allude to the couplet from Wiéngyun's i i£% (ca.801?-66) poem “Travel in the Morning”
F.47. “The sound of a cock, moonlight on the thatched the trace of a traveler, frost on the wood dpeldzfi i 5
JER, NEMRAERE.
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In the first stanza, Wang Fuzhi rewrites the diabdpetween the skeleton and Zhuangzi in the
Zhuangzichapter “The Utmost Pleasur&i%, where the skeleton boasts of his freedom and
pleasure after hearing Zhungzi's condolenGeghe skeleton in this lyric is as satisfied witls hi
death as the skeleton #huangzi but unlike the latter who gives a speech on tigesority of
death, the skeleton here knows the inevitableeioflbirth and death and predicts the prospect
of rebirth.

In the second stanza, the skeleton furthedeigés Zhuangzi and Su St (1037-1101),
two figures in Chinese history celebrating the saandence of life and death through writings of
dreams. At the end of the chapter “The Sorting Whtwvens Things Out” is a famous story of
Zhuangzi dreaming of becoming a butterfly.

Once Zhuang Zhou dreamed he was a butterfly. Aeliyttfluttering happily around—was he

revealing what he himself meant to be? He knewingtbf Zhou. All at once awakening,

there suddenly he was—Zhou. But he didn’t knoweifias Zhou having dreamed he was a

butterfly or a butterfly dreaming he was Zhou. Betw Zhou and the butterfly there must

surely be some distinction. This is known as thagformation of things?”
This dream invites different interpretations. Thanslard modern interpretation focuses on “the
transformation of things,” arguing for the obliteoa of the distinction between Zhuangzi and
the butterfly’® But the traditional interpretation since Guo Xiapgcifically links the distinction
between Zhuangzi and the butterfly with the digtorcbetween life and death. Guo Xiang reads

into Zhuangzi’s dream of being a butterfly a metapfor death, and his awakening from the

dream as his coming back to life. The fact that aftgzi forgets himself as Zhuangzi in the

2\Wang Chuanshan ci biannian jianzhu 120.
'3 ZhuangziChapter 18.

" Angus Grahams' translation, 8pburces of Chinese Traditipp. 103.
> Chen GuyingZhuangzi jinzhu jinyip. 92.
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butterfly dream suggests that when one is deadhjoy®death so much that he forgets life, and
vice versa; therefore it is unnecessary to feathdeden one is aliv€® Wang Fuzhi apparently
alludes to the butterfly dream for its implicatiohdeath, but does not take death as a delightful
transcendence of life. He writes that the lightrefssream/death is burdened by the wings of the
butterfly. The immaterial state of dream/death a¢ fnee of the materiality of life, suggesting
that death shares the same attribute as life ard dot transcend the restraints of life. Wang
Fuzhi's next allusion is to a couplet from Su Slpteem: “What does the human world have? A
dream in spring; in my life | will age in a silkwors three sleepsA\ A %H 2, G ¥EE
—f%."" Su Shi wrote the poem when he returned to thetafter a long exile, expressing his
desire to withdraw from politics. It is said in @kse agricultural books that silkworms molt
three times before spinning their cocoons, andwien they molt they are as static as if in sleep.
After they spin their cocoons, they will emergenasths from cocoons, but in order to keep the
cocoons intact, silkworms are not allowed to sugvand the cocoons are boiled. In this couplet
Su Shi compares himself to a sleeping silkworm &g life to the dream of a silkworm,
implying that he is willing to live and die in quisle like a dreaming silkworm (though the
theme of the poem is not death and the implicaisonot explored). Wang Fuzhi rewrites Su
Shi’'s couplet, saying that while silkworms feel gam three sleeps before death their cocoons

will still be unraveled, suggesting that death & the end. As in the butterfly dream, the

® Guo Xiang's interpretation, iihuangzi jiship. 112-3.

" This poem has a long title, “Wang Shen (style ndinging [1036-ca1093]) paintddayered Hills on the Misty

River. | wrote a poem of fourteen couples for it. Jingiwrote a companion piece. Its phrases are especial

wonderful, so | wrote one more poem to rhyme with My poem not only describes the beauty of histpgy and

poem, but also explains the reason for his retirgraad his hardships. My poem ends with admonishingnot to

forget being in the state Ju, (allusion to theeeril Lord Huan of the state Qi in the state Juywshg my friendship”
BRIV B ], ANBE DU R, SRR, ERrE I, REXE), AL HTrE e 3%, TR OB H

Wb FE 2 M, M2 UANEAEE 2, TN AEZ 2 AR,
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immaterial state of death is connected with theenmlt state of life in the silkworm dream.
While the dream writings of Zhuangzi and Su Shebehte death as transcendence and suggest
that life and death are exclusive states, the emite of Buddhism makes Wang Fuzhi take life
and death as two stages of one cycle. Both life dewth are temporary journeys out of the
control of human beings: “Once gone, | can’'t beaohetd; if I'm detained, indeed | can’t decline
it.” The lyric ends with the skeleton, lingering thie inn where he has temporarily lodged and
ready to start his journey like a traveler, suggesthe next stage of this cycle of life and death.
All together Wang Fuzhi's four lyrics on the skelettake life and death to be acts of a staged
performance, dissolving seriousness, denying treegsity of making moral judgments, and
blurring the boundary between right and wrong. idea that life is a play gives the four lyrics a
theatrical framework and brings out the issuesurh&in agency, free will, and fate that are also
central concerns of Buddhism arthuangzi The Buddhist idea that life is an eternal
reincarnation resonates with the idea of life gdag, dissolving the necessity of making moral
judgments in the current life. But Wang Fuzhi misddhism withZhuangzithought, thus
making the differentiation of good and evil unneszgyg even in the afterlife. The dominant
thoughts in the four lyrics, that life is uncontatlle and that there is no difference between right
and wrong, are legacies ahuangzi Wang Fuzhi appropriateghuangzithought to develop the
theme of the denial of moral judgment that was ethéwy many literati of his time.

Dense allusions and ambiguous phrases of tlelydcs defy easy interpretation, but Wang
Fuzhi also declares the same thought more straigtafdly in the two lyrics around 1674
explaining the gist oZhuangzi The first of the two is quoted here.

To “Connected Jade Circles”: Explaining the GisEbtiangzi to reply the interviewer

Where are cause and conditions of life?
We are changed to have all kinds of shapes

8 See the editor’s note Wang Chuanshan ci biannian jianzhu 129.
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by the ruthless creator.

Even though we try all our effort, we can’t arguiéwhim,
Not to mention to have leisure mind

To care about them (cause and conditions of life).
After all calculations,

Let’s just give our life to the wind that blows pi®
When the (Great Channel) border was demarcated,
The battle between the Chu and Han erfded,

Who made the border?

A wisp of misty cloud in the broad sky,

Let the elegant wings of butterfly flutter

clearly beyond flowers.

| laugh that ten thousands of years become emgtines moment,

Randomly controlling

The little dove, a huge fish, and a big bitd.

Turn my head back to the southland,

| see that bright colored spring is like a sea.

In the world

| will keep on wandering easily everywhere,

regardless of the change of the east ocean intbemylfields.?

ERLE- S SN =E )

ARATAE? BEMIE G, MR ERE. MEE T HEL i, EAMHEG, RZMR. HEtEE,
AP REWE . BIIRHEHRG, REREE, AR
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The first stanza begins with the ruthless creatoranipulation of everyone’s life, the theme
previously addressed in the four lyrics. Then WEnghi makes an allusion to the concept of the

piping of heaven from th&huangzichapter “The Sorting Which Evens Things Out.” “Blag

" This is an allusion to thZhuangzichapter “The Sorting Which Evens Things Out.” Ehare three types of
piping: the piping of men, the piping of earth, ahd piping of heaven. The piping of men refersh® sound of

flutes and whistles. The piping of earth referghi® sound of hollows on the earth blown by the wiRlge piping of

heaven refers to the fact that when the wind blowsll things on the earth, all take what they wianthemselves.

The piping of heaven means that no one controkhiags on the earth.

8 This refers to the battle between Xiang Yu andBang.

8 This is an allusion to th2huangzichapter “Free and Easy Wanderingi£i%. A huge fish name#&un changes
to a big bird nameéengand flies to the south. When the little dove Seergjourneying to the south, the dove,
satisfied with his own limited ability to journeyly short distances, laughsR&nds long journey.

8 The east ocean becoming mulberry fields is a nhetafor great changes.

8 Wang Chuanshan ci biannian jianzhu 128.
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on the ten thousand things in a different way,hea €ach can be itself—all take what they want
for themselves, but who does the soundingg®x & A3 ], i {33 [ O, R [ Y, &3 Hoaam 8
The piping of heaven refers to the fact that eveng makes sound by itself. Guo Xiang

explains heaverk to be the collective name of all thingstyz 444 and the way of heaven to

be that everything is in charge of itself. In thense, the concept of the piping of heaven in fact
challenges the existence of the ruthless credtaisd implies that heaven is not responsible for
human actions. The concept of the piping of heasdnllowed by the allusions to Xiang Yu's
and Liu Bang's®|} (256 B.C.-195 B.C.) respective control of halfGifina after the demise of
the Qin Dynasty (221 B.C.-206 B.C.) and the hisribattle between them that heralded the
consolidation of the new unified Han Dynasty. Wa&nhgzhi's allusions to the demise of the Qin
and the battle between Liu and Xiang obliquely rete the fall of the Ming and the battle
between the newly established Qing and Wu Safigtiitt (1612-1678) that lasted from 1674 to
1678, the same period when the lyric was writfeBchoing the piping of heaven, Wang Fuzhi's
rhetorical question of who makes the border of dtages actually attributes the change of the
dynasty to chance and therefore implies it is netessary to make moral judgments about
political success or failure. The second stanzaewak allusion to “Wandering Easily# &,

the first chapter oZhuangzi The chapter begins with the long journey of aéhbgd and a little
dove’s ridicule of the endeavor of the bird, expigrthe distinction between the great and the
small, both in the physical and spiritual sensd® fraditional comments on the chapter since
Guo Xiang emphasize the need to dissolve the disiim between the great and the small and to

celebrate the state of transcending the distingtiche pithy term “wandering easily.” “Though

8 Zhuangzi jiship. 50, Burton Watson'’s translation.

% See the editor’s note Wang Chuanshan ci biannian jianztu 129.
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there is difference between the great and the smhin they are put in places where they can
enjoy themselves, they are free to have their eatand their actions correspond to their abilities.
They both behave in the limit of their natures &nth wander easily. How can we say that one
is superior to the other? /N KEERR, TR B3 235, RIPAEHE, FRILEE, & & L), EiE—

H, 28 AR H R 5 8° Guo Xiang's explication of the gist of the chaptéfandering Easily” is
along the same lines as the chapter “The SortingchVRvens Things Out,” dissolving the
necessity of judging different things. While WangzhRi does not state relativism, he suspends
the moral judgment on the great and the small@ke Xiang. Here the huge bird and little dove,
which can be read as metaphors for two oppositegradrial sides, Xiang Yu vs. Liu Bang, or
the Qing government vs. Wu Sangui, are simply pctglof the contingencies of fate. Great or
small, they both realize their natures. Wang Fuwz$uializes the state of “wandering easily” in
the image of a butterfly from the chapter “The 8wgrtWhich Evens Things Out.” “Wandering
easily” is a playful way of engaging the world wldhe logical, moral cause is absent and
resonates with the idea of life as a play. No dahbteasily wandering butterfly is Wang Fuzhi’'s
self-image.

Are these lyrics of life masquerading as a folaperformance to be taken at face value by
readers or do they prompt readers to seek the tretind the performance? Wang Fuzhi's
preface to hi€xplanation of Zhuangzit+i# written in 1679 answers this question. “I cannot
express what is on my mind and I live in a worldtts irrelevant to my life. | have disobeyed
my mind and immersed myself in the world for fiveays. The way | have engaged the world is
close to Zhuangzi’'s way. How can | not feel grdaee? But I'm not a disciple of Zhuangzi.

What | disagree with is ‘walking two roads.’ | cantrhelp but live with Zhuangzi’s way, and

8 Guo Xiang's explication of the chapter “Wanderasily,” in Zhuangzi jiship. 1.
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therefore | explaihuangziso that | do not go against my mind and principleAs long as my
mind seeks virtue, what is wrong with explainBguangz? " & F UARES 20, 17 FAME 2

e, FEUCHAAEE TU5E, I O, U 3, WAL AR 24T, 19 ORI ? SR P IR AR 2 AR, A
FIAREL, “BiAT", ANAEANH T, WIEZ, oSO, . OHARCZ L, XEART.Y The
five years in the preface refers to the period fro#i@4 to 1678 when Wu Sangui and the Qing
government were in a war, the same time when Wamz@ifwrote the four lyrics on the skeleton
and the above lyric oZhuangzi The phrase “walking two roads” is from the chapfEhe
Sorting Which Evens Things Out,” summarizing theéngple of relativism. “The sage
harmonizes with both right and wrong and rests @awén the Equalizer. This is called walking
two roads.” B A2 LLR AR kT K8, 22 M. It was a shame for Wang Fuzhi to “walk
two roads,” but he had no choice but to live initihelevant world with the principle of “walking
two roads.” The tension between his mind that peastirtue and his way of engaging the world
that denied the difference between right and wromgors the ambiguity in his lyrics on the
skeleton and the lyric explicating the gistaifuangzidiscussed above. “Walking two roads” is
the prerequisite for getting rid of the burden adral judgment to achieve “easily wandering,”
but underneath Wang Fuzhi’s tongue-in-cheek celeoraf this principle lays his anxiety about
the loss of moral judgment that further leads resittequestion this principle.

Catching Shadows: Wang Fuzhi’'s Commentary on Poetry

Wang Fuzhi’'s fascination with the performandesimadow is equally displayed in his poetry
commentary. The fifth item in his “Interpretation§ Poetry” #f:% makes “shadow” a critical

term.

87 Chuanshan quanshii1li 4= (Changsha: Yuelu shushe, 1993), 13, p. 493.

8 Zhuangzi jiship. 70, Burton Watson’s translation.
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A “Ballad of Youth” by the Tang poet (Wang Changjifi & #% [ca.698-756]) goes:
On white horse with gilded saddle, he’s gone othviimperor Wu,

Banners and flag in the tens of thousands, theydu@hangyang.

High in the building his youthful wife sits playirger zither,

She sees the dust flying far away, entering Jiamgha

The poetic speaker takes pride and satisfactiomagining the feelings of his youthful wife
as she gazes into the distance. This shows théspoestery in catching the shadow. The
subtlety of the following [stanza from tlB®ok of Sonddies in exactly the same thing:

The days of spring are lengthening,
The grass and the trees flourish,
The orioles are warbling,

Women pick Artemisia in crowds.
With captive warbands to be tried,
We make our way homeward.
Glorious is Lord Nanzhong—

The Xianyun tribes are quelled.

The exegetes of the Classics could not fully urtdars these lines, claiming that the wives
saw the returning army as they were picking Artéaithis makes the import and interest of
the lines dreary. With pennons and banners flywigh halberds and pikes raised, with the
din of horses and chariots, and with the victorysioleing played everywhere, how is it that
the orioles don't fly up and away, and much lesw loould one still hear their warbling?
When the grand army is on the march—and let ust gha they were not causing trouble—
why would these women picking Artemisia boldly shiheir faces right next to the columns?
The troops are on their way home, and they imatijiaetheir wives will be picking Artemisia
and will hear the victory songs of the returningngy thus the lengthening daylight, the
flourishing of the grasses, and the harmony ofltings singing all add to their delight. The
troops also imagine that the achievements of Loathddong will resound in the women’s
chambers. From afar they imagine how it will bethndelight in good fortune in the houses.
And we can understand the satisfaction of the somp the march. Then, using all this to
praise Lord Nanzhong is to catch a shadow in amliaohd treat in the finest detail the limits
of the human affection§’

HNDET R “AREHERE, HETERERYG. M RS8R, ERREANER. "
MbEEE A, DEBEE, ERIEER. “FHEE, JFREZE, g, RELHL
o ehElEH, HWEER. Mt BT " HDIEAEN. SIEEEA RS, SEwT K
M L ERAT, BEERAR. @, Bopak, AR, 9l T, BERMREAER, M
LGN 2 NARAETE, SEFEIZ08E, REZIRIMTHEFRE T =H MM ? 1ENER, EHETT
KRE, TEEAZ SR, YOBEZ H, EHEZE, SIS, BAEE. M), &TH

[, BRZRE, EEER, MIEAZERTR. JhLmmeE i, GGy, ha A
AR A

% Translation is from Stephen OwdReadings in Chinese Literary Thougpp. 487-8, with modifications.
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In this item Wang Fuzhi reads Wang Changling’s pdBailad of Youth” /b4:17 and “Setting
Out the CarriagetiiE from theBook of Songérom an unexpected perspective. The first two
lines of “Ballad of Youth” describe a young mannjoig the Han imperial army and escorting
Emperor Wu to hunt. The next two lines shift frone tyoung man to his wife, portraying her
playing the zither high in the building and seethg dust far away stirred by the hunting army.
Wang Fuzhi gives up this literal reading. Ratherdeds the poem solely from the perspective of
the young man, and thus the third and fourth llmesome his imagination of his wife seeing him
hunting. In the second item of “Interpretations Rdetry,” Wang Fuzhi writes that poetry is
valuable because readers receive different ingpi&from reading the same poem regardless of
the poet’s intention. “The writer has one thoudhif readers learn different things from the
writer based on their own feelinggt# i — %z &, ¥ % L5 E 75.%° Wang Fuzhi's
reading of “Ballad of Youth” is an exemplificationf this principle. The lyrical and
hermeneutical potential meanings of the tging prompt him to read the poem in this unique
way. Ying can mean multiple things in classical Chinesedsia reflection, portrait, and others.
Catching shadow is an imperfect translation of W#&nghi's term catchinging. He takes
advantage of the fluidity of this term, saying thi& description of the young man’s imagination
of his wife seeing the dust shows the poet's mgstercatching theying of the young man’s
pride and satisfaction. What he meansyiryg here can be more accurately explained as a
reflection of mentality in modern terminology. Tkeene of the wife playing the zither and
seeing the dust flying far away is a reflectionwdfat is on the young man’s mind and an
externalization of his mental picture. The poetastery in catching the shadow is to externalize

and objectify his mental picture.

 The second item in “Interpretations of Poetrdidngzhai shihud# 7% 5555 (Beijing: Renmin wenxue chubanshe,
1961), p. 139-40.
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Wang Fuzhi’s reading of the second poem froeBthok of Songfollows the same logic. The
literal reading of the exegetes is this: the fiietr lines portray a spring day, with plants
flourishing, birds warbling, and women picking h&ribhe next two lines shift to describe the
victorious army returning from battle, and the lgt lines praise the glory of Lord Nanzhong,
the leader of the army. Wang Fuzhi reads the paéierehtly from the perspective of a soldier
in the army. Thus, the first four lines are thedgafs imagination of birds warbling and women
picking herbs on a spring day, implying his prideachieving an accomplishment; and the last
two lines point out that the soldier's pride imglipeople’s admiration of Lord Nanzhong.
Because the portrayal of the spring day reflectsntlental picture of the soldier, it is what Wang
Fuzhi means by catchingng. Because the praise of Lord Nanzhong at the entielumoves
from the soldier's mental picture to his imaginatiof people’s admiration of Lord Nanzhong,

Wang Fuzhi calls these double-layered reflectiomaginations catchingyng in aying.

The boundary between reality and mental pictetapses in Wang Fuzhi’s readings of these
poems, and the conflation of reality and mentalyp&resonates with his understanding of scene
s and feeling’® in poetry. He believes that scene and feelinghateseparated but rather mixed
in two ways—feeling in sceng + 1% and scene in feelintf+ 5t—and that the latter is superior
to the formeP* What he means by scene in feeling echoes the“tatohing shadow,” meaning
that unseen feelings are perceivable in mentaluggst and mental pictures find referential
content in real scenes. Wang Fuzhi gives prioityeeling in poetry; he applauds the poet’s
mastery of “catching shadow” because in this waybet treats “in the finest details the limits
of human affections.” In this sense, “catching siveidcan also be catching feeling, as shadow is

a perfect metaphor for elusive, intangible feelings

°1 Jiangzhai Shihuap. 150.
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Wang Fuzhi states that his lyrics on the pentorce of shadows are playful works. Is his
poetry commentary that uses the term shadow alagfyt? In what way do his lyrics on
shadows and his critical term, “catching shadowygminate each other? His reading of the
poem from theBook of Songss in opposition to the exegetes, whose readintp@fClassics is
no doubt serious and serves to promote orthodoxXuC@amism. His reading shows sensitivity to
visual play, the objectification of invisible feleg in the visible world. His interpretation can be
said to be playful in the sense that it allows ezado ignore the heavy burden of Confucian
exegeses and be inventive. His critical term “caigtshadow” partially explains the reason he
wrote lyrics on shadows. Just as “catching shadextérnalizes unseen feelings, his lyrics on
shadows bring out his otherwise unseen self asasgethe invisible soul of nature and theatrical
figures. To read his lyrics on shadows and hiscaliterm “catching shadow” side by side also
shows the influence of shadow play on his poetmmentary. Shadow forms when light is
blocked, but it often leads to illumination. Thecanny shadow figures inspire sarcasm,
lamentation, and enlightenment in his lyrics. Thetthat complex feelings converge in shadow
figures in his lyrics resonates with shadow as @apter for subtle, intangible feelings in his

poetry commentary.

Just as Wang Fuzhi’s lyrics on shadows are tiadfy theatrical performance, his critical term
“catching shadow” also has theatrical implicatiof® understand this, one needs to read
“catching shadow” side by side with its paralleldmdering soul” in Jin Shengtan’s & %k

(1608-1661) commentary arheStory of the West Chambict. 2, Scene 1).

Zhuoshan told me, “When a beauty looks at her aflection in a mirror, though she thinks
she is looking at herself, in fact she is lookinden (she is imagining him looking at her).
After careful thought, | believe that only Qiannth@ge soul goes wandering has ever looked
at herself in the last a thousand years. Anothgrldaad a couplet from Du Fu’s collection,
‘It is pitiable that my little children far awaydaonot understand (their mother’s) longing for
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Chang’an.’ Du Fu places his own mind in the mindhisfkids. It is indeed one’s own longing
for himself. Also, another day | read a coupletr@Vang Wei's collection, ‘I know that at
the border of the distant grove, no one can seihef the eaves here.” Wang Wei places his
own point of view in the distant grove. It is indeene’s own gazing at himself. Therefore,
two masters both use the method that ‘Qianni’s beayes her soul’ to write poetry.” When
| readWest Chambetoday, | cannot help but smile. | wrote a leteizhuoshan, “You told
me that Wang and Du both use the method that ‘@ianbody leaves her soul’ to write
poetry. In fact their method is only one word, tisatdistance.”
iz “EANTHEIREY, FGH, FLEM. METHK, GG —N, Y5
B fhHEEMFEFSEA R @l L, KMERZ. A E BB E Rt it
HAaHEH. WhHETEFFA N EMIEREE, AR E . TN A QIR BiEk
o, MERAHEH. EAEEHE R . T BEERAS HE (TR, ARKRE,
DRI2FsBAT e “TWRTREER S . A Bl e, FRREMNG —ETh. "%
Jin Shengtan’s commentary, which primarily comesnfrhis quotation of a friend’s speech,
explicates poetics of self-division inspired by #tery of Qianni’s wandering soul. The trope of
a girl's wandering soul first appears in Chen Xuanyg [ % #; (fl.780s) Tang taléVandering
Soul#zE5C. The tale has many adaptations, and the most farmoe is Zheng GuangzuH;
# (13"-early 14" century) Yuanzaju dramaEnchanted by Blue Lattice, Qianni's Soul Goes
Wanderingik ¥ 3 & % #iz#, in which Qianni pines for her departed lover seimthat while her
body is left on the sick bed her soul wanders davisit him. Since Qianni’s body and her soul
are played by the female leddH=. and the ghost-female leadE. respectively, the play allows
the dramatic juxtaposition of the two. The tropeh® wandering soul reoccurs in Tang Xianzu’s
%240 (1550-1616) southern dramBhe Peony Paviliot S} =, and Hong Sheng'gt 7 (1645-
1705) southern dram®&alace of Lasting Liféz4:J#; in the latter the encounter of the Consort
Yang with her wandering soul creates striking s@flects’® Jin Shengtan appropriates the trope

of wandering soul to interpret poetry, adding drameffect and psychological depth to poetry.

Most striking about the encounter of the body dme wandering soul is their mutual gaze; the

92 zhang Guoguandg ¢, ed.,Jin Shengtan piben Xixiangji: B2 €t A G i3 (Shanghai: Shanghai guji
chubanshe, 1986), pp. 101-2.
% palace of Lasting Lifeact 37.
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wandering soul allows the body to look at him/héhaut the aid of any reflective surface. Jin
Shengtan reads this dramatic moment of seeing @waissoul into poems by Du Riif (712-
770) and Wang Wet 4 (699 or 701-761). Du Fu’s couplet is from his potvioon Night” A

7.

Tonight the moon in Fuzhou,

She looks at it alone in the boudoir.

It is pitiable that my little kids far away

Cannot understand (their mother’s) longing for Giian.

Fragrant mist moistens her cloud-like hair,

In the clear light her jade arms are cold.

When would (we) lean against the curtain that adlée moonlight to pass through

And the moonlight would shine on both our faceargealry?

BN A, B R, &S R, KREER .

EHEER, R, (R0, IR

This poem was written when Du Fu was in Chamgiad his family was in Fuzhou. The poem
describes Du Fu’s imagination that his family waissimg him: the first couplet describes his
wife looking at the moon alone, and since the misoshared by everyone, her looking at the
moon implies missing him who is under the same riglihat the same time. The second couple
describes Du Fu imagines his children unable toetstdnd their mother’'s sadness; the third
couplet gives a close-up description of the pinmifg; the last couplet imagines the day when
the couple will be together. Jin Shengtan’s parthat while Du Fu describes his family missing
him the poem is actually about Du Fu missing himila The idea that Du Fu projects his
feeling onto his family in this poem is shared blyey late Ming early Qing critics. For instance,
Wang Sishuangt il % (1566-1648) interprets three layers of feelingsthis poem in his

Conjectures of Du Fu’'s PoetritfiE, a critical work on Du Fu’s poetry that was firgsharound

1646. Wang Sishuang’s interpretation shows an igffiwith Wang Fuzhi and Jin Shengtan in

% Qiu Zhao'aoffLJk %, Dushi xiangzhutt &% 3£7%, 4. 309.
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illustrating the intricacies of poetic feelings.\IMang Sishuang’s interpretation, the first layer of
feelings is Du Fu missing his family by writing alidhis wife missing him; the second layer is
Du Fu’s thinking of his children being too young maiss him; the third layer is Du Fu’'s
imagination of being with his family in the futurafter pointing out the subtlety of feelings in
the poem, Wang Sishuang applauds Du Fu as thepmsséssed with utmost feelindt ~ £,
apparently reflecting his own debt to the late Maudt of emotion. Jin Shengtan reads the same
thing into this poem, but his focus is on the peethcounter with his own soul; soul in this
context means subtle, inexplicable feelings. IrsJimerpretation Du Fu places (or displaces) his
own feelings for his family in the mental imageha$ wife missing him; therefore when Du Fu
externalizes his mental image in poetic phrasesnigeunters his own feeling, or in other words,

his soul. Jin Shengtan calls this moment of en@uioine pining for oneselfE & H.

Wang Wei's couplet is from his poem “ClimbirtgetSmall Terrace of Pei DiZ 3575 74 i/

= 95
=

In my everyday life, without leaving the house,

| look at the cloudy mountains that fill my eyes.

The setting sun goes down beside a bird,

Autumn plains, calm beyond people.

| know that far away at the border of the distamest

He cannot see my eaves.

The fine guest often comes with the sunlight,

Don’t lock the door and be prepared to respondgdihock.
EAHE, WMEEEZEL. EHEET, KEAIM.
BRIEMEE, AR . R ZIRH, BRI L.

This poem describes the reclusive poet climbingfhesd Pei Di's terrace and enjoying the
broad horizon made possible by the altitude. Thed ticouplet quoted in Jin Shengtan’s

commentary describes the poet gazing far into teamce and thinking that a person in the far

% Quan tang shi® ¥, 126.46.
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forest—if anyone is there—would not be able to teeeaves under which the poet himself is
standing. Jin Shengtan’s reading is that the ptatep (or displaces) his perspective into the
person in the far forest. Therefore the poet’s ¢fvuhat the person in the far forest cannot see
the terrace where the poet is standing is acttlafypoet’s imagination of being in the far forest
and not able to see himself. Jin Shengtan cakésftnim of encountering one’s soul “one gazing

at oneself’g® 4.

The poetry interpretations of Wang Fuzhi amd Shengtan are derived from the same late
Ming cultural legacy, centering on the intricat@ypbf feeling, visuality, and self-division. The
central concern of their interpretations is therespntation of poetic feeling. They both
emphasize that what seems to be perceived realitypoetry is actually mental image,
complicating the relationship between poetic scané poetic feeling. As mentioned above in
the discussion of Wang Fuzhi’s lyrics, shadow egogbost/soul and is thought to enclose it.
Wang Fuzhi’'s “shadow” and Jin Shengtan’s “wandesngl” echo each other, both referring to
invisible, elusive feeling, and they both use feglas a broad term that defines one’s nature,
subjectivity, consciousness, and existence. Thaarpretations are both highly visual, reflecting
the influence of theatrical performance. Wang FszFascination with shadow play and Jin
Shengtan’s interest in the dramatic trope of wandesoul indicate their explorations of the
fictional dimension of poetry and the concept off-devision. Chinese classical poetry is
intended to record real events and occasions, Hmit interpretations suggest that fiction is
necessary in poetry to achieve the more real, acig, subtle representation of feeling. Self-
division, tinged with narcissism in Jin’s intergagon, vividly manifests in the trope of the body

seeing soul; the theme of narcissism is not empldsn Wang Fuzhi’s critical term “catching
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shadow,” but the term exemplifies Wang Fuzhi's équgerest in examining the intangible

dimension of self.

Modern Chinese scholar Qian Zhongshf & (1910-1998) has a wonderful analysis of the
poetic technique discussed above, covering ricimeies in Chinese literary history frothe
Book of Songso Wang Guowei'sE B4 (1877-1927) lyric. The only critical source Qiaites
is Jin Shengtan’s commentary on Qianni’s wandesimgl, indicating that while poets have
unconsciously practiced this technique it was hebtized until the age of Jin Shengtan. Qian
suggests that the technique should be traced lmapkdms written as early as those from the
Book of Songswithout noticing that Wang Fuzhi pointed this @atrlier in his “Interpretations
of Poetry,” and that the way Qian reads poems ftbeBook of Songss the same as Wang
Fuzhi's reading of “Out of the Carriage.” Qian Zlggshu’s analysis of this poetic technique
nicely summarizes some of its characteristics trat discussed above. “(The poet) invents
fiction that is based on reality, and creates jpoetrlds by mixing imagination with memory.”
R A, DR R A ik, “(The poet) experiences self-division in orderhave
introspection and makes conjectures of the othesopés feelings by projecting his own feelings
onto the other; when the poet writes about thergbleeson’s mind, he thinks the other person
must miss him if he misses the other person; wherpbet describes scenes, he sees the other
person gazing at him if he gazes at the other pergp5 UL 54, # 2 LA 047 RIFRE A TS
FE IR, LB R IRAE TS R E 892 Qian also points out the affinity between this

poetic technique and mediated reflections of midtimirrors explicated in Buddhism. The

% Guanzhuibiari& #4w (Beijing: Zhonghua shuju, 1979), 1. 114.
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famous mirror installation made by monk Fazahgi (643-712), one of the founders of the

Huayan’&;™ School, is an example of mediated reflections oftigie mirrors.

He took ten mirrors and arranged them so that eoamed each of the eight compass-points,
with one above and one below, in such a way treyt #il faced one another, a little over ten
feet apart. He then placed the figure of a Buddhihecenter, and illuminated it with a torch
so that its images were reflected back and forttusThis students came to understand the
theory of passing from “sea and land” in the wardnfinity.
In this mirror installation the figure of a Buddhat the center signifies the source of
enlightenment that illuminates every object, justl@®e moon gives rise to an infinite number of
separate reflections on the wavelets of an expahseter. The mirror installation shows that
every object in the universe mirrors every othgecot The first mirror reflects the second mirror
and the second mirror further reflects what isee#d in the first mirror, and so on. The infinite
mirror reflection is analogous to the poetic teciu@ of a poet projecting his feelings onto the

person he misses or sé@she technique called “catching shadow” and “waimdpsoul” by

Wang Fuzhi and Jin Shengtan respectively.

Cognitive Theory of Buddhism

Both Wang Fuzhi’'s lyrics on shadows and higiaai term “capturing shadow” show the
influence of Buddhism. It is not a coincidence tWdang Fuzhi was devoted to studying
Buddhismas well asZzhuangziin his later years while referring to shadow répely in poems,
lyrics, and poetry commentary. His note on oneisfdeven poems on the shadow of bamboo

indicates that he wrote the treatise “Main Threafd®harma-characterffisZ4% % at the request

97 750:732 a28-b02 {4 2, vol. 5,78 {#. Translation is from Joseph Needhaujence and Civilization in China
4.1:92.

% Guanzhuibianp. 115.
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of Monk Xiankai %5 in 168F°, showing his knowledge of the Dharma-charagtéi school,
which develops from the Yog#m {17 Jk school of Buddhism, one of the two main branches
of Mahayana philosophy. The central tenet of the Yagéacschool is that the ignorance and
affliction experienced by human beings are duengdrroneous closure of consciousness, and
therefore the Yogaca school and the Dharma-character school arecalbed Consciousness-
only Mtz school. Wang Fuzhi's treaty explains (though naheut mistakes) seminal terms of
cognitive theory of the Dharma-character schook #rms particularly relevant to his lyrics and
poetry commentary under discussion are eight consnesses\:i, three bases of cognition

=, and three objects of consciousnesisi. Next | will first give brief standard explanat®iof
these terms, and then give Wang Fuzhi’'s detailgdaeations of three bases of cognition and

three objects of consciousness.

Eight consciousnesses include the first fiv@scmousnesses that correspond to the five
sensory perceptions. They operate based on théafivéties: sightiR 4R, hearingE-iR, tastelf i,
the olfactory faculty&: 4, and the tactile facultfif. The sixthmanoconsciousnesg:i is the
thinking region of conscious thought. It includese tgathering of sensory perceptions,
conducting value judgments, calculation, emotiamg @ntention. The seventimanas K&,
also connotatively called the “defiled mental caogsness,” is hypothesized to be the origin of
the sense of a self. It is characterized as beamgrrually examining and assessing, as opposed
to the previous six consciousnesses that are discous. It is considered to be the cause of all
illusion arising from assuming that there is a reahtinuous self. The eightilayavijfizna i #

HiE% is the most fundamental region of consciousnassstioning as the repository of all the

%“Nan Tianwo gives me the title of the shadow ofb®o and | rhyme with Xu Tianchi’s seven poems s
rhymes ‘fragrance’ and ‘incense® K & #1752 @ HI 45 R & MM #) L & . “Xiangzong luosuo” is included in
Chuanshan quanshwol. 13, pp. 525-610.
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impressions from one’s experiences. Three basesgiition are the valid cognition of direct
perceptiontii &, inference or reasoning#®, and mistaken perception or cognitidine. Three
objects of consciousness are objects as they dheimselve$t: i, which are correct objects of
cognition; image-only object&5 5%, objects arbitrarily manifested from a subjectiwew with

no relationship to any raw substance, and objdua$ derive from raw substance but are

mistakenly perceived; & 4.

Wang Fuzhi explains objects of consciousnesslgscts/worlds represented in consciousness”
W FTH 2 85 A, He thinks that the first five consciousnesses traos correct objects of
cognition, and that when the sixthano consciousness follows the first five consciousesss
without having differentiation and reflection itsal constructs correct objects of cognition. He
believes that only the sixtmano consciousness constructs image-only objects, wbarh be
classified into those that have raw substance (fm@namd those that do not have raw substance
(ilusion). He also classifies objects that derfirem raw substance, but are mistakenly perceived,
into two categories. The first category is cong&gddy the sixthmanoconsciousness, and the
second is constructed by the sevemidnas The Chinese idiom that one mistakes the reflactio
of a bow in a wine cup for the shadow of a sn#ke it is a good example of the first
category of objects. The second category of objedess to illusions arising from attachment to
the notion of an enduring, inherent self, whichdsted in the seventimanas.The three objects
of consciousness correspond to the three basesgoition respectively. Wang Fuzhi explains
that the valid cognition of direct perception hlaee features: present, ready-made, and real. The
valid cognition of direct perception is presentcdigse it has no relationship with memory; it is
ready-made, because it is so spontaneous thaed kot rely on reflection or calculation; it is

real because it displays objects as they are. @&hé gognition of direct perception is a mode of
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function for the first five consciousnesses anddhpect of the sixtmanoconsciousness that
arises in tandem with the five consciousnessesoltstructs correct objects of cognition.
Inference or reasoning is a mode of function fag #ixth mano consciousness, constructing
image-only objects. Mistaken perception or cognitis a mode of function for the seventh

manas constructing objects that derive from raw substaout are mistakenly perceived.

Wang Fuzhi’s detailed explications of eight tibusnesses, three objects of consciousness,
and three bases of cognition shed new light orctitieal term “catching shadow” and his lyrics
on shadow. As discussed above, we can use modenmtdogy to explain shadow as mental
picture, the externalization and objectificationifisible feelings. But if we take into account
the influence of Buddhism and use Wang Fuzhi’'s Bugtderminology, we can explain shadow
as objects represented in consciousrigssHriiz 5 5t. Objects represented in consciousness
are correct or illusory objects constructed by comssness. In this sense, Wang Fuzhi’s critical
term “catching shadow” indicates that poetry ddmsiobjects represented in consciousness
instead of objects in reality. Indeed he partidylapplauds poetry that is written from the valid
cognition of direct perception and represents eormbjects of cognitiort’® This belief in
writing objects of cognition naturally leads to tissolution of the boundary between reality and
imagination both in the reading and writing of pgetRereading Wang Fuzhi’s lyrics on
shadows against the backdrop of the cognitive thedrBuddhism reveals his practice of
constructing objects of consciousness in writingnk-the perspective of Buddhism, everything
in the world is not real, but a reflection of cowsrsness; shadows and skeleton/soul—another
equivalent of shadow—in Wang Fuzhi’'s lyrics are em§ of consciousness and literary

exemplifications of the cognitive theory of Buddhis

19 jiangzhai shihua2.5, p. 147.
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The fact that the cognitive theory of Buddhisma theoretical source of Wang Fuzhi's lyrics
indicates the psychological depth of his writinge tdimension that illuminates his choice of
shadow as a poetic theme. Rather than writing abatuiral objects, theatrical figures, the dead,
and himself directly, Wang Fuzhi writes about shvaslof nature, theatrical figures and himself,
as well as the skeleton/soul of the dead. Thougtingrabout shadow and skeleton/soul is not
unprecedented in Chinese literature, he writes tatlam as doubles, suggesting his exploration
of the concept of theatrical self-division and resmterpretation of the relationship between life
and theater. The doubles in his lyrics communiaaitia, confront, or interrogate their host
objects as well as evoke contemplations of thest habjects. The doubles complicate an
otherwise clear, straightforward value system ttelebrates romantic love, heroism, and the
triumph of justice. Wang Fuzhi’s writing on the cplex, ambiguous value system no doubt
reflects on the challenges of his time, when a @table political and moral structure collapsed.
By combining the metaphor of life as a play wzthuangziphilosophy, Wang Fuzhi addresses
his anxiety about the collapse of moral structunehis lyrics on shadows, theatrical culture
offers vocabularies and literary frameworks, wheiauangziphilosophy and Buddhism, two
theoretical sources that resonate with theatrnicaéspectively (bottzhuangziphilosophy and
Buddhism resonate with metaphors of life as a pEyangzirelativism coincides with the
playful dissolution of moral judgment; the Buddhistaching of infinite mirror reflections
coincides with theatrical self-division), allow hitm experiment with the concept of self-division

and to explore fundamental issues of fate andviiBet a time of political and moral collapse.

Coda

In the second chapter Bfreaming by the BogkElaine Scarry discusses the ways writers

achieve the perceptual mimesis of the solidity @nbal arts. One way is to use “one in-itself-
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weightless image to calibrate and confirm the wedhess of a second in-itself-weightless
image...by the tactile brush of one image acrosstintace of the other:™ Elaine Scarry cites
Proust’s description of the bright images from agimdantern playing across the walls of his
childhood room at Combray iRemembrance of Things Pabtardy’s description of kissing a
shaded image on a wall ress of the d’Urbervillesamong others, to prove the above rule that
overlaying the wall’'s opaqueness with impalpabideiscence contributes to creating the solidity
of the wall. She writes that some physical objestgh as shadow, mist, gauze, and fog “have
features that more closely approximate the phenotogy of imaginary objects than do others,”
192and argues that when the mental images of thasetstwith the properties of transparency
and thinness are brushed against the mental imaigeense and solid objects, writers can
accomplish realistic texture of their fictional was. Wang Fuzhi’'s lyrics on shadows and his
critical term “catching shadow” offer different ewplifications for the analysis of mental
pictures than the works of Proust, Hardy and oth@opean writers. If shadows contribute to
accomplishing the realistic texture of fiction imetworks of writers quoted in Elaine Scarry’'s
book, Wang Fuzhi’s descriptions of his shadow anwhall, shadows of natural objects moving
across space, and shadows of figures in theaprag&brmances do not aim to construct a realistic
world; rather, they aim to add a fictional dimemsito Chinese literary genres where fiction is

not supposed to exist.

Wang Fuzhi’s lyrics on shadows and his criticalmefcatching shadows” indicate the
theatrical turn in early Qing lyricism. Late Mindhatoric of theatrical culture offers the
vocabulary and theme for his lyrics, wheredBuangzi philosophy and Buddhism, two

theoretical sources that resonate with theatricadispectively, allow him to experiment with the

191 Elaine ScarryPreaming by the BoofPrinceton: Princeton University Press, 20012%.
102 i
Ibid. p. 22.
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concept of self-division and to explore the issoéselfhood, free will, life, and death. The
theatrical turn is at the same time a turn of irdmass, characterized by Wang Fuzhi's
exploration of lyrical interiority and expansion pbetic consciousness. In his lyrics, rather than
writing about theatrical figures and himself ditgcthe writes about their shadows as
psychological doubles. The doubles complicate aeretise clear, straightforward value system
that celebrates romantic love and heroism. In hietip commentary, the multilayered
representation of consciousness, the disintegratiothe continuity of exterior events, and
shifting poetic viewpoints define a turn from régalto representation and interiority. For a
scholar who retired from the world of political dsaand moral collapse to his study, this turn of
inwardness seems to be an inevitable choice, batst gives new possibilities to literary

creation and criticism.
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Chapter Four

History as Puppet Theater: Ballad Narratives oridys

By the mid-seventeenth century, Chinese litdratl experimented with the topic of the ups
and downs of Chinese history in almost all genf@se of the shared goals of this historical
writing was to provide future generations with moessons by recording past events. The
political turmoil of the Ming-Qing transition intsified politically marginalized Chinese
literati’s interest in transmitting moral lessomsadugh historical writing. This paper discusses
ballad narratives on Chinese history written byye@ing writers, focusing on Jia Fuxi's (1590-
1674) & %75 Drum-Ballad on History through the Ag@&sft gz and Gui Zhuang'$wit
(1613-1673)sanqulyric Remnant Sound of Playing the ZBisitk#%. The paper has three
sections. In the first section, | introduce Yange®hE (1488-1559) and hiBallad-Narrative
on History through the Age& 1t &GS (also titledThe Prosimetrical Narrative of Twenty-
one Historiesll— 5 5857), because Yang Shen can be considered to be egasbr of Jia Fuxi
and Gui Zhuang in his eccentricity, his theatrigedws of history, and the format of ballad
narrative on history. In the second section, I fansalyze Jia Fuxi's celebration of the pursuit of
profit and power in his biography and poetry and thays in which his mindset subverts
Confucian ideology. Second, | discuss his drumallain Chinese history. He views historical
actors as puppets driven by selfish motives, argaéi stage upon which life is enacted as a
virtual theater. His performative view of histonydahis use of ribald humor challenge Confucian
historiographical principles. Third, | explore tbentradiction between his professed ideological
standpoint and his morally based criticism of mgt@s well as his use of the rhetoric of theater
to resolve the contradiction. Like many early Q@iginese literati, Jia was inevitably confronted

by the tension between the intellectual sources ¢bastituted an intrinsic part of his value
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system and the political circumstances of the e&iyg that called his value system into
guestion. In the third section, | first discussatggions of Gui Zhuang's eccentric personality by
his contemporaries and his emulation of Gao Jigp#i g, the zhu player who plays an
important role in the account of the assassin Biagn Shiji. Then | analyze Gui Zhuang's view
that historical actors are puppets and historiaaspappet players. He writes historysanqu
lyric because the popular genre allows him to bdramatist-historian and gives him the
expressive freedom that is suppressed in poetrhetariography. Finally, | analyze the ways in
which the formal features shnqulyric allow him to lambaste the Qing regime and 8outhern

Ming court.

My analyses of Yang Shen, Jia Fuxi and Gui Zhuagal the relationship between their
eccentric personalities and their choice of usiagytar/low genres to write Chinese history, as
well as the ways whereby the rhetorical possibsitgenerated by popular genres allow them to
rewrite the conventions of historiography. Writinigtory in popular/low genres was a gesture of
resistance for the literati who were removed frdma political center or lived under repressive
regimes. Writing history in popular/low genres altowed them to explore the idea of the
commensurability between life and theater and nesbithem to express historical views,
describe historical events, and judge historicébracin ways impossible in historiography and

poetry.
Yang Shen’s Ballad Narrative on History

Yang Shen is now famous for his encyclopedic kndgieand said to be the most prodigious

writer of the Ming dynasty.Many anecdotes describe his eccentric behavioh@nengagement

! Zhang Tingyu: 2 %, Mingshi B 52 (Beijing: Zhonghua shuju, 1974), vol. 192, p. 5083
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in popular genres after his banishment to Yunah, one of the remotest areas of China at that
time. The anecdotes of Yang Shen’s eccentric pati$pnvere popular since the late Ming, and

late Ming literati emphasized his political aspivas behind the mask of eccentricity.

Yang Shen’s banishment was a result of his invol@nin the Great Rites Controversy that
lasted from 1521 to 1524, led by his father then@r8ecretary Yang Tingh& L1 (1459-1529)
and other cabinet officials on the one side andriwly enthroned Jiajing Emper@gi# (r.
1522-1566) and his favorites on the other. Thercoetsy centered on the posthumous honorary
title of the Jiajing Emperor’'s father. The JiajiBgnperor succeeded his cousin the Zhengde
Emperor (r. 1506-1521), who did not leave any nti@igcendant. Yang Tinghe and other cabinet
officials left from the Zhengde Emperor’s reign @ed that according to ritual precedents, the
Jiajing Emperor inherited the throne as a sidediraand hence should take the Zhengde
Emperor's lineage, regarding the latter's fathdre tEmperor Hongzhi (r. 1488-1505), as
posthumous father. Refusing to compromise, thendidgmperor attempted to honor his own
father posthumously as emperor. The Jiajing empgradually got the upper hand with the
support of newly appointed officials. In 1524 Y&Blgen collaborated with a group of officials to
impeach those who supported the emperor’'s ideahengtound of their violation of rites.
Overruled by the emperor, they banged the gatehef imperial palace to insist upon
remonstrance. Several leaders of the event wereisamed, but Yang Shen kept on leading
others to bang the gate and weep in lamentatios. skhuggle between the emperor and the
young generation of officials on the one side dmsl dld generation of cabinet officials on the
other ended with the success of the former. Yamgié was forced to retire. Yang Shen barely
survived the humiliating punishment of flagellatiam the court, and then was banished to

Yunnan, where he stayed until his deating Shen offended the emperor to such a degree tha
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even after his banishment the emperor checked ranfigiquently, and only felt relieved when

hearing that he was aged andill.

The above experience in the court partly explaiasgd’ Shen’s unorthodox life in Yunnan,
which is elaborated in many historical, literarpdapictorial accounts. In the official history of
the Ming dynasty, it is said that he let himselfaya indulged in winéti# 15752 In a friend’s
letter, he is said to “ignore good manners, abardorself to self-indulgence, delight in erotic
songs, and pay much attention to beautiful womBmg 14 i, ORI, M 7S h, Bis-F3E
a4 A famous anecdote of Yang Shen recorded by a thfighter official-scholar Wang
Shenzhent i & (1526-1590) almost made Yang Shen a fashion iedhé late Ming. “Once
he (Yang Shen) was drunk, he powdered his facenaamtk two knot-like buns decorated with
flowers. His students carried him in a sedan, Wdd by singing girls who held wine cups in
hands. They paraded the city without any sha#é®, #F¥; #, /F& ¥ 24678, MAERZ, 8k
Pefe, AT, T A %YE.° Yang Shen's image as an unrestrained, eccenigattavith the
feminine hairstyle inspired many late-Ming work$ie8 Zizhengit 51 (1591-1641) wrote the
northern dramaz@ju) Buns with Flowergg 1%, featuring Yang Shen as the protagohighen

HongshouB# 4z (1598-1652) not only paintesheng’an(Yang Shen)WVearing Flowers in the

2 Minglun dadian B ffi &k 8, vol. 16, cited in Wang Wencal. % 4", Yang Shen xuepif; [H2::% (Shanghai:
Shanghai guji, 1988). pp. 56-6Mtingshi vol. 191, p. 5068-70, vol. 192, p. 5082-3. Tharse of the anecdote of
the Jiajing Emperor’s secret surveillance on YamerSis Zhu Ru'sk#i “Preface to Yang Sheng'an’s Poetry
Collection” 1t fE 55 4244, seeYang Shen xuepp.113.

% Mingshi vol. 192, p. 5083.

* Liu Gonghui's®|/A#4& letter to Yang Shen, cited in Jian Shaofarf§ié7 Yang Wenxian sheng’an xiansheng
nianputy S i S AR AR

® Wang ShizhenYiyuan zhiyargi3ii/& =, vol. 6, in Ding Fubao] #&{#, ed.,Lidai shihua xubiarf {5 &% 48 4

(Beijing: Zhonghua shuju, 1983) p. 1053.
® Shen Tait 7%, ed.,Sheng Ming zaju chuji% B4 BI#14, vol. 14.
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Hair T+ /&2 1£E, but also used the iconic image of Yang Shen torap Tao Qiarfi# (ca.369-
427), the most renowned recluse-poetTao Yuanming Wearing Flowelg:)i{iH# ¢ [E, where
Tao Yuanming, with flowers in his hair, is accomigahby beautiful women who hold flowers
in hands, and the album-leaf painting®ries of Tao Yuanminigii#H#Z &, in which Tao
Yuanming, still a head of flowers, is carried byotwen in a sedan chair. These artistic works
not only showed the late-Ming iconoclastic litesatidentification with Yang Shen, but also
suggested that Yang Shen’s eccentric image wastasethterpret one of the most idolized poet
in Chinese history and hence to subtly reinterpeatition. The image of the eccentric literatus
who abandoned himself to passion was superimpoget dao Yuanming, who had been
celebrated as a cultural hero for his rationaldgcandence of the fear of death and his righteous
refusal to be involved in unjust politics, amongeatthings. The overlapping of the two images
characterized the changes of the late-Ming cultwafld. The late Ming literati read more
meanings into Yang Shen’s eccentric gestures teHrnslulgence. Wang Shizhen wrote that
Yang Shen behaved eccentrically “because he wailter wear out his aspiration than let it
slide into desolation™ O A7, HkEEE 2 H.” Qi Biaojia 1%t (1602-1645) commented
that Yang Shen “was able to have swaggering abaimdsalitude ... and let us see his tears in

song and laughter. A B2 AESE 9. A B o LBz 8

Ballad-Narrative on History through the Agesbodies Yang Shen’s aspirations that could

only be expressed in song and laughter. It is 8@t he was good at playing thga, a four-

" Ibid., p. 1054.
8 Qi Biaojia’s comment oBuns with Flowerd%{£ %2, in Yuanshantang jupifi (L & B, p. 2.
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stringed plucked instrumeftis interest in music was repressed while he wasfficial in the

court, but was rekindled after the banishment. mytis stay in Yunnan, Yang Shen found
refuge in music. He relieved his frustration byctaag local people to sing drum ballads. “Heart
broken, he lodged in the remote frontier, /teaclhofd) women in the south to sing the drum

ballad in his leisure time. "5t 5% %5 38 b, B #atiens s 10

The format oBallad-Narrative on History through Agésinventive. It has ten parts. The first
part is an introduction, and the rest, comprisimgerparts, covers Chinese history from pre-
historical antiquity to the Yuan Dynasty (1206-18@Bach part begins with a preface composed
of a lyric and a seven-syllable poem, and ends antlepilogue composed of a couplet or a poem
that summarizes the part, a lyric, and a couplt tbfers readers to the next part. In the middle
section of each part, vernacular prose that narrdte history of each dynasty is interspersed
among three-syllable and four-syllable verse tisés the genealogy of the rulers of each dynasty
and comments on everyone’s success and failurefofimat of weaving prose with verse is new,
but the content of the middle section is similaotficial history in recording historical facts and
passing on moral lessons. The preface and epilobeach part express Yang Shen’s thoughts of
the meaning of history, the task of historians, trepurpose of writing history. My analysis of

Ballad-Narrative on History through the Agesll focus on these issues.

Yang Shen’s notion of the purpose of writing higtts more conventional than his notions of

the meaning of history and the task of historidddl. my discussions are in accord with the

® Chen Jirufi#1% (1558-1639), “Preface to Mr. Yang Sheng'affBe Prosimetrical Narrative of Twenty-one
Histories” cited in Wang Wencai, Wan GuangzhiJtif eds.,Yang Sheng'an congshig /& # & (Chengdu,
Tiandi, 2002), vol. 4, p. 572.

Yyang Shen xuepp. 352.
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Duke of zZhou's rite§". /All my judgments follow the writings of Confuaiuthe sage. /(My
narrative) suppresses the evil, respects the wsiupraises the loyal and the filial, and rewards
worthies.” Gk & A, I RS FLE S0, BT A i, #I5 R 24EE AL All these
statements are not very different from those irci@f history. However, Yang Shen’s notions of
the meaning of history and the task of historiaftect the intellectual world of his time, when
theater and performance became metaphors forTlife.idea that human life is a theater is the
thread uniting all the parts &allad-Narrative on History through the Agdsor example, after
the account of the ups and downs of the three ahdgnasties, Xia, Shang, and Zhou, Yang
Shen summarizes, “They occupied the stage to figiaain like puppets in a theater. In a flash,
everything disappeared, becoming icicles on fir&3T i, 5HES, EMRIRAE; EEERH, ¥, K
Fyk.t Human activities make a lively play, but its vitallasts only temporarily, in the same
way that fire gives way to cold desolation wheextinguishes. This idea of human life ending
up being empty is not new in Chinese literature.mdre conventional metaphor for the
emptiness of human life is dream, and indeed tleerh&taphors are juxtaposed in Yang Shen’s
narrative. “Fame and wealth are left in laughted amall talks. When one turns back, life is
nothing but a dream of the springi % & 8%, [FIH —5%E 2. “No matter who is strong
and who is weak, everything ends up being emptyhgitas happened) becomes a play in the
theater of puppets.” s 3 55 44 B2, (% # o #5%. " The multiple meanings of the theater

make it a more complex metaphor for life than ttleeo common analogy, life as a dream. All

M This refers to the Duke of Zhou of the Western hwho helped King Wu found the Western Zhou and
established thRites of Zhou# 4.

12 section one, “Introduction#;f, Ballad-Narrative on History through the Ages Yang Sheng’an congshwol.
4, p. 576.

13 Section two, “On the Three Dynastig&'=1t, p. 586.
14 1
Ibid.
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the actions and events of human life are performetthe theater, and like all the actions and
deeds that can never outlast the moment of thalizegion, a play is finite with a beginning and
an end (though it could be repeated again and agéhus the realization of all the human
actions and events only predicts their ruin, if enember Zhuangzi's dialectics that “their
completeness is their impairmentt s, #1.> However, a play is not simply finite in the
same sense as a dream of the spring, which leavigaae and will only be remembered with the
help of words, because the play is written in woadsl thus immortalized. This meaning is
expressed clearly in the above quote “No matter islstrong and who is weak, everything ends
up being empty. (What has happened) becomes aimplthe theater of puppets.” The fights
between the strong and the weak amount indeedtoryemporary performance, but even when
these fights leave no traces, they are rememberdukeitheater. Insofar as theater can be both
human action and fabrication, i.e. the written wbtit is the metaphor for both temporary
human life and ever-lasting history, and human d¢eiare actors in the sense that they both act
and perform characters in a dramatic productiore dification of human action and history in
the theatrical metaphor actually dissolves one maod distinction between action and
fabrication. While fabrication has a definite begimg and a predictable end, the actions of men
leave a chain of happenings whose outcome theyraable to controt’ The general statement
that life is empty, as we see in Yang Shen’s bafladative and many Chinese literary texts,
attributes a pessimistic predictability to the wegctable outcome of human action. The feeling

of fatalistic emptiness in turn contributes to atensified interest in the value of fabrication.eOn

15 «Djscussion on Making All Things Equafs ¥, Zhuangzi jiship. 70, Burton Watson’s translation.

% Here | use fabrication to refer to the written dioiollowing Hannah Arendt’s discussion of spokeorgvand all
the actions and deeds vs. fabrication in Greekopbphy. See Hannah Arendt, “The Concept of Histoiry,
Between Past and Futu(®enguin Books, 2006), p. 44.

"“The Concept of History,” p. 59-60.
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implicit question that frequently features in Clagditerary texts is: What is left after empty Jife
and the answer is often the written word, as israéfd by the texts themselves. According to the
ancient Greek concept of history, history savesrian deeds from the futility that comes from
oblivion,” and the task of the poet and historig@rar consists in “translating action and speech

into ... fabrication which eventually becomes thetteri word.™*®

The Chinese analogy of this
concept of history can be found in Sima Qian’s “Atter to Ren’an™k{f-% &, “It is because
they (the ancients) have feelings all the deepemenintense and turned inward for being
unexpressed; that is why they tell of what happendtie past, thinking of those in the ages to
come. ... They withdrew from the world and wrote tent their pent-up frustrations and
discontent, hoping to leave their writings as dingsny to their ideas and aspirationgt’A & =
B4, NMBBILE, dodk®, BARE. . BMRER, LT, R elg /.0 Likewise,
Yang Shen thinks that history, i.e. written acceumsiaves human life from emptiness because
written words are permanent. “Who was able, who wazable, and who was incapable, the
reasons of their actions can be seen in a few bhesstorical accountsifi & +EfEREATS, 8177

st REE; “When the splendor (of the Sui and Tang dynagiggone, no trace can be found.
Their inflated reputation is left on paper sheetsus to read™: 3 —2: EHLEE, 15 E L4 F;

“In order to know the sequence of events, | havakdéd up remnant accounts and broken
bamboo strip®” 1B, 4RI “| have looked up remnant accounts and broken

bamboo strips, carefully examining the rise antidathese dynastiesfs &5 i I 7 i, 41 HE

T2; “I have looked up remnant accounts and brokenhbwmanstrips, examining and comparing the

18“The Concept of History,” pp. 41, 44.
9 Quan Han wen4:# ¢, 26. 5-7, translation from Wai-yee LEnchantment and Disenchantme@rinceton:

Princeton University Press, 1993), p. 166.
20 Ancient Chinese books were written on bamboo stiisoken bamboo strips mean fragments of book.
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past, present, and futureld @5 & W 8, 2 R4 3t 4.%" “Remnant accounts and broken
bamboo sheets” are textual counterparts of brokeantains and remnant waters, which remain
as the permanent backdrop of futile, temporaryvdigs of men. “Broken mountains and
remnant waters remain the same year after yearthbse who aspired to be kings cannot be

seen. ¥ LK AEAETE, AN LI F 53N

Written words rise to the immortality of the evetiag natural universe, and from the view of
Yang Shen, the unrestrained, banished literatus whe interested in music and popular
storytelling, written words are often interchandealith oral transmission or even replaced by
the latter. Oral transmission partakes of the intality of nature and written words, but it adds
playfulness and ridicule to serious dynastic histdihus oral transmission emphasizes the idea
that history is nothing but a theater from a déf&rperspective, since one intrinsic nature of the
theater is entertainment. “Dragons and tigers figith each other, efforts in vain. They simply
end up being a bout of talk and laughte# 5 j& F1i2 )55, 13 —15#% 5. “Thousands of years
are ridiculed in a bout of talk and laughter. Hownm people know its meaningP4=5i—15#%

4 #%MH N\ &2 22 If a historian is the author of remnant accoums broken bamboo sheets, a
bout of talk and laugh comes from the fisherman #redwoodcutter. The fisherman and the
woodcutter often feature as two archetypes of wiss in Chinese philosophical and literary

works, partly because fishing and woodcutting dre tmarkers of a simple life, and the

fisherman and the woodcutter are independent atigadl power. They are interlocutors of

L section four, “On Three Kingdoms and Two Jin Dyiess i — 4> P 1%, Yang Sheng’an congshwol. 4, p. 597;
section seven “On the Sui and Tang Dynastigis & X, p. 620; section eight, “On the History of the &iv
Dynasties™Ji 1118 52, p.630; section nine, “On Song, Liao, Jin, and’ %45, p. 640; section nine, p. 641.

22 3ection three, “On the Qin and Ha'Z i, p. 589.
% Section three, p. 594; section six, “On Five BagraKingdoms’ Disturbance of Chinaft 7. #EL %, p. 611.
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philosophy in Shao Yong'8/#E (1011-1077) treatisQuestions and Answers between the Fisher
and the Woodsmaifitfi%f. They are wise witnesses of history in lyrics @amgs from the
Yuan Dynasty (1206-1368), for example, “Right aneng of the last thousands of years are in
the overnight chitchat of the fisherman and the dootter” it & k0, — 4 k%24 In the
preface to the sixteenth-century musical piece,é€pons and Answers between the Fisherman
and the Woodcutter#fi%:, the fisherman and the woodcutter are storytetiéithe rise and
fall of dynasties. “The enterprise of the Han Dygas gone in vain with the flowing water. Half
of the beautiful mountains and rivers are undergétting sunlight. The rise and fall from the
past to the present is like the flipping of a hamgt, blue mountains and green waters stay still.
Of thousands of years, gain or loss, right or wrosighply turns into the small talk of the
fisherman and the woodcutter 5 7 3 3 K, BRE L[ 475, &4 B & I 5, T 1 &K

FI [ 482, F-#/5 2k ek, # k2 saie—:Em ©.2° In Yang Shen’s ballad-narrative the fisherman
and the woodcutter are also storytellers, who atiigally marginalized but possess insights to
historical developments. “The white haired fishenmmand the woodcutter are too lazy to do
anything; they are nonchalant, leisurely talkinguatithe past and the present, and discussing the
rise and fall of the dynastiesiZzytaE F i, Ak, HaRS Hamf. “Traces (of history) are
kept by half a sheet of old paper. The speechdahefisherman and the woodcutter tell the
history of thousands of years:¥-5& #4% FHLEF, Tt fkerE35 3. 2° All these thoughts of the rise

and fall of dynasties, the meanings of historicadaaunts and oral transmission, and the role of

4 Bai Pu#, to the tune “Blessed East Plaif# 7 Jii.
% Xiao Luan 1% (1487-1561)Xingzhuang tai yin buyi xu pdif K &5 #iE 445 (Beijing: Zhonghuo shudian,

2006), vol. 4, p. 51, reprint of Ming Jiajing jiwgi559) edition.
% Section eight, p. 629.
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the fisherman and the woodcutter are best repredent the most famous lyric from Yang

Shen’s ballad-narrative on history.

To the tune “Riverside ImmortalfiT il

Wave on wave the Yangzi River eastward rolls aw@pne are all heroes with its spray on

spray. /Success or failure, right or wrong, alhtout vain; /Only green mountains still remain

/To see the setting sun’s departing ray.

The white-haired fishers and woodsmen on the nskes, /are accustomed to the autumn

moon and vernal breeze. /They make good companyaopet of wine. /So many events, past

and present, /all melt into laughter and small.tlk

TR RILHHK, IREE ST, 2AE T . FIKEE, BEAVBAL. ML

b, EEKARR., ~EEEEME. HOLOH, BAERD, 28
Yang Shen was not a fisherman or a woodcutter, dsuta banished official he obviously
identified with politically marginalized criticsKe the fisherman and the woodcutter. In other
words, the fisherman and the woodcutter are YarepStdramatic roles. His ballad-narrative is
exactly the talk and laugh of the fisherman andwlm®dcutter, and in this sense it is also a
theater of puppets, with Yang Shen being the pupister. As is pointed out by an early
seventeenth century critic, “in short ballads amalyl songs, (Yang Shen) portrays the historical

actors from the past to the present as puppétsk & ak, T .2°
Gentleman of Drum Clapper

Yang Shen’8Ballad-Narrative on History through the Agestablishes the tradition of viewing
history as the puppet theater and the storytebhinthe fisherman and the woodcutter in ballad-
narratives on history. Jia Fuxi renews the tradiiio the context of political turmoil in that he

dismisses Confucian teachings, which Yang Shemeldo follow in his ballad-narrative, and

27Yu Yuanchong's translation, with revisions.

2 Section three, p.588. The lyric is widely knowrtlese the critic Mao Zonggargss [ (1632-after 1709) puts it
at the beginning of Luo Guanzhong®& ' (1330-1400) noveRomance of Three Kingdomsiz i 3.

% 30ng Fengxiang'skJE\f# preface, written in 1623 tdhe Ballad-Narrative of an Epitome of Histpiyuoted in
Yang Sheng’an congshwol. 4, p. 657.
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instead tries to deconstruct Confucian historiogyam terms of his cynical view of human

nature and the driving force of history.

What we now know about Jia Fuxi is largely basedTme Biography of the Gentleman of
Wood Clapper" A& J i 2 written by the famous dramatist Kong Shangrefysi{f (1648-
1718), whose father was Jia’s friend. Accordinghi biography, Jia Fuxi was born to a scholar-
official family in Shandong, but did not pass theamination in the Confucian Classiéi$&
until his forties. He then became a county madistia1639. Before Li Zicheng'$: H ik (1606-
1645) rebellion precipitated Ming collapse in 1644 resigned his official post in the capital and
returned home. Around 1651 he filled in the presiquosition in the newly established Qing
government as the result of a county commandangscion.*® Only after a few months did he

figure out a way to retire by persuading his supew impeach him on account of negligerte.

“The Biography of the Gentleman of Wood Clapperésimot offer a chronology of Jia Fuxi’'s
life. Rather, it selects anecdotes, events, andeguim portray Jia Fuxi’s eccentric personality
and its social, intellectual backdrop. In the baggry, Jia is said to be different from Confucian
scholars and live his life in the way of Laozi attbangzi. “His way of dealing with the world is
similar to that of Laozi and Zhuangzi. He marrisgyved in the government, and managed
means of livelihood. As for marriage, he was deteet to get a beautiful wife; as for official
post, he was determined to rise to high rank; asrfeans of living, he had good lands and a
large residence, and fat cattle, steeds, vegetdblgs, chickens, and pigs he owned were all of

rare kinds."HABE AL, TRISINE, TRR AL, I0A S0 EE, BALERIE, LA 0 R T g, ILAFEREG, iR

% The year can be inferred from Jia Fuxi’'s poem &Einig the Gate of the Capital Again in the YeaKafmao” ¢
YRIENARFY. Jia Fuxi mupici jiaozhUH 578 A JZ 527 (Jinan: Qilu shushe, 1982), p. 223.
31 Jia Fuxi mupici jiaozhupp. 161-2.
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RE K2 B, H4E% FE.%2 Kong Shangren cites Jia's striking speech to siisvunabashed
celebration of profit and power, a standpoint tmaist be offensive to a Confucian observer. “I
love profit, and | can make profit. | don't stedipse who steal are thieves. | love power, and |
use it directly. |1 don't pretend to be modest amh’'tltake advantage of connections with
influential people. Those who pretend to be modestthe same as prostitutes. Those who take
advantage of connections with influential people thve same as dogsZ i1 4, fEHEZ; A&

B, G, Bt TR, By, ARAMEE, RO B AN, Bt LA, KH.% Here Jia
Fuxi's belief in the pursuit of profit and powersglays his characteristic cynicism when it
comes to human nature. This belief can be saidetdhe foundation of Jia’s value system,
dominating the way he presents himself to the warld constituting the basic logic of his view
of Chinese history as represented in his drum d&l{&will discuss his view of history in detalil
later). Confucian scholars of high moral ground {dowt hesitate to dispute a world centered on
profit and power. By contrast, what is wrong, Jigugs, is not the pursuit of profit and power,
but the dependence on connections to purse thenthendtypocritical denial of them while
pursuing them. Jia’s cynicism is directed towarch$elf as well as the world. He confesses to
taking part in a world driven by self-interest, athdough honest acknowledgement of his own
weakness he seems to win dignity and legitimacyitfait is this honest acknowledgement of
human weakness that makes Kong Shangren catedymzas a follower of Taoists. Underlying
this acknowledgement is the Taoist ideal of autilcépt ever since the late Ming being authentic
to one’s nature had in some sense meant accepginopdesirable or offensive part. Jia Fuxi's
inheritance of late-Ming style authenticity runseden his social engagement, as can be seen

from the next anecdote in his biography. Jia Fundeoentertained young Kong Shangren with

% bid., p. 161.

* Ibid., p. 161.
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delicacies and frankly told the latter his purpo$eloing so, “The reason why | don’'t begrudge
fish and meat and feed you with them is becauseareusmart and different from ordinary
children. I'm old and one day may need you. I'matieg you cordially not because | care that
you are my old friend’s son M f ARG E, RIS RN, B2 R, 80F R, ARSI T

1. Jia Fuxi then pointed at a person at the corner was clearing dirt, saying, “He is also my
old friend’s son. He has the nature of a servamd,lssimply treat him as a servantl7r# A -+

t, A, BEM 2 5.2 In this anecdote Jia Fuxi expresses his appreniatf Kong
Shangren’s talents, but more importantly he empleasihis wise investment on talents.
Underlying Jia’s exposure of his own selfish motiw@ proud declaration of authenticity, which
is in turn associated with an exhibition of “I hamgy own way.” The above declaration is
followed by another speech that further highlights Fuxi’'s passionate embrace of eccentricity,
presenting a self-proclaimed authentic person’gfplalefiance of social expectation. He said to
Kong Shangren, “The green bamboos behind the dgav@om of your house are lovely. Is the
red-billed parrot hung on the bamboos all right@niged for it in my dreams. Your father often
invited me to your house, but | never long for t{ids hospitality).” ik & & 5, 477/ &, Fr

AT MEBRGE TS BRI Y, TR AEF TR, FAME.® Chinese Confucian society is founded on
five ethical relationships, between ruler and niarisfather and son, husband and wife, elder and
younger brother, and friends. There are rulesrdwilate each ethical relationship. Around these
relationships develop connections and manipulatmihsonnections that Jia Fuxi has already
repudiated. Here his repudiation of the ethicaldsoaf friendship and his elevation of a parrot
over a hospitable friend characterize his attittalall five Confucian ethical relationships. Jia’s

speeches suggest an alternative way of developdcgalsrelationships, an unconventional

% Ibid., p. 162.
* Ibid., p. 162.
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society founded on self-interest and personal testteer than Confucian regulations of human
behavior. Personal taste could be the pursuit thieeiprofit or the objects of desire; it could
originate either from the most sophisticated calttah such as the prediction of the potential
benefit of human kindness or from the most innoceneven childlike, preference such as the
longing for a parrot. On the surface the sophigtdeacalculation of the adult world and the
innocent preference of a child seem contradictaiih one driven by self-interest and the other
coming from nature, but actually they are unitederrthe ideal of authenticity. Being honest to
one’s nature and authentically presenting it mdanbsten to and satisfy personal taste and
desire. Except from the above quotes, Kong Shangtes other vivid vignettes of Jia Fuxi’s
defiance of social custom for the sake of satigfypersonal taste: he took advantage of an
official trip to punish the county commander whocencoerced him to serve in the Qing
government; after the second withdrawal from offidom he still wore official attire,
condescending to see his country folks; he reftsgady revenue unless the revenue official was
willing to humbly bow to him. Jia Fuxi proclaimsetpursuit of profit and power, but these
vignettes portray a person who is most distant featf-interest driven conduct. However, the

two seemingly incongruous sides coexist underdbaliof authenticity.

The coalition of the incongruous sides in Jia Faxiersonality not only reflects the ideal of
authenticity, but also points to the interweavirigwo late Ming intellectual and social trends.
First, what is detectable in Jia Fuxi's speecheab@havior is the echo of Li Zhi$# (1527-
1602) celebration of the childlike mind-and-heatie symbol of natural innocence and
spontaneity, which descends from Wang Yangming'; ] (1472-1529) teaching that the
manifestation of the inherent virtue comes throtlgh direct, uninhibited expression of “innate

knowing” K %1. Kong Shangren’s view that Jia Fuxi’s writing cahibe categorized as either
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serious or humorous echoes similar judgments vdigertonoclastic late Ming literati, such as
Li Zhi, Xu Wei 478 (1521-1593), and Yuan Hongda®7:i& (1568-1610¥° This is further
evidence of his ties to the tide of individualistimught in the late Ming that reached its height
with Li Zhi. Second, Jia Fuxi’'s unabashed embrdgerofit and power resonates with the boom
of commerce and the rising social status of mershsimce the sixteenth century. The fact that
large numbers of educated men who were unable tdbetted official post through national
examination in the sixteenth century had to makeirg by selling knowledge as a commercial
good or give up scholar/official career to beconerehants contributed to the changing status of
commerce in the Confucian society. Merchants, astatwith the stigma of greedy pursuit of
profit, had long been regarded as the lowest imlitttmal Confucian categorization of
professions, but as merchants became a new sootal &nd knowledge went hand in hand with
commerce, the hierarchical distinction between atketmen and merchants became less &frict.
Early in the twelfth century, Lu Yol:i#F (1125-1210) regarded commerce as “the occupafion o
mean fellows of the marketplac&?H/ A\ 2 %, warning his children that “the merchant’'s way
of making profit is what our family should be ashetnof” i i L% R, &K 2 frixib.>® By
contrast, in 1525 Wang Yangming stated in the ppitaf a merchant that “thehi (Confucian
scholar), peasant, craftsman, and merchant hateratht occupations but they share the same

principle” U [ % 21143 in the epitaph of a merchant, Li Mengya#giils (1473-1529)

36 [

Ibid., p. 162.
3" See Yu Ying-shih'si 7l discussion of the change of the relationship betwieshi +: and the merchant in
the 16" and 17" centuries in “Social Changes of the Ming and Qind Transformations of Culturd}]i# 5 1% i 1
#E & Bk 5% and “Interactions of Intellectuals and Merchamtd @ransformations of Confucianism* i H.

FhBLFE L A, Yu Ying-shih wenjik 92[R5 SC4E, vol. 3, pp. 155-61, 162-212.

% Lu You, “Remnant Teachings of the Grand Historiak’s A #%3l, quoted in Ye Sheng'$&s% (1420-1474)
Diary of the East of the Watek # H 7L (Beijing: Zhonghua shuju, 1980), vol. 15, p. 1531.

%9 “Mr. Fang Lin’s (Jie’an) Epitaph®fi g J7 /A %%, in Yangming quanshi B 4 &, vol. 25.
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guoted the merchant’'s own words that “merchants @odfucian scholars have different skills
but they share the same mind-and-heaitg -+ 477 [F-0.*° Since the sixteenth century many
educated men had become merchants and incorpdrasagess ethics into their value system,
and vice versa. The traditional Confucian stateméat “the mind of the superior man is
conversant with righteousness; the mind of the mman is conversant with gain® 71,

/N N T-F* underwent great transformations in this periodfoBe this period the Confucian
discussions of righteousness vs. gain expressemi¢aethat righteousness was characteristic of
Confucian scholars and gain was characteristicathants, whereas since the sixteenth century
the discussions had tended to break this dichotétrghteousness was no longer a privilege of
educated Confucian scholars, nor was gain a marfkpetty merchants any more. “(Confucian
students) hide their intention of pursuing politipepomotion so as to fish for fame. In this sense,
when they recite the classics, gain is in it. Iy amatter contrary to the righteousness which they
prescribed, or contrary to their principles, he ldlaweither have given nor taken a singly stfaw.

In this sense, when businessmen make profit, igist@ess is in it.”5& T T4, # Lk 4, £
2B, FIAER A, EEgh, i t, —ARDEA, — AR, REHEEE, #HELhR®
Here, the scholar-official Han Bang#i % (1479-1556) quoted Mencius’ praise of the ancient
righteous minister Yiyirf## to describe the commercial principle of equal exxje. His view

is that Confucian scholars could study for the satklame and profit whereas merchants could

“0Li Mengyang, “Epitaph of late Wang Wenxian of fiing” B £ C #5568, in Kongtongiji 23 [F4E, vol. 46,
p. 4,Sikuedition.

“1 Analects 4. 16, James Legge’s translation.

*2This is a quote oMengzi9.7, Jiao Xun:{i (1703-1760), edMengzi zhengyil9. 7, p. 653, James Legge’s
translation, p. 362.

3 Han Bangqif# 37 (1479-1556), “Epitaph of Imperial Academy Gradulste Zhao of Xihe” B/ 75 i 4 1
=3, in YuanluojiZtii&4E, vol. 7, p. 4Sikuedition.
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abide by Confucian principles in their judiciouggagement in mercantile activities. In the early
Qing context, Confucian scholars engaging in bussirgained political connotations that did not
exist in the sixteenth-century discourse of commerthe remnant subject Chen QFigif
(1604-1677) wrote “On Making Business as ScholBasic Task™#:# LLiG 4 24 in 1656,
prioritizing business over study, as he believeat flmancial independence is the prerequisite of
study. “The way of learning is nothing specialisihothing but that the owner of a state protects
the state, the owner of a family maintains familggerty, and thehi keeps his righteousness ...
To serve parents and raise children is one’s respiity that one should not demand others to
take. Therefore the basic task of 8teis indeed to thriftily make business. ... Making imess

is even more urgent than learning2 [z i, #7582, A B B, AREFHE, L5,
wRme...... MRS, AT E MM, R mGEERERENEE . M6 A e Tl
Reading this speech against the early Qing comxthelp us understand Chen Que’s emphasis
on the characteshou (to protect). He lists three meanings of this abtr in compounds, to
protect the state, to maintain family property, &améeep integrity. The semantic connections of
these compounds imply their moral connections. AfGaan scholar who can keep integrity
and devote himself to protecting his state at tlement of crisis must be the one who can
maintain family property, because first all threategprises require the same skill and
commitment to perpetuating precious things, beovteseignty, property, or character. Further,
financial independence, the ability of making bessm and managing property, provides him
with the means to be loyal to the state and to kegntegrity. It may not be too far-fetched to
speculate that Chen Que’s statement describe®thed sircumstances of his time, when making

business became an alternative way of living fom€$e scholars who kept loyalty to the Ming

*4 Chen Que ji#fE4E, vol. 5, (Beijing: Zhonghua shuju, 1979).
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by refusing to serve in the Qing governmé&hwitnessing the humiliated life of Chinese
scholars in the early Qing, the other remnant sl Zhuang elevated the merchant over
Confucian scholar, persuading his friend and tterfa descendants to be merchants, since “in
today’s world Confucian scholars are too degrad&ds > t, 1- Fth £ % *® Huang Zongxi
%% (1610-1695), who engaged in prolonged resistagaiat the Manchus in his early years,
wrote a chapter on “Financeélfit in his systematic critique of Chinese imperialtitasions,
Waiting for the Dawn: A Plan for the Prind# 3i£5:/5%, which was finished around 1663. In
this chapter, he wrote that “handicraft (industry)what sage kings desire to develop and
commerce finds ways to satisfy their wishes. Haradi@and commerce are both foundations (of
a state).” J< T8 % £ 2 Bk, B E LR EH, &% 4. This represents leading early
Qing scholars’ politically positive views of comnsef*® Jia Fuxi's skill of managing property
and his celebration of making profit can be unaedtagainst the early Qing social context as
well as the rise of commerce since the sixteenthucg. If there is any difference between his
view of making profit and the discourse of commedsgemost of the aforementioned thinkers, it
is that Jia Fuxi does not justify commerce by dttiag Confucian ethical values to it as the latter
argued, rather he holds such profound suspicionstahese values that he regards Confucian
scholars as hypocrites unless they confess to behéike other social classes. His total denial

of Confucian ethical values can be explained in ways. The first is his inheritance of the

%5 Zhao Yuan#i[# has pointed out this, séing Qing zhiji shidafu yanjiul}]i5 2 %+ Kk FHF 5% (Beijing: Beijing
daxue chubanshe, 1999), pp. 342-5.

*e«Account of the Passing on Ink Stone StudigfiZs+C, in Gui Zhuang jif##E4E (Shanghai: Shanghai guii,
1984), vol. 6, p. 360.

4" Waiting for the Dawn: A Plan for the Princp.46.

8 As for the Confucian debates of righteousnesgais, and the status of commerce in the Ming anty@bciety,
see Yu Ying-shih’s discussion in “Religious Ethafd_ate Imperial China and Merchant Spirif? B/t t 5% 2 i B
HLRg AFE#, in Yu Ying-shih wenjivol. 3, pp. 234-357, especially pp. 291-5.
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heretical and iconoclastic thoughts of Li Zhi anthev late Ming thinkers who believed that
Confucian ethical values suppress natural innocembe second is his disappointment with
many Confucian scholars’ betrayal of loyalty durthg Ming-Qing transition. There is no extant
account of Jia Fuxi's active participation in aktanchu endeavor, but from his poetry we can
infer his allegiance. We know that he was forcedgedove in the Qing government for a short
while. The experience is recorded in his poem “En¢ethe Gate of the Capital Again in the
Year of Xinmao (1651)™¢ 548 AL, in which he hints at inexpressible sorrow. “In wigd
year | come here again, / the capital is still $hene as it was in the past. /... Both my official
career and thoughts on my mind / are indistinct @amihited.” #4218 2 0, 672 8 503, ... *
e OH, FIEAEE.* His lament for the Ming Dynasty can also be foimdhis other poems
and his drum ballads, which | will discuss in detater. No matter what Jia Fuxi’s political
standpoint was, his head for business allowed hinbe independent from politics, and his
gesture of embracing the profitable career indgatéree spirit owing to late Ming individualist
thoughts and the rise of commerce since the sitteeentury. It is these intellectual, social
trends that create literati like Jia Fuxi, who doeshesitate to talk about profit while celebrgtin
natural innocence. In this sense, Kong Shangrengréphy of Jia Fuxi captures his soul and

further epitomizes a particular mindset charadierf some early Qing literati.

The other aspect of Jia Fuxi highlighted in thegbéphy is his passion for the drum ballad.
The Chinese cliché that “one’s writing is the sagseone’s personality” is fully realized in Jia
Fuxi's case, as his drum ballad, like his perstyadiubverts the Confucian tradition. Merchants
had been main consumers of popular literature sthee sixteenth century, and their rise

inevitably contributed to its popularity. Conconmtawith the dissolution of the distinction

%9 Jia Fuxi mupici jiaozhup. 223.
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between pursuing knowledge and pursuing profit thasdissolution of the boundary between
high genre and low genre. Late Ming literati shdfteterest from high genres such as poetry and
essay to popular genres such as novel, drama,rastnetrical literature, and it is in these latter
genres that they created the most innovative,ential works. Jia Fuxi inherits this literary trend
He elevates the drum clapper as a “tool of irongt Bwvective” &4 %k~ H° to unleash his
anger in a playful way. The irony and invectivelaf's drum ballad suggest a subversive gesture
toward the Confucian tradition. Kong Shangren wgitdVhen he (Jia Fuxi) discussed loyalty
with officials and filial piety with sons, he citaghofficial histories/stories to prove his points,
not deigning to quote the classics and officiatdries. For emperors, scholars, and ministers in
the classics and official histories, he made conimédifferent from those by Confucian scholars.
Those who heard his comments were so struck tleat thgarded him as a freak, but they
couldn’t refute his comments JLERE 5 i, Bl7 52, & DIMLERE, A8 5148 5. 48 s b2y ERiiAH,

P EEES, BE AR, S, LAY, SRR H— 5 LT 2 .2t Jia Fuxi's contempt for the
authority of the official histories and Confucialagsics leads to his retellings of them in drum
ballads, which aim to “overturn the tablg¥Z,>? subverting standard Confucian interpretations
of the classics and official histories. Jia Fuxadant drum ballads consist of two topics, Chinese
dynastic history and thAnalects The main theme of these drum ballads is thatptirsuit of
profit and power is intrinsic to human nature armlst is the driving force of history.
Undoubtedly, this theme is in tandem with the dodrdellectual trends that shape Jia Fuxi's
value system and determine his response to thedwaAdcording to Kong Shangren, the basic

point Jia wants to impart by retelling tA@alectsis that “all the sages and worthies talked about

* “Bjography of the Gentleman of Wood Clapper,ZJia Fuxi mupici jiaozhup. 161.
*L |bid., p 161.

%2 |bid., p. 162.
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nothing but profit; they acted for nothing but pewiose who talked about profit and acted for
power but pretended to be otherwise were small-edndareful people of the villageg4- 42 &

sz ARR, BATARSS, AT SR O S, 48/, °° and Jia Fuxi’s irony and invective exactly
target these “small-minde, careful people of tHages.”In the Analects Confucius says, “Your
small-minded, careful people of the villages ar ttiieves of virtue )&, £ I .>* Mencius
explains “small-minded, careful people of the \gka” as those who “flatter their generatidi”
At . They are “the thieves of virtue” because “they @miswith an impure age. Their
principles have the semblance of right-heartedaadsruth. Their conduct has the semblance of
disinterestedness and purity. All men are pleasiéld tvem, and they think themselves right, so

N

that it is impossible to proceed with them to thiegples of Yao and Shun. ..[Fl-Fiifa, &F
Vit R AUEAE, T2 BENE, BN, HUAR, AR B A2 3E...> In the Confucian
classics hypocrisy and social ingratiation are twarkers of “good, careful people of the
villages”. Jia Fuxi situates “good careful peopfdle village” in the social context of his time,
when Confucian ethics was under the threat of comiseboom and when few Confucian
scholars could live up to Confucian ethics, thugng a twist to the meaning of “good carful
people of the villages”. Here “Good careful peoplghe villages” are what Jia Fuxi repudiates
as those “who pretend to be modest” and “who takeaatage of connections with influential
people.” In his vocabulary, social ingratiation embodied in their identification with this

commercial trend and their hypocrisy in conceathmgr greed.

History and Human Nature in Jia Fuxi’s Poetry

3 |bid., p. 162.

> Analects17. 13. Good, careful people of the villages réfethose who whose actions are no less evil thaers
but who can please everyone with their actions.

*Mengzj 14.37. James Legge'’s translation, pp. 500-01.
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Besides “The Biography of the Gentleman of WoodpP&,” Jia Fuxi's poetry collection
Poetic Draft of Danpu# [fl 7 %%, which includes 158 poems, can also help us gétgpse of his
personality and his view of history. In quatrainsdaregulated verses, Jia Fuxi creates the
timeless image of the recluse like many Chinesssatal poets, but what make him different
from his predecessors are his long songs, in whiglsarcasm of human nature and history is in

accord with Kong Shangren’s description of him ia hiography. The following song “Quiet

Observation###1 is an example in this case.

Only after | quietly observe drought and floodastye wind and hailstongf & %% J8 2 5,

do | believe that royal Heaven has great knowleligs & <4 K% .

If Heaven is like an old woman who holds a bafiyg & 52 52,

everything will rot and the world not exis# 4 J& fi# it K 3 .

When people expect (to have rain), the NetStarbright. 22 [, 2 i 5 & B,

When people are afraid of cold weather, mole ctickeake a sound? [ £ FEHE i 15,

Heaven follows the people’s wishes to let weatleewhlrm or cool#$ ¥4 2408 IR,

Along thousands of miles of mountains and rivelidha waters are clani BLYT 1L —7/KF.

Human beings tend to be proud rather than modes§if A3 ,

who is willing to withdraw and let others advanGé®s 4 BE i — 45 ?

Human beings tend to be lazy rather than hardwgrkhali & i A~ =8,

who is willing to stoop to labor ¥ i {8 5% & 5 ?

When one owns the throne he is able to establistemacy over othersh & 7Ef2 I #

and drives the world with the lure of wealth andifion. 4= #SF| 456 K,

When ministers are wealthy enough they are equhlmlers 48 £ BE & 4552,

Then the distinction between ministers and ruleraninihilated, and their powers are not balanééd.
Fr i B S AH R

Therefore 1 (this old man) am good at raising awidring my voice in storytellingit LA=& K TE 4,
like the mother god of lightening and the god afudjht descending from the heavénls} 7 #& 1 <
551

=

The god of rain orders to make pallets with theewaf lizards ;£ AL 85 7K,
The wind of Shi Yot’ leads the god of ocean to meet the god of FaITE A5 4H K 5458 .

* The Net star (mansion) is one of the Twenty-eigiainsions of the Chinese constellations. It corredpcto
Taurus. It is said to be in charge of war and riliere it refers to the god of rain.

*"In a legend, a certain merchant Mr. You marriédiss. Shi and then travels far away to make busingsi
grieves and dies from missing her husband. Sheewish become the wind after her death to prevemerot
merchants from leaving their wives. Therefore thiednof Shi You becomes the name of strong wind. [Egend is
found inJianghu jiwen7Li#i4C [, quoted in Yi Shizhen’dfHHE Langhuanji ¥ #&5C (Beijing:Zhonghua shuju,
1991),juan zhongp. 128
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Before sheep and pigs are born, wolves are already FEAE 2K CAEMR,

The chicks of birds are afraid of vulturé® & & /55K,

Foxes live in city walls, and mice live in templefthe god of the eartt? 3 18 4= It 4E &,

Wine cups and food in plates lead to aXe & i i AE 741K .

Longfend®and Bigafi*had no intact bodie§Ei%. LT 5EH,

King Jie, King Zhou, King You, and King $3had no good reputatioff: 4T 1 & 2 4,

Unknown and unexpected, hard to gra$yi Al #EfL 5,

in this the Yin air and the Yang air interact anérgthing is bornitt /5 & i 46 4

Haven't you seen that Xi's son was unworthy andg<8hun’s son foolishf A~ 7,5 5L 14 5% 5B,
that there were flood in Yao's reign and droughTang’s reign, and commoners were stangdk
5 RGE

that Shensheng was filial but died in a burningot: 2 H 4 Jh 8% 5,

that the shadow of the red candle swayed and deelsanch prosperet# 5 44T 5 4% .

Haven't you seen that Yue Fei (1103-1142) was #gtkdled by twelve urgent orders® A H -+ —
SR RS ST

Though evil Qin Hui (1091-1155) was good at integuifi /& Z= ik S i,

it is pitiable that the honest soul of Wumu (Yué'$-posthumous honorary title) has been grieved for
a thousand yearg; nJ 15 R 2 0 2L T #IR ,

that only in gossips are right and wrong judged #178 & & k.

There is no definite evidence of the cause andexprence of the worthy and the e& 4T [X] 5 i i
%,

ginging to my staff | walk stealthily, (listeningd the sound under the moonlighttt {17 H T & .

%8 Mice in temples of the god of the earth refer tsam people who have strong connections, in paatiatiworthy
officials around rulers. See Yan Ying® % (6" century B.C.) remonstrance to Duke Jigigof Qi 7% (held the title
547-489 B.C.)Yanzi chungiuz 7&K, “Asking” [#_L, item no. 9.

* This may suggest the story that Liu Ba#igjl; planned to have Xiang Y@ murdered after a dinner at
Hongmen Shiji, vol. 7.

® Guan Longfeng# #£ % was an ancient worthy minister of the Xia killeg King Jie 4t after he made
remonstrance to the latter.

®1 Bigan was the uncle of King Zhdg of the Shang, killed by the latter for remonstenc

62 Jie (18" century B.C.) was a king of the XH; Zhou (11" century B.C.) was a king of the Shafig You (8"
century B.C.) and Li (dcentury B.C.) were kings of the western ZH&u

% Shensheng (7 century B.C.) was the son of Duke Xid#iZ of Jin & in the Spring and Autumn period.
Shensheng was estranged from Duke Xian by his sty@n and later committed suicideiji f&5C, “tangong
shang”f# 5 I, in Liji zhengyif85C IF 3%, vol. 6, 182-4.

®In some historical accounts and miscellaneousingstit is said that before the founding emperothef Song
Dynasty, Zhao Kuangyii#i[£ )& (927-976), died, he had a conversation with histhar, Zhao Guangyi )t

(939-997), and that he was seen having incomprélerections under the shadow of the candlelighplying that
he was murdered by Zhao Guangyi, who then usuipethrone. The side-branch refers to Zhang Guaanggyihis
descendants. See Wenying#, Xiangshan yelu xulufl L7 $%45 8%, Li TaoZ=#%, Xu Zizhitongjian changbiaf#

&G IE - R4W, vol. 17, pp. 195-7Siku quanshedition.
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The central question of this song is what is resjie for injustice and misfortune in the world,
but Jia Fuxi is unable (perhaps no one is ablg)ue a definite answer to this intriguing question.
The song begins with his observation of astronohpbanomena and then moves to that of the
human world. He believes that “Heaven has greawwleuige,” making a contrast between
Heaven, which cares for human needs, and the hwodd, where men are lazy and arrogant,
and rulers drive all with the lure of wealth andspion. At this moment the answer seems to be
clear. The origin of injustice and misfortune ist mo Heaven, which cruelly makes righteous,
talented people suffer, a theme developed in eanl@ks® but in the weaknesses of human
nature, which include laziness, arrogance, anddgréeen he uses a series of animal images to
describe what we now call the law of the junglee&hand pigs are prey for wolves; fledglings
are afraid of predatory vultures; mice live in tdagpto profit from sacrifices in the same way
officials around rulers benefit from the lattergdvwer. The theme of human greed features in
these animal images, resonating with the aforemeeati attribution of injustice and misfortune
to human nature, but the law of the jungle itsdifalenges this simple attribution. The
underlying, unanswerable question here is why Heabe compassionate possessor of the great
knowledge, allows the coexistence of the strong #rel weak and hence the violence of
predation. Next he offers more historical examptesall Heaven into question. Longfeng and
Bigan, the ancient worthy ministers, are victimgysfints; the sage king Shun’s son is foolish;
during the reigns of the sage kings Yao and Tamngleesuffer from flood and drought, etc. Here,

skepticism regarding Heaven as the origin of jestiod blessing is carried into belief. Jia Fuxi

®Jia Fuxi mupici jiaozhup. 208-9.

% For examples, the “Biograph of Bo Yi and Shu @i #7541 in Shiji and Han Yu'si# @ (768-824) poem
“Testing Zhang JiHE4E.
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casts his doubt upon Heaven, or in other wordsn#teral creator, “Unknown and unexpected,
hard to grasp, in this the Yin air and the Yangratieract and everything is born.” He is left with
the conclusion that the cause of injustice and artishe is nowhere to be found. Though the
cause of human fate is beyond the grasp of humaud,ndia Fuxi tells readers that writing,
especially unofficial historical writing that hellsa‘gossips”, can judge what is right and what is
wrong. In an imaginative and highly idiosyncratezson in the middle of this song, he says that
his “skill of raising and lowering my voice¥ {4, which refers to his historical writing and
storytelling, has the same effect as the godsgbiténing and rain sending rain to the human
world. In this sense, a writer has the same funcée Heaven at the beginning of the song,
which listens to and satisfies human needs. Thersedith the surface of criticizing human nature
and questioning Heaven lays Jia Fuxi’s magnificatid the power of writing, which recreates

justice for the human world.

Heaven is far from the ultimate arbiter of jast and human beings are left to themselves to
decide their fate in the violent, greedy world. $&ehoughts in “Quiet Observation” express Jia
Fuxi’'s general view of Chinese history, which camdummarized as “(rulers) drive the world
with the lure of wealth and positiort & 7|48k . We will see this theme in his drum ballad
on history in detail later. Here | want to quoteotpoems by Jia Fuxi to show his view of late

Ming history.

“Two Poems on King Lu’s Palak®in the Desolate Cityis & B is — 1

" This is Zhu Yihai's/k LA (1618-1662) palace in Yanzhaid/l, Shandong province. After his brother, Zhu
Yipai's 4 PLJR (?-1642) death due to the invasion of the MancHils) Yihai was titled King Lu& £ by
Chongzhen Emperor in 1644 right before the falihef Ming Dynasty. Zhu Yihai then served in the $eub Ming
court and continued anti-Manchu movement in Taiwatil his death. His anti-Manchu actions can bentbin

Shanghai shudian, 1994).
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Golden tiles were burned in one fire, merging widtlow clouds. /Dragon-like men of high
principles are lodged in leaves, always like tumigleds. /The door of the old temple is
slightly open, and the sound of the bell is quietpssing far in the high sky where the
shadow of wild geese fades. /In the rabbit FHitxes sleep on soft grasses. /In the phoenix
pond® vultures cry on parasol trees. /To the king's dieih: please don’t shed sad tears.
/When flowers fall and the snow melts, the creafdhe nature will be seen.

SIEE— KM, MR REAATE. HB L SPEETE, EE SRR T

FAERARAN 5, RIS S FEAT . S PR, R SEHE R T,

The moon is cold and mist dissipates on the oldsvedILu. /I can’t bear to think of the traces
of past events one by one. /The bank of the jaded’B@rows old, and (the dream of)
immortality is gone. /Waves of the small océaare dry, enclosed in eternal nidft.
/Wronged ghosts wail and yell, grieving the jadetesdew of autumr?®/Snails that have
experienced the chaos of war invaded the domagplfen dragon$?/If (they) had known
that they would be buried in a handful of dastf the east hill? /they would not have planted
pines and cypresses to make these clumps of grief.

HVA NS B, AL HAAIER . FhEZREL, DIPRKAE .

TRMGEE R, WAL, RaiftaildE, AERmEsEeE. 7

As a native of Shandong, Jia Fuxi writes these pems to lament the ruins of the palace of
King Lu in his homeland. The vicissitudes of tharclof King Lu during the Ming-Qing
transition is recorded in the epitaph on the torumes of the last King Lu, Zhu Yihak UL

(1618-1662), which was excavated at Jinrdelfi/, Taiwan, in 1959. According to the epitaph,

% The rabbit park, also called Liangyu#tizl, belonged to King Liangxia&:2 T (184 B.C.-144 B.C.) of the Han
Dynasty. In poetry it is used to refer to impepatks.

% Phoenix pond refers to the pond in the palace.

" The jade pond is where the Queen Mother livesgehds. Here it refers to the pond in the palace.
" The small ocean is a metaphor for prince. Hereférs to King Lu.

2 Eternal night is a metaphor for the dark undergdowhere it is believed people live after death.

3 This is an allusion to the line “Jade-white dewarscand harms forests of maple tre@sZ 4 {5 5 #k from Du
Fu's #L 8 (712-770)Autumn Stirringsfk L.

" Here golden dragons may refer to architecturabdions of King Lu’s palace.
S A handful of dust refers to the tomb.

® The eastern hill is in Shandong provinceMangzj 13. 24, Confucius ascended the eastern hill Landppeared
to him smallfL+ 5 5 1L i /N 8.

7 Jia Fuxi mupici jiaozhup. 241.
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when the Qing army invaded Yanzhaijll in 1642, where the palace of King Lu was stationed,
Zhu Yihai's brother Zhu Yipaik LLJE (?-1642), who was King Lu theficommitted suicide
along with his eldest son, two brothers, and affawale family members, including Zhu Yihai's
first wife; Zhu Yihai inherited the title of King W in 1644 right before the fall of the Ming
capital to Li Zicheng's® H % (1606-1645) rebel army; he then joined the Hongguamperor
Zhu Yousong's’H#t (1607-1646) Southern Ming court, holding out agaiQing forces in
Zhejing province, and in this process lost sevefdlis sons to battles; in 1651, he withdrew to
Jinmen and collaborated with the Ming loyalist Zhe@henggongif k2 (1624-1662) to
continue anti-Manchu movement until his death fitness in 166Z° These two poems, which
describe King Lu’'s palace after the Manchu invasitom a striking contrast with “Quiet
Observation.” While the latter is filled with Jiau¥’s ridicule of human nature, these two poems,
which belong to the subgenre of “contemplating plast,” express his lyrical mourning over
historical ruins, as required by the conventionpogtry “contemplating the past.” When the
quest for justice is left in abeyance, lyricism egrs. Rather than asking the cause of the loss or
passing on moral judgments, these two poems fooubeimages of death. The former palace
becomes a dehumanized world, occupied by ominousads and ghosts. The small ocean, the
metaphor for prince, is said to be dry, enclosetha eternal night of the underground world.
The juxtaposition of cynical criticism of Chinesistory and lyrical lament for late Ming history

in Jia Fuxi’s poetry can also be seen in his drattald on history.

Jia Fuxi’'sDrum-Ballad on History through the Ages

8 Zhu Yipai was the ten generation of the line ofig{Lu. Mingshi, vol. 101, pp. 1112-3.
9 “Epitaph of King Lu the Directoratelf [ F 4% &, in National Museum of Historfgd 37 J 2 [ 4)6#, Taibei.
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Jia Fuxi's Drum-Ballad on History through the Agé®{t s i% &5 is the first Chinese
performance text for the drum balldlilts format obviously imitates Yang Shen’s ballad-
narrative. It consists of the opening remarks, gef main story that narrates Chinese history
from legendary antiquity to the Ming Dynasty (136@44) and epilogue that narrates the history
of the Hongguang Emperor's Southern Ming court @6845)%' Each part is composed of
prose and verse. In the first three parts, theeveestion follows two-line basic melody with the
variations from seven-syllable lines to seventegdiaisle lines. In the epilogue, the verse section

consists of songs to a variety of tunes in additimheterometric lines found in other parts.

Like Yang Shen, Jia Fuxi regards human beings ppeis. If puppets in Yang Shen’s ballad-
narrative are controlled by unpredictable fate,Rliai believes they are controlled by profit and
fame, as is said in Wang Yangmingts% ¥ (1472-1529) poem, “Wherever we meet there is a
stage, /why bother to have puppets entering theahalight? /A glimpse of glamour, the urgent
sound of the third watch of night, /people are gailby long threads of fame and profig’&

Y BRSBTS . IR =S R, &R % A 42 E.%% Jia Fuxi expresses this notion in
one pithy sentence in the prefaceDstim-Ballad on History through AgeS/Nealth and official

rank are things that most stubbornly ensnare mewvat the world.” & £ I 4, & fg a5 57 8

8 Zhao Lingzhif#i 41 of the late eleventh century adapted Yuan Zheof (770-831)Tale of Yingyingd & 1%

to the drum lyrics# 77, in which the prose narrative is interspersed wihgs. But Jia Fuxi’s text has no direct
formal relationship with drum lyrics. Zhu Sheng8ri# & %5 Prosimetrical Narrative of King Qin of the Greatfig
KJFEZ LR is also a performance text for the drum ballad,Jo Fuxi's text is the first one formally entifl@as
the drum ballad.

8 In some editions, the preface is put at the ertietext. Therefore some scholars argue that tia body of the
text is lost. | follow the view of the two editoos Jia Fuxi's drum ballads that the order of thetiems in these
editions is wrong and the text itself is compl&s.for different editions of the text, s@@ Fuxi mupici jiaozhupp.
19-22,

82«watching a Puppet Play, Rhyming with a Comparfaece” 7 { i 7k .

8 «preface”5| 1, Jia Fuxi mupici jiaozhup. 12.
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Projecting the view that the world is driven by thersuit of fame and profit to Chinese
dynastic history, Jia Fuxi regards it as nothing &wseries of the powerful, treacherous side’s
brutal subjugation of the weak, virtuous side. “Tgwaverful, brutal people always succeed and
the weak ones always stand to los&’e 58 %2 1115 F, #5511z )& ,; how many treacherous
officials are let off lightly in the world of noisand excitement, and how many filial sons and
loyal ministers are buried in the underworld 2 24 55 sH A & 1 2/ BRI, 0w A TH 5
REntg 7 %0 %7 B “Look, they refused to stop struggling for famedaprofit. /Every
one of them was somehow bewitched. /... Some of twene vegetarians and performed many
charities, but ended up losing their houses in fidg®me of them were treacherous and evil, but
ended up passing the civil service examination @sidg to high ranks. /Some of them were
honest, but were beaten and chastised. /Some of Were villains, but snatched cattle and
mules of others. /We are never allowed to reasdh powerful lords. /Whoever has bigger fists
is the big brother.” % i 4 BAIA IR, — 88 Gz RAEH 1 HE..... AR EFF T EER
K. BREEEET 7 mfl AREZ ' BN ASETE, A 80 IR ERE L B, AR

K FR T A A S, fEL ok 5 2008 K P A2 B 2720

Jia Fuxi’'s narrative of Chinese history is decamndive in that not only does it not follow
Confucian teachings like Yang Shen’s ballad-nareati even challenges Confucian ethics and
ridicules the notion of justice. First, he decousts the Confucian construction of glorious
prehistory, denouncing it as “farfetched and rithas” [ff € 3¢ JE. The founding figures of
Chinese civilization in his narrative are the @itirs of evil. “How many things as evil as murder

and arson have they done; how many schemes hayeniade; how many people of later

8 Ibid., p. 13.
8 “Main Story” 1E#, Jia Fuxi mupici jiaozhup. 84-5.
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generations have they led astray?7 Z /D& NBUKIRERE &4, B 7 2/000, #H5m 1720
YN

Look, at the beginning they were already so crbat they ate raw meat and drank blood.
/SuirensHi” added sauce and salt to the raw meat and faejiaq also means torture) it. /
YouchaosH? refused to sleep in mountains, /so elms and wiltoves suffered and were
made into rafters. /Paoxiffilooked strange with a man’s head and a snake'y.bbte
coaxed people to make fish nets and then nothing lefh in the river. /It is said from
antiquity that “family property declined when a henows in the morning (when a woman is
in charge),” /but how come Fuxi's sistepresided in the imperial court? / Niilwashi smelted
stones to mend the sky in vain. /Now when we rhesd we don’t see the mended sky. /Old
Shennong' raised his ox head to taste all herbs, /inventisgases for hale and healthy
children. /When Huangdi conquered Chiyou's insucgeh /the peaceful world was once
again disturbed by disputes. /Spears, knives, amg lvere made. /The veterans of war never
fought with bare hands. They disliked unsightly doats, /creating apparel and hat for rites in
addition to pedantic culture. /They carried crowmede of mulberry wood on the head, /never
fearing that the pellets (pearls) hanging from arswvould hit their eye sockets. /What is
more ridiculous is that they devoted particularedar pedantic etiquette, /sticking up their ass
to bow and scrape.

RE IR LI B A0 R, RN IREERE SO FAART, G SIS E LR L BLE, A
WUEEL T B B NGRS SR, (86 E A MESATE 7E. [8hIE: e R A
R . ATEBRFR AL TSR [ mIRIRAR R T & T T, (B HRIEA IR ET R !
IZMRoBE P EHE A5, AU SEAEHERZ T RERE. (2 7 EICEL, FEEEN R
OGE T Fus AELE TSI S, NEREFTLMAHEIA R 2 1R BB A
G, 19RO R O] EAGE, IRRWRIEEREE T B, AR e AT TR
TS R A, AR R IR AR %°

8 “Main Story” 1E 18, Jia Fuxi mupici jiaozhup. 24.
87 Suirenshi is an ancient king in Chinese legend istsaid to discover how to drill wood to make fir
8 Youchaoshi is said to teach people to live inrtests on trees.

8 paoxishi, also named Fuxi, is one of the ancestiomsen in Chinese legend. He is said to teach lpdighing and
raising livestock.

“'The notion can be found iBhangshui&. Fuxi’s sister is Nilwa. In Chinese legend, Fuxil &iiwa are the
father and mother of humankind. Niiwa is said to enalen with mud and smelt five-colored stones todrtee sky.
She succeeded Fuxi to be the emperor. These staelse found itHuainanzj chapter 6.

L |n Chinese legend, Shennong is said to make heredicine.

% Huangdi is one of the three legendary sovereigmsthe Warring States period and Han Dynasty, he wa
portrayed as a cosmic ruler of the centralized €3enstate. Chiyou was the leader of southern tribles battle
between Huangdi and Chiyou can be found in Sima’'@#Bhiji.

9 “Main body”, Jia Fuxi mupici jiaozhpp. 24-5.
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Jia Fuxi’s ridicule of Confucian rites shows affinwith the equalization of civilization with
degeneration ithaozi andZhuangzj but unlike the Confucian and Taoist thinkers vidhealize
the pre-Confucian world, Jia regards it as theioraj violence and cruelty. In Jia’s narrative,
Huangdi is not an idealized cultural hero as in &i@ian’s ] &i& (145 or 135 B.C.-86 B.C.)
Shiji s25C, where “he looked like a god when he was borrcdwed speak when he was an infant;
his mind was sharp when he was a child; he wagerand smart when he was a young man; he
was intelligent when he was a grown mabifi# %, §5ifas =, S, R, i,

but a creator of weapon and war together with fiilsopponent Chiyou. Not only does the war
between Huangdi and Chyou initiate violence in tinbenan world, but civilization itself also
leads to men’s violent invasion of nature. Jia Fudicules that Suirenshi’s discovery of fire
contributes to men’s abuse of animals; Youchaoshvention of homebuilding and Paoxishi’'s
invention of fishing lead to environmental disasterhus the beginning of Chinese civilization

becomes the initiation of evil.

Jia Fuxi’'s view of the legend of abdication in amti China is also different from Confucian
scholars, who idealize it as the best politicalteays In Shiji, Yao is said to realize his son
Danzhu’sF}2k lack of political talents and decide to hand ovex throne to capable Shun. “If
Yao handed over the throne to Shun, the peopledvoehefit whereas Danzhu would suffer; if
he handed over the throne to Danzhu, the peoplédwsuifer whereas Danzhu would benefit.
Shun said, ‘ultimately | shouldn't let the peopldfer to benefit one person.'#2%%, Rk N5

R0 #27H0, RIR TR PR AR BRI AR LR F 2Rl — A% In Jia’s narrative,

% Shiji, vol. 1, p. 1
9 shiji, vol. 1, p. 30.
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however, Yao is more a tradesman than a sage king, his abdication is not due to his

consideration of the well-being of the people histdalculation of the gain and loss of his family.

Yao thought as follows. The crown originally beledgto my brother Emperor .l have
occupied this exciting stage over seventy, eiglegry. Now my hair has turned white and my
teeth are falling, but | have enjoyed enough.dtjsity that my eldest son lets me down. He is
such a scoundrel that | cannot establish him asrthen prince. If | hand over the crown to a
smart one of my eight sons, people would say tphatents favor younger sons” and this will
inevitably lead to fights. In addition, after | diewill be unable to use political power, such
merciless creatures as Huandou, Sanmiao, ChongtoGanggonyf may take advantage of
the situation to fight with us and beat us intataubmission. It would be too late to regret
when this does happen. | should figure out a baatien. It is said “to give it up is to keep it.”
It's better to make a worthwhile trade by holding the crown to others as early as possible.
Last time | found two sages, Chaofu and Xuybusincerely wanted to hand over the crown
to them, but they put on airs, one washing his aagsthe other leading an &then both
vanish without any trace. Now there is a hero ahbin'® who is hardworking and filial. It
happens that | have two daughters, E’huang andrgiigo | should take him in as my son-in-
law. After | reach old age, | will hand over theown to him. If my two daughters marry the
emperor, my nine sons will depend on their sisteraddition, since the descendants of my
sons will not be the sons and grandsons of empettoeg won't have the danger of being
slaughtered by rivals. It is true that if one canimand over the crown to the son, he hands it
over to the daughter. It is always that “what istlbe mat falls on the bed-stove.” On the mat
is almost the same as on the bed-stove. Therefaoeh#nded the throne to Shun.

e g H R B A, RABE AR SR, %A T BN HE, TASEZAE

%, AMBPRESS 7 aTERR A AR, RERR, UARREE. FRER/\METFH,
fEHE IR LI, SGER: RN ZWMEANR, REeE-EF/AM. EBER. =8, &

B T, EERFTE, BRIk, FEEARUK, REHRET, FhReEE, =
Az iR BB EEE K. “WBAANLRET, AEEMER T, RREEGNN, F—
fAA B AD . AT IR VAL B, — 8, Rl WO IR T, e 22 i

B, —EXEEES, RNEEBRA. BT XA TEBLRGE, Zew, ZF7RA 7]

% Yao’s brother Zhi inherited the throne but abdicaind handed the crown over to Yao because ofsYagerior
talents. Yao became one of the five sage kingshii€se antiquity. Seghiji, vol. 1.

®Huandou was a tribal leader of the time of Yao &milin; Sanmiao was a tribal kingdom in southerm&hi
Chongbo’s (Count of Chong) name was GiénYao commanded him to harness the Yellow Rivem@ong was
an official in the reign of Yao, and later exiladthe remote area by Shun. These four people desl ¢éour evils”
M X, SeeZuozhuan;Lord Wen” 18.

% Chaofu and Xuyou were recluses. Chaofu is sailivéoin a nest on trees. They both declined thertarYao
intended to hand over to them. The story of Chawftl Xuyou can be found Bhiji, vol. 61.

% Refusing to hear of Yao’s intention of handing otree throne to him, Xuyou washed his ears. Chhafopened
to pass by with an ox, and he told Xuyou to hida iemote area to avoid being found by Yao. SeebfuaMi &£
R+ (215-282) Memoirs of Lofty-minded Reclus@st:f#, chapter “Xuyou”.

190 This refers to Shuf#, who once farmed in Lishan, Shandong province.
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THT R, @R TFAT L, SRS BT b, ZMERLR, Frol R T o
This is a sarcastic rewriting of Yao’s monologue Shiji, vividly revealing his mercenary
mentality. Yao is hesitant to hand over the thrtnhbis incompetent eldest son, but he fears that
handing over the throne to a younger son may legwblitical instability, and that the situation
may be further exacerbated by the surrounding poeg&ibes. He then figures out the principle
that “to give it up is to keep it,” and makes a tharhile bargain with Shun. By marrying his two
daughters to Shun, Yao secures the future of hrs. €If one cannot hand over the crown to the
son, he hands it over to the daughter.” Thus inRligi’'s narrative, a calculating scheme lies

behind the seemingly perfect legend of politicaimterestedness.

Jia Fuxi’s narrative of the three ancient dynasti&a, Shang, and Zhou, also centers on the
theme that history is driven by violence and caltiah. Zhou's replacement of Shang is not due
to Zhou’s “accumulated virtuef&f 21~, but because “King Wu had excellent judgment and
efficient strategies, doing a beautiful job of mugtdown Zhou of the Shang® =+ i iR =58,
TR, ORishREs:.°2“The army of the Zhou bore down on the Shang with weight
of Mount Tai, /killing everyone who helped Zhouttiwtimize his subjects. /The army kept on
killing them until pestles floating in blood blodké¢he city gate. /Only thus do we know that this
is the one to be hailed as long-living sovereighoveympathized with the sufferings of the
people and crusaded against the criminals, whatlnebest king, and the fortune of his kingdom
will last long! /Look, he made a clean break witle Shang, and the difference between the ruler

and the minister was done. /Only then could héigtit on the throne without having to move.”

101 «“Main body”, Jia Fuxi mupici jiaozhpp.31-2.
192«Main body”, Jia Fuxi mupici jiaozhup. 43.
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A 7 AR 2 L BT A BB, IR Bh AT 2 8 B R, TR ILEEAT % TP, EA O
RATEE R, BUEHE RS —F MR JIWER B, M4 BB fE iR A 8 5.1 That
the Zhou army killed the people of the Shang pestles floated in blood is recordedBaok of
Documentsi# 1% Mencius believes such violence is not credible King Wu. “When the
most benevolent was engaged against him who wastisé the opposite, how could the blood
of the people have flowed till it floated the pestbf the mortars?PA £ X E A, M Hin 2
FHFB21% Jia's tongue-in-cheek praise of King Wu emphasthesviolence and cruelty of his
conquest of the Shang, however righteous it i@ @onfucian discourse. This is followed by
his sarcasm of all the successful rulers in Chirles®ry, who succeed only because they are
more cruel and treacherous than their enemies.KLdie of the Xia did not kill Tang at the Xia
Terrace, but after Tang escaped, he expelled Ienigtao and imprisoned Jie in Nanchao until
Jie's deatH® Zhou of the Shang didn’t kill Xibo (King Wen ofetZhou) in Youli, but ended up
dying with his head severed from his bdd¥.. Indeed, however many regrets from the past to
the present we have seen, they are not all. Itfgssible for me to tell all the stories of heroes,
every one of whom has heart darker than nightd: EZEARBGRE S, MG S A= 4
EEEMRR, NIERE . B ARTUARZE, SHAE TR SERE" ! ... HOEH A 1T

LB N | ARSI TS, — (IS R0 %8 If so-called “heroes” are

1% pid.

194 shangshu“Wucheng” i .
1% Mengzj 14.3, James Legge’s translation.

1% jie was the last ruler of the Xia, and Tang wasftunder of the Shang. Jie once imprisoned Tartbeakia
Terrace, in modern Henan province, and then refedseng collected other vassals to defeat the Kihraplace it
with the Shang. Jie said that he regretted nangillang at the Xia Terrace. S8hiji, vol. 2.

197 King Zhou of the Shang imprisoned Xibo (King Wefrttee Zhou) in Youli, but released him later. Sji, vol.
3.

1% “Main body”, Jia Fuxi mupici jiaozhup. 43-4.
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ruthless, their cruelty is encouraged by the compeople they govern. In a dramatic narration
of the people of the Shang after the Zhou conguéstportrays the Shang people’s immediate

betrayal of their former ruler.

They all said, “This fatuous and self-indulgent raarh deserves to die!” /They venerably
celebrated the “accession of the new king (King @{whou) to the throne,” /completely
forgetting that the life of the former ruler whodgnasty had ruled six hundred years should
be spared. /They all said, “The new emperor’s tneat of the old one is indeed pleasing.”
/This one said, “These stupid, starving men, wHd t@u to hold the reins of King Wu’s
horse? /That one said, “The loyal minister who sacrifided life, who asked you to have
your heart cut out?*°/This one said, “Look, what a heroic manner thisterbeard general
has!"** /That one said, “How filial King Wu is! He is everarrying the memorial tablet of
his father.”*%¥The streets were full of people who took theirldfein to receive millet at
Jugiao™*? /Palace ladies and beautiful women of haremedl With imperial bodyguards.
et “MIESHE, fhiEaZ 0 EOR R E A X, AN H AR e,
o “AE R B A PE AN HE R IR AR, R B BRRS ? TR EER . i
B R, UREIABRG? "HEMEES: “IREIE A% T oA AR "OIRERR: A AT
B, EEEEASHE ! "wiE R AL R EERSE, A2E ERE L E AR T RE.

The Shang people’s curse of the former ruler Kihgw, their celebration of the new ruler, and
their ridicule of the loyal ministers of the Shaalgremind readers of the historical context of the

Manchu conquest of the Ming dynasty. Jia Fuxi'stiagrals of the Shang people’s inconsistency

199 Boyi and Shugi drew the reins of King Wu’s horeeémonstrate him from attacking King Zhou of Shaifer
King Wu conquered the Shang dynasty, they fledh® temote mountain. They would rather starve thain e
anything grown on the land of the Zhou. Sji, vol. 61.

110 Bjgan (12" century B.C.) was King Zhou’s minister. He wasdddl by King Zhou for his remonstration. S&kiji,
vol. 3.

" This refers to Jiang Ziy# -, who assisted King Wu to conquer the Shang.
12 King Wu carried the memorial tablet of his fatherencourage his soldiers.

113 Jugiao, in modern Hebei province, is the placerasiee granaries of the Shang are located. Kingséni the
food in the granaries of the Shang to the peopés &k conquered the Shang. Sédi, vol. 32.
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and the tragic fate of the loyalists mirror thersnder of many Han official-scholars to the Qing

and the isolation of loyalists during the Ming-Qimgnsition*'*

Jia Fuxi’s historical narrative of the Zhou dynasiythe Ming dynasty follows the same logic.
He summarizes the vicissitudes of all the dynasties nutshell, “since the three dynasties (Xia,
Shang, and Zhou), have we ever seen any dynadtyvtirathe world through violence have a
good end? This is because the way of Heaven mavegles, and as a matter of course one gets
paid with what he deserves= it =fQLAZ, WA SR HUAR IR TR, S48 2 {35 4% 1) 2 16 /e R 3
A3, HATR M IE "> He also explains the Chongzhen Emperor’s (r.16284) suicide by
the same principle. “Isn’t it because his brutatestors lacked good deeds to their credit in the
nether world—that their imperial sons and grandsteserved to be tortured 224~ /2 fil 55 32 1)
TAUPZEE /D VRS THEFA 24T BE? The principle that each dynasty ends badly aswatref its
violent beginning serves a twofold function. It demns the foundational crime of each dynasty,

and rationalizes the tragic fate of the last empefdhe Ming dynasty.

Fate is constructed in retrospection. When the de#fles, it seems that everything that
happens before is predestined as if by the manafatéeaven. InDrum Ballad on History
through AgesJia Fuxi occasionally talks about the mandatel@dven, attributing the cause of
fate to Heaven as in the above examples, but ire mlaices he believes that men are responsible
for their own fate. “It is said that the life of melepends on the mandate of Heaven. If it is the
case, the life of men is predestined. Howeveraas$ | can see, it is the result of the action of
men. 8 FINFH B R, Wk, A2 A . 2R, BRIRE 2K, BRE B AAHd. It is

impossible to grasp heavenly justice in midair. iekarma in the next life cannot be ascertained

14 See Huang Zongxi's discussions in the first chapte
15 “Main body”, Jia Fuxi mupici jiaozhup. 62.

210



anywhere.” 75 1 [ R B i SRR A, A2 ARt ) PR SR R B SR “The blue sky is overhead,
but has it ever opened its eyes since antiquifPReE A7 K, H i i EFR 2% He ridicules
the manifestations of heavenly justice in well-kmostories that have become ingrained in
Chinese consciousness. “In the cases when loyasteia were wronged, they had already been
killed by mistake, but why did (Heaven send) frostlune to destroy the tender shoots of the
world? Those who had been wronged had no placskidoa heavenly justice, but why hadn't it
rained for three years to let good people starvéetth? What exactly would this benefit loyal
ministers and virtuous women® fr i, CoEEER 1 aF N, TR BE XN H AR, 4765 7 RN

R B2 AR 35 I o VB B R B, AT R B S =AE AN, BRAE 1 DU I P ik, T RB R

A %52 A %2 Han dynasty scholar Dong ZhongsHift47 (179-104 B.C.) formulated the
principle of interactions between heavenly and humm@alms, which provided Confucian
restrictions on the power of emperors. Dong argined when abnormal natural phenomena
occurred, the reigning emperor was obliged to aizié his lack of virtue. This belief in the
correspondence between Heaven and earthly everis mwral connotations to natural
phenomena. It especially appeals to the powerlgspriamising them heavenly justice when
justice is nowhere to be found on the earth. Inmable Chinese writers allude to the principle
of interactions between Heaven and mankind in gpdtama, and fiction, making it an essential
part of Chinese consciousness. It is said that wheminister Zou Ya#i#7 (3 century B.C.)

of the Warring States period was unjustly slandened imprisoned, his cry moved Heaven and

the latter sent down frost in summer for his sdR&@he story of the filial woman of Donghgi

18 “Main body”, Jia Fuxi mupici jiaozhup. 39-40; “Main body”, p. 14; “Epilogue”, p. 92.
H7“Main body”, p. 13-14.

Y8 Fan Ye'sjiliE (398-445) quote dfluainanziin History of the Latter Hari% i, vol. 57, p. 1856.
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¥ %147 has been popular since the Han dyndktit is said that she was wronged to kill her
mother-in-law and sentenced to death. Before sbd, dihe begged Heaven to stop raining for
three years as a proof of her innocence, and heyeprwas fulfilled. These two stories are
repeatedly alluded to in literary works. For exampuan dynasty dramatist Guan Hanqing's
I (ca. 1220-1300) famous drarmustice Done to Dou EZ % is based on the story of the
filial woman of Donghai. InJade Forest for Young Learnefs£:3& 4k, a primer of the Ming
Dynasty, the two allusions are juxtaposed in thetige of astronomy. The arrangement
guarantees that the belief in morally consciousvidedinds its way deep into the mind of any
educated man. Jia Fuxi’'s drum ballad deconstrutsstielief as well as the Confucian moral
system behind it. His ridicule of heavenly justaames from simple, rational observations that
not only do abnormal natural phenomena fail totrigfustices, they also harm other innocent
people. We have seen in Jia Fuxi’'s song “Quiet ®as®n” his doubt that Heaven is the origin
of justice. Here again, his standpoint shifts bachl forth between the belief in predestined fate
and the repudiation of morally conscious HeaveRelthe logic in “Quiet Observation,” since
Heaven is not the arbiter of justice, it is theten's responsibility to pass on moral judgments. In
Jia Fuxi's own words, hi®rum Ballad on History through Agasses “hidden judgments to

support the powerless and suppress the powelful# #k, £ 55454120

Unlike Yang Shen’s ballad-narrative that lists twmmplete genealogy of each dynasty, Jia
Fuxi’'s narrative only selects historical accourtattare compatible with his view of human
nature and history. In his view, human beings areed by the greedy pursuit of profit and

power and rulers who control the development on€seé history are especially so; in order to

191t is mentioned iHistory of the Latter Hapvol. 48, P. 647 and Gan Bao’s (d. 386Search of the Supernatural
HHED, vol. 11, p. 43.
120“Main body,” p. 16.
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achieve profit and power, rulers initiate and parpte war and violence; Heaven cannot redeem
evil in the human world. The issue here is not Wwhetlia Fuxi’'s conception of Chinese history
reflects historical facts, but what historical aaxts contributed to his conception. In his drum
ballad, sovereignty is like merchandise transmiftedn one hand to the other, rulers are like
merchants fighting or calculating for profit, angsfice means fair trade, in the end one (each
dynasty) getting what he pays at the beginnings Ihot surprising to see the mentality of
commerce in Jia’s drum ballad, given his unabasieéebration of profit and power as we have
seen in his biography. As noted above, Jia Fuxlslration of the pursuit of profit and power
epitomizes intellectual and social trends sincediieeenth century. Here again it is the same
trends that determine his particular conceptiorCbafnese history. “The world is noisy, and
everyone comes for profit. The world is full of iadl, and everyone goes for profitX T ELEE,

vt ARk, KR, B 4R 4R 12! Sima Qian’s pithy phrase from the “Accounts of Meants”£

JE %1 % can be borrowed to describe Jia Fuxi's view of hommature and history. The
commercial vocabulary provides a medium to intdrpther social activities of Jia Fuxi’'s time,
including war and dynastic succession. The interggioint here is while he claims to embrace
the pursuit of profit and power he condemns theesprinciple when it is applied to rulers who
control the development of history. The principkatt profit and power deserves unabashed
pursuit is a double-edged sword. When an individumabraces it as in Jia Fuxi’'s case, he can be
said to express authenticity and bravely confrbatweakness of human nature. But when a ruler
makes it the driving force behind history, the @msence is disastrous; at least it is so from the
view of Jia Fuxi's ballad-narrative of Chinese bigt Jia Fuxi's criticism of the mercenary

mentality is echoed by other thinkers of the samop. Huang Zongxi is the most prominent

121 ghiji, vol. 129 “Accounts of Merchants,” p. 3256.
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one of them. In the chapter “On the Prin¢g¥ from his treatis&Vaiting for the Dawn: A Plan
for the Prince Huang Zongxi criticizes rulers who treat the doyras their own property. “He
looked upon the world as an enormous estate tabddd on down to his descendants, for their
perpetual pleasure and wellbeinGix F &5k ¥, My T4, LM%, Like Jia Fuxi,
Huang Zongxi acknowledges one’s right of satisfysff-interests. “In the beginning of human
life each man lived for himself and looked to hignointerests.” & 42 4], A& AT, A& EF]

. Huang Zongxi imagines the ancient sage kings @setlvho take public interests above self-
interests, and criticizes later rulers’ sacrificgplic interests to satisfy self-interests. “Howgv
with those who later became princes it was differ@imey believed that since they held the
power over benefit and harm, there was nothing griontaking for themselves all the benefits
and imposing on others all the harnfig’z %8 & A8, PLAR T RIFH 2 RE & HiRER, AR T2
FlFERAC, R T2 ERENA, 7MEAT. Huang Zongxi thinks that the problem is not that
man acts for self-interests but that the ruler exigahis self-interests to the degree of eliminating
his subjects’ self-interests. “They made it so thatman dared to live for himself or look to his
own interests. Thus the prince’s great self-intetesk the place of the common good of all-
under-Heaven.ff X T2 A\, ANEREFA, ABLEF], I KFAZ K FZ2A. Cogent as Huang
Zongxi's discussion is, he faces the same dilemsndia Fuxi does. The first issue is if man’s
pursuit of self-interest is justified, the rulerhavshares the same human nature as his subjects,
can also justify his pursuit of self-interest. T8exond issue is how to decide if man’s pursuit of
self-interests is kept within reasonable boundsth@iit resolving these two issues, the double
standard applied to the common man and the rutet,the vague boundary of self-interests,

Huang Zongxi's conception of ideal politics hasaiwice but to appeal to the sage kings who

122 Translation is fronBources of Chinese Traditiowolume 2, p. 6.
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can transcend the weakness of human nature. BofRui and Huang Zongxi acknowledge the
legitimate status of self-interest, reflecting thBuence of commercial trends of their time, but
the acceptance of self-interest is in conflict witlkeir idea that politics should be governed by
selfless motives. In this sense, their criticismactly targets the intellectual and social trendd th

have nurtured them.

Actually Jia Fuxi’'s value system has a twofold cadiction. First, he occasionally appeals to
Heaven to redress injustice, but in other placeshallenge of the Confucian construction of the
interactions between Heaven and humankind makesviem Heaven with suspicion. Second,
he celebrates man’s pursuit of self-interest, buthe other hand condemns history that is driven
by the same pursuit of rulers. The contradictiohki® value system make it impossible to offer
decisive moral judgments. Therefore, at the enth@imain body of his drum ballad his previous
claim of “supporting the powerless and supprestiegoowerful” yields to the rhetoric of theater,

echoing the idea of the puppet theater in the peetd his drum ballad.

Life needs nothing but laughter. /How is it possitd judge high and low in the human world?
/My talk that finds faults from the past to the g@at /is nothing but singing crazy songs for
amusement when the occasion rises.
N R B A S T2 A kA R, Sl I, .t
In Jia’s view, history as a theater has severalnimgsa. History is a theater because historical
figures are actors, as Jia Fuxi writes at the beggof Drum Ballad on History through Ages
“I simply use a broken drum and two clappers. | wilt get off the stage before | IBhengand

Dan (male and female leading roles in Chinese tradtidheater) sing all the songgi#& = —

R B E B, AN Ak e A4 B R 25 124 History is a theater also because Jia Fuxi nariate a

1Z3«Main body,” p. 84.
124«Main body,” p. 24.
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way of irony and invective that subverts the Cordaoaconstruction of Chinese dynastic history.
Here at the end of the main body of his drum balthd rhetoric of theater coincides with the
impossibility of judging right from wrong. Regardjrhistory as a theater detaches history from
moral urgency. Theatrical playfulness dispels maratiety. If history could be a theater, his
professed ideological standpoint and his morallgebacriticism of history can also be read as
“crazy songs for amusement.” The rhetoric of theagems to dissolve the contradictions in

Jia’s value system, but it can never completelpelishe dilemma already presented.

Epilogue ofDrum-Ballad on History Through Ages

Just as Jia Fuxi writes poems of Chinese histodypmems of the Southern Ming court in two
different styles, the first three parts of his drbailad of Chinese history make a contrast to the
epilogue. The first three parts on Chinese histargn antiquity to the Ming dynasty are written
in low-register language. His use of ribald humot only satirizes violence, hypocrisy, and
injustice in Chinese history, but also echoes Iesvvof history as a theater by adding cynical
playfulness to the otherwise serious topic. Indpdogue of the history of the Southern Ming
court, however, his language, though still colladuis more elegant. As Jia Fuxi himself
comments on his style, he “insists on weaving elegards with vulgar words.’s % fiw Z ffE 3
#.1%° His purpose of juxtaposing low and high registisrso make a contrast between his
sarcasm of Chinese history and his lament for ihatl&®rn Ming court. The epilogue includes
seven songs entitled “Lament for the Southlagl 7, sung to the singing style of Yiyang

F%. Originating in Jiangxi, the tune-pattern of Yiyaisgcharacteristic for high-pitched, sonorous

125 «Epilogue,” p 96.
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singing, and suitable for expressing “melancholgt ehemence2ki5i#1.1%° The southland in

these songs refers to Jinling (modern Nanjing), reitbe Southern Ming court located. The
seven songs consist of the introduction, six lasédot the historical sites of Jinling, and the
summary. They portray the desolate state of Jinhirie late 1640s. For example, the fifth song

creates the air of nostalgia in terms of a seriesages and is finally fixed on a willow tree.

Tune to “Buying Delicious Winef# 3, “Lament for the Long Bridge™ 4%

Do you remember the bridge that crosses the bloekdor half a mile? A stripe of the old,
red wood submerged in the water. The autumn wtterlong sky, few pass the crook. Cold
and desolate twilight, only a bent willow is left.

B E L ERE? BWALNOR 1. BUKRANBD, AEHRER, B, 27

The willow tree alludes to a famous anecdote ofEastern Jin (317-420) general Huan Wen
i (312-373) inA New Account of the Tales of the Woitldft #15%. In a military expedition,
Huan Wen came across the willow trees he plantadym@ars ago. Seeing that they had grown
into big trees, he lamented, “The trees (I planted)like such. How can | endure (the passage of
time)?” MRk, AfT LU .28 The image of the bent willow at the end of the gsdhus
epitomizes sadness of loss. The last song “Genhemralent for Jinling”4& 7 4% is the most

known of the seven songs. It concludes previougtdam

| once saw orioles singing at dawn in the jadegmla Jinling, and blossoms blooming early
at the water pavilion on the Qinhuai River. How Idouknow that they would easily melt
away like ice? | witnessed the vermillion towersnigebuilt, guests being entertained, and
now the towers fallen. On the piles of emeraldstéed green mosses, | once fell in romantic
dreams, and have seen the vicissitudes of thefiftgsyears. The lane of Black Robes no
longer belongs to the Wang family; at Mochou Lakegis cry at night; at Phoenix Terrace
owls roost. The destroyed mountains are the madtinemy dreams. The old landscape
cannot be forgotten even though | want to get fid.d can't believe that the state map has
changed [i.e. the state has a new ruler] /Suddéelgtate map has changed. Let me randomly

126 «Epilogue,” Ibid., p. 92.
127 «Epilogue”, Jia Fuxi mupici jiaozhup. 93.

128 A New Account of the Tales of the WdHa@# 375, 2.55.
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make a song of lament for the southland /Let mg aisong of lament for the southland, and
in my sad voice sing it until 'm old.

e R R R W, R AKMIER 5, FEAER S UKE . IREMMREAE, REMEER,
IREABAEES 1. &7 &2 PLHE, M EARR, T ERTER. BEREAEE, R
RO, BEAEHEES. BlLSRA, BEREHE, AM5iERERE SR EE R, 38—
BRI BRI, KEgEsz, 2

Though the seven songs express nostalgia, Jiacbukinues the rhetoric of theater, denying any
attempt of making moral judgments. Here lyricaltatiga goes hand in hand with the rhetoric of

theater.

The rise and fall from the past to the presentikeemist and clouds passing in a flash. How
sad and wretched they are! But when | sing it novg, an entertainment in the peaceful time.
We don’t have to worry for the ancients.
IERW AT, R, ARG R AR anAigsk, MRRRRFImEE, A0 BT
L, 0
Given the censorship of the early Qing court, liai's claim of “entertainment in the peaceful
time” can be taken as self-protection. Howevers ilso a logical continuance of the theatrical
framework of his storytelling. The absence of mgudigments that results from the difficulty of
locating the cause of evil and the double-edgedcipie of pursing self-interest contributes to

lyrical nostalgia in these songs, the beauty ofcihies in the dissolution of the dichotomy of

good and evil.

The seven songs enjoy higher visibility than thet i Jia Fuxi’sDrum Ballad on History
through Agesbecause Kong Shangren includes them in the segselene 40 of his historical

drama, The Peach Blossom Fagk it )i, in which they are attributed tungqu master Su

129The Peach Blossom Fa#. 260;Jia Fuxi mupici jiaozhup. 94. The song ifthe Peach Blossom Fas basically
the same as the original one, with only four chienacaltered. Before”/” are characters usedhe Peach Blossom
Fan, and after "/" are characters used in the origora.

130«Epilogue”, Jia Fuxi mupici jiaozhup. 92.
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Kunshenggi 24 (17" century)™*! The sequel centers on the nostalgia of Su Kunshadd.iu
Jingting 4 5% (1587-ca.1670), one of the most famous storyteltdrthe seventeenth century.
In The Peach Blossom Fahey turn into a woodcutter and a fisherman respelyg to avoid
serving in the Qing court after the fall of the 8w Ming court. In the sequel their
conversations of the past elaborate on the tropgkeofisherman and the woodcutter as critics of
history. Like the fisherman and the woodcutter iany Shen’s ballad-narrative, Liu Jingting’s
ballad-narrative and Su Kunsheng’'s songs are wihe ‘fisherman and the woodcutter talk

about splendor of the pagfiif: e 5% 5 % 132

Besides the seven songs frddnum Ballad on History through Ageskong Shangren also
cites Jia Fuxi’'s drum ballad of thenalectsin The Peach Blossom Faand this time puts it in
the mouth of Liu Jingting. The item of th&nalectsin Jia Fuxi’'s drum ballad describes
musicians of the state of Lu leaving for otherestatue to their dissatisfaction with the decline of
rites in Lu. “The grand music master, Zhi, wentlo Gan, the master of the band at the second
meal, went to Chu. Liao, the band master at thd thieal, went to Cai. Que, the band master at

the fourth meal, went to Qin. Fangshu, the drumtemagvithdrew to the north of the river. Wu,

131 According to Yuan Shishugg {tHfE, Xu Xudan 4/ . (1656-1720), Kong Shangren’s colleague in river
management, wrote the song series “Thoughts aOttiePleasure Quarterd% 54 /&, on which Su Kunsheng'’s
songs are closely based. See Xu Xudinijing tang shici chadt:4¢ % 555745, j. 30. In addition to “Preface to
Peach Blossom Fghanother song series in scene 23 seems to haredaghored by Xu. See Yuan Shishikiong
Shangren nianpuL i{E45, pp. 263-70. Recent studies on Xu Xudan show hieaplagiarized other writers’
works and included them in his own collection.dtviery likely that Xu Xudan copied the song sefiesn Kong
Shangren instead of the other way around. See Xjufil7#, Huang Qiangs# 5, “Taohuashan zhong jishan
yuyun chu taoqu de zuozhe wenblb4€fs a7 i #2197 i, Yangzhou shiyuan xuebdi) filif £

#% (1993, 1), pp. 11-5; Huang Qiang, Shen Lingyiaf #&, “Xu Xudan shijingtangchuji chaoxizizuo shukaf§*/i2
B s Y14 YP B 2 /E IR 2%, Wenxue yichanl 2438 & (2012, 1), pp. 90-9. If we compare Xu's song seviéth
the songs irPeach Blossom Farwe will find many variants, whereas there areyamlfew variants between the
songs in Jia Fuxi's drum ballad and the songRéach Blossom FarKu’'s variants decrease political nostalgia of
the songs, making them more like standard romaotigs. All the evidence shows that the sond®eiach Blossom
Fan have closer connection with Jia’s drum ballad tKars song series, so | still take Jia as the aabiwriter of
these songs.

132 peach Blossom Farsequel, p. 268.

219



the master of the hand drum, withdrew to the Haamgy the assistant music master, and Xiang,
the master of the musical stone, withdrew to aanilin the sea Jia Fuxi uses his
characteristic invective to make the exile of Lugamians into a dramatic performance. The
grand music master, Zhi, talks about Lu with corgelrefore leaving it, “I was so blind that |
muddled in slough. /Now | straighten up and ledeawmly.” 15 B 1 HLEE £ 78 & BIR, 24
BHE & (87E; the band masters, Gan, Liao, and Que, imagintengetd of the control of Lu,
“In future we let them have headache once they beanames?it 4-1% nu s i 25 e 1 J8 LIS 7%,
the rest of the musicians decide to live in redosi‘in a small boat we set out for the Peach
Blossom Spring.’?* Indeed, rivers and lakes fill the earth, a fevadisnen>>" & {"— 3 S35k
VR, VT, %(E %% .8 In The Peach Blossom Fahiu Jingting’s storytelling of the
Analectsis set in 1643, one year before the fall of thed/ddynasty. He uses the drum ballad to
explain his leaving the service of the notorioufical Ruan Dachendjt K ## (1587-1646), who
persecuted righteous officials in the court. Liasdience, three young literati who worry the
decline of the dynasty, praises his drum balladheTderision and taunt are elegant and
unrestrained. Every sound of the clapper is mild dignified. Three beats of the drum of

Yuyand®’ are vehement and touching2 B Jal i i 75, — BHaB0RL i I, = it Lg%

133 Analects 18.9. James Legge’s translation, with revision.
134 The Peach Blossom is an idyllic utopia create@idn Qian’s “Account of the Peach Blossom Spring.”

135 This is an allusion to Du Fu’s poem “Autumn Stigs,” no. 7, “rivers and lakes fill the earth, /aomk old man,
fishing” YLy Hb — 8 55,

136 Jia Fuxi mupici jiaozhup.149-50.

137 Mi Heng ##ifif (173-198) made the drum song “Yuyang canzhfig 21 to challenge the warlord Cao C#lp
# (155-220). Canzhua is a way of beating drums.

138 The Peach Blossom Fascene 1, p. 9.

220



Jia Fuxi’'s drum-ballad adaptation of the classied history to the social, political context of
his own time makes the classics and history a me&rmsiticizing his contemporary society.
Taking current circumstances to understand histoly retrospective way and using the past to
satirize the present is a trope shared by Chinesgtallers. Insofar as Jia Fuxi and Liu Jingting
both use the storytelling to deride society, thap e taken as mirror images of each other.
Unlike Jia Fuxi, whose irony and invective inviteshtagonism>® Liu Jingting’s “humor,

derision, and tauntk a5z g 140

won him applause from leading literati of the sd#eenth
century. Kong Shangren is one of few seventeentkuce literati who make vivid vignettes of
Jia Fuxi’s personality and comment on his storiytgll By contrast, Liu Jingting’s personality,
life, and virtuosity in storytelling are recordedmany essays, poems, lyrics, and dramas. Large
amounts of materials about Liu Jingtang can makéugcanty accounts about Jia Fuxi. There
are at least four known biographies of Liu Jingtingtten by seventeenth century literd.
Huang Zongxi writes Liu Jingting’s storytelling this way, “Every sound he made was either
like ironclad horsemen briskly brandishing knivesl &words in the sky, or wind whistling, rain

pouring, sad birds crying, and terrified beasts limgyv The regret for the demised state

immediately rose, and the sound of the sandalwéamber lost its lusterfi—%&, {# A2,

139«Those who laugh and curse others are always kaligimd cursed by others. Therefore his neighbankic
tolerate him.” “Biography of the Gentleman of WoGthpper,” inJia Fuxi mupici jiaozhup. 162; In a preface to
Jia's drum ballad, a certain TiansuigifiE7 says that Jia was persecuted by mean, vulgar iméia Fuxi mupici
jlaozhu p. 186.

19Mao Xiang's'E % (1611-1693) poem, “To Liu Jingtind® #i# 5, in Poetry Collection of Chaomif [ 5 4E.

141 5ophie Volpp points out that biographies of Lingting written by Wu Weiye and Huang Zongxi represevo
polarities: Wu delighted in Liu’'s ability to infilate boundaries of status, whereas Huang sougboritain this
transgression. Her discussion focuses on the oaktip between the storyteller’'s protean mutabiihd social
impersonation. Se&Vorldly Stage: Theatricality in Seventeenth-CentGlyina (Cambridge: Harvard University
Press, 2011), chapter six. | agree with Volpp that literati’s depiction of Liu Jingting emphasizieis protean
mutability, but my focus is their depiction of Liingting as a symbol of nostalgia.
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SNBSS, VRARVESS, BRUIESER NI, SAREREL, TR RGEE, W2 B me. " Because
of the “derision and taunt” in their storytellinggventeenth century literati and later critics rofte
regard Jia Fuxi and Liu Jingting as belonging te“genealogy of ancient jester&g#&# i,

Like knight-errant and oppressive official, “jestéias become a term to describe a category of
people since it appears in the “Accounts of theedg’sid & 411 of Sima Qian’sShiji, in which,

in addition to real jesters, articulate ministewgho can use playful, eloquent speeches to
obliquely admonish rulers, are also called jestéfta. Weiye's % f#3£ (1609-1671) lyric to Liu

Jingting to the tune “Spring in the Qin Garden'® %, written around the late 1660s, portrays

Liu Jingting as a jester who witnesses the viaiskas of late Ming history.

What have you accomplished? /At the age of ei§H{tiyou are wandering in the horizon. /As
you are talking eloquently and leisurely, /evokiBlgunyu KunizT-52**° and Dongfang Shuo
577 91.2% IYou clasp hands with new friends and talk defight, /like Ju Mend*’ and
Caogiu Shend* /(You tell the political rivals of) the state ohG (3¢ century B.C.) and the
state of Han (8 century B.C.) with great ease, /(You tell decadaleasures of the Chen
Dynasty and the Sui Dynasty) as plays. /Fantastiies from your tongue end with a laugh.

142«Bjography of Liu Jingting"#il# 5 {#, in Huang Lizhou weniji& 43524, pp. 86-8.
143 Tiansuizi's prefacelia Fuxi mupici jiaozhup. 186.

1441t's eighteen in the lyric, but Collection of JaBbwers¥%#4E compiled by Jiang Jinggié 5 (1646-1695),
in which this lyric is included, substitutes eiglfity eighteenth. “Eighty” is more likely the cortatharacter.

145 Chunyu Kun was an articulate diplomat of the Stdt@i in the Warring States period. The story diuByu Kun
can be found in “Accounts of the Jestel$f& %1% in Records of the Grand Historiamol. 126.

146 Dongfang Shuo (B.C.154-B.C.93), style name Mangwas an articulate courtier of Emperor Wu of thenH
Dynasty. The story of Dongfang Shuo can be fountMamoirs of the Jesters” iRecords of the Grand Historian
vol. 126.

147 3u Meng (& century B.C.) was a knight-errant of the Han Dyyallis story can be found in “Memoirs of the
Knight-Errant” i# 4 %1{# in Records of the Grand Historiamol. 124.

148 Caogiu Sheng¥ 7k (2™ century B.C.) was famous for his eloquence. Heapdi Bu's% 3 (2" century B.C.)
fame as a knight-errant and thus his name has bedoemsynonym of recommender. Caoqiu Sheng’s s@nybe
found in “Memoirs of Ji Bu and Luan B&&EA7 ££4ii 41 {# in Records of the Grand Historiamol. 100.
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/Who is real, and who is false? /You deride thahf@oian scholars deceive the world, /and
make the definitive edition @pring and Autumn Annaté’

How many kings and princes have you seen? /You reas¢mber thousands of pearled shoes
(talented retainer§) at the banquets in the carved building. /Whagisdntable is that the
“Floating over the Waves” Grand Genefdlwho enjoyed songs and dances, ended up being
executed at the east of the city. /The soldierstardes that conquered the south (under his
lead)>? /wailed in Xizhou>®/There is only Jingting, /still the same willdw /after the wind
and rain, catkins all over your head. /The things gare... /Please keep a company of young
men for a moment, /don’t talk about sorrow for ragon.

BAWAAR? +NZAE, RIEBOE. EmmadEE, ET 2460 FaE, Blas m. BELH,
BRFEEEER, SETE KU HERE, R, EAREK.

IRPEFF F e, sBRB=T 2 EM . BRI DE, R A T AEm L5, WS, a6,
ARDEMD, FEITRICEUTE. B0, HOBREHE, BEERIRK, 1°°

The first stanza describes Liu Jingting’'s storytgll Wu Weiye compares him to Chunyu Kun
and Dongfang Shuo, two ancient ministers famougHeir playful eloquence in the “Accounts
of the Jesters,” emphasizing his humor and implyirggpolitical connotations of his storytelling.
“Political rivals of the state of Chu and the stafeHan” and “decadent pleasures of the Chen

Dynasty and the Sui Dynasty” not only indicate kitorical contents of Liu’s storytelling, but

191t is said that Confucius wrot8pring and Autumn Annate pass on his judgments. SRecords of the Grand
Historian, vol. 47. Here Wu Weiye describes Liu's contempt €onfucian scholars and his pride of retelling
history that is written by the latters.

150 pearled shoes refer to talented retainers obarists.

131«Floating over the Waves” Grand General was ttie @f generals of the Han Dynasty, for example, Wan 5§
# (14 B.C.-49 A.D.). Ma Yuan achieved great militamgcomplishments, but he was slandered after detstie

Wu Weiye uses the allusion of Ma Yuan to imply Ziiangyu’s /£ B & (1599-1645) military accomplishments
and sad death.

1%2«Conquering the South” Grand General was the tfl&ang Hu:-4fi (221-278) and Du Yut 78 (222-285) of
the Western Jin Dynasty. Ma Yuan once led the aiongonquer Jiaozhi in south China. Zuo Liangyu wsd
Marquis of Appeasing the Soui#iFd . According to his biography iMingshi Zuo Liangyu intended to overturn
Hongguang Emperor without success; he died in tdggeause his insurgence weakened the Southern ddimg
and allowed the Manchus to speed the process s$iogthe Yangzi River.

153 Xizhou is Nanjing. In Xie An's§% (320-385) biography idinshu# &, it is said that when Xie An died, his
nephew Yang Tar: 2 walked to the gate of Xizhou and wailed thereX@. Here Wu Weiye alludes to this story.

34 ju Jingting’s original surname is Ca#f. Once he rested under a willow tree. He shed tehite touch its
branches, and decided to change his surname towlich means willow. See Wu Weiye, “Liu Jingting’s
Biography” #i# 5= 1%, Wu Meicun quanjis:ti#f 44 (Shanghai: Shanghai guji, 1990), vol. 52, pp. 1056
Jingting’s crying over a willow follows Huan Wenfamentation over a willow, idA New Account of the Tales of
the WorldtH 5 #ris, 2.55.

1%5Wu Meicun quanjivol. 22, pp. 580-1.
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because of the multiple meaningszohghendwhich means political rivals or talking eloquentl
with great ease) anglouxi (which means pleasures/games that ruined the ywmasties or
treating things playfully), they also describe ISwskill and his attitude towards the subjects of
his storytelling. The second stanza summarizesipiseand downs of Liu Jingting’s patron Zuo
Liangyu &2 R £ (1599-1645), the high-ranking general of the SeuthMing court whose
insurgence precipitated its ruin. The image of wikow tree in Jia Fuxi’s “Lament for the
Southland” reappears at the end of the lyric, whaweJingting metamorphoses into a willow

tree as the last witness of the bygone past. Wterjaimself becomes the symbol of nostalgia.

Both Liu Jingting’'s eloquent retelling of Chimekistory and his playful rendering of it parallel
Jia Fuxi’'s drum-ballad retelling. Liu's contempt fGonfucian scholars and his pride of retelling
Chinese history originally written by the lattersalevoke Jia Fuxi's sarcasm of Confucian
scholars. Not only do they view Chinese historyaaplay, but they also play protean roles,
jesters, historians, storytellers, and the fishermad the woodcutter. If the talk and laughter of
the fisherman and the woodcutter lament the tenipoi@ human existence in Yang Shen’s
ballad-narrative, storytelling of Jia Fuxi and Liingting mixes lyrical lament with irony and

invective that subvert the Confucian constructib@binese history.
Gui Zzhuang’sRemnant Sound of Playing the Zhu

Like Yang Shen and Jia Fuxi, biographical rdsarf Gui Zhuang emphasize his eccentricity.
The word that appears repeatedly in the recordiesaribe his personality is “strang@f. Gui

Zhuang and his close friend Gu Yanwu enjoyed etarak, with Gui said to be strange and Gu
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to be weirdi## 1% Gui Zhuang's strangeness can be seen in severattas He was good
at wild grass script, and was often so absorbemriting calligraphy after drinking wine that he
ignored people around him. After the fall of thenlglj he visited famous mountains and rivers to
commemorate the past, and shocked onlookers byngaitt these historical sitéd’ If these
anecdotes model on the calligrapher Zhangiiii (late 8"-early 9" century), who was famous
for writing wild script after drinking wine, and éhpoet Ruan JitfE (210-263), who was said to
wail when reaching the dead end in his biography, Zhuang’s choice of building a cottage
next to tombs and the couplets he wrote for theagetshow his eccentricity: “A couple lodge in
a happy shelter. The wife is too smart and the ddbtoo weird. Neighbors live in the

netherworld. How few are living people, and how muous the ghosts!'™W [ 75 %462 &, FE K

AW R DU B R 2 2, AT 2095 i g 22 1°°

Gui Zhuang was a staunch Ming loyalist. Livingxhto tombs was one way of expressing his
denial of the new regime. Another way was to chahigename into Zuomingk#, literally
meaning to bless the Ming. In 1645 the magistré®@®w Zhuang’'s hometown Kunshan ordered
men to change their hairstyle, Gui resisted thewatd led the local people to kill the magistrate.

Then he shaved his head to become a monk, caitingelf Puming Dhuta% i g, and fled:>®

There is an anecdote about the circulation of Zhuang’'ssanqulyric Remnant Sound of
Playing the Zhult is said that its fame was so widespread thatShenzhi Emperor (r. 1644-

1661) ordered it to be submitted to the court. Beedt contains passages that offended the Qing,

1% Wang Desenf {7k, “Kunshan mingxian huaiang zhuanzaif'ili 9] & #1428 %, quoted inGui Zhuang ji p.
577.

%7 bid., p. 577.

138 Gusheng xubiafillfi% 4 4, quoted inGui Zhuang jip. 577.
159 Gui Zhuang jj p. 579.
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it was abridged and retitleSorrow of Eternity# i%. The Shunzhi Emperor praised the work
and asked it to be performed to accompany his m&4ls the original title,zhurefers to an
ancient stringed instrument, and playing #nei alludes to Gao Jianiiiii#f, the player of the
zhuin the Warring States Period, who tried to assa®in Shi Huang (259-210 B.C.), the first
emperor of the Qin dynasty, by hiding lead pieceshezhuand striking at the emperor with
it. *** Many writings by remnant subjects compare the Qilygasty to the Qin dynasty to
emphasize their violent conquest and suppressi@ppbnentsRemnant Sound of Playing the
Zhu belongs to the same writing tradition. Not onlyrdaui Zhuang's identification with Gao
Jianli be seen in the allusion to thley Gui Zhuang was also famous for singing sad safigs
drinking wineé"®?, echoing the story of Gao Jianli playing #teiand singing songs to see off his
friend Jin Ke to assassin Qin Shi Hudfyln addition, they both heroically attacked enemies
Remnant Sound of Playing the Zthws can be seen as the textual fruit of Gui Zbisasad

songs through impersonating Gao Jianli.

The format ofRemnant Sound of Playing the Zisulike Yang Shen’s ballad-narrative in
mixing different genres. It begins and ends witsexen syllable quatrain. In the middle are
twenty songs written to a variety of tunes thatrehhe same rhyme. The abridged version

Sorrow of Eternitydeletes the framing poer¥. The reason of the deletion is obvious, as can be

180 Quan ZuwangtH % (1705-1755),Jieqiting ji waibianfi## 5= 4 414, vol. 31, quoted iGui Zhuang jj p. 589;
“Mr. Gui Xuangong's Chronicleff Z #5844 45, Gui Zhuang jip. 576.

181 Shiji, vol. 86.
182 Gui Zhuang jj p. 580.

183 Zhan guo cg“Yan ce sani s =.

184 The abridged versioBorrow of Eternity# it % doesn't include two poems at the beginning ancetid; and the
names of the tunes.

226



seen in the beginning poem quoted here. In thisnpdkee chill sob of the mutatezhi*®® means
criticism of moral and political decline, and thaigry minister's heart refers to Gui Zhuang’s

loyalty to the Ming.

| write new lyrics for music to lament the chan@esn the past to the present,

| play theZhuwhile singing the sad song, sorrowful sound is mgyv

Don't dislike the chill sob of the mutatethi.

In it you can tell this solitary minister’s heart.

HARHAE A, RN . SO, BN — . 1O

If Jia Fuxi views history as a puppet theatesatirize historical actors under the control of
profit and fame, Gui Zhuang treats history as & ptathat the idea allows him to be the
creator/interpreter of the puppet show. He writeg Confucius compiles and judges history as a
puppet player manipulates puppets/skeletons. “Whahost laughable is that old Confucius
reveled in brushes and ink, writing the historyweb hundred and forty years as if manipulating
dead skeletons.’f W 22 35 7 B0 Z 8 1, 40— 1 VO 45 5 Bl B R 45 A R B V% 181 1%7 In
Confucian classics, ConfuciuSpring and Autumn Annais considered to continue the function
of poetry (inShijing in Mengzi “When the wooden clappers of the sage-kings ckdbeOdes
perished. When th@desperished, th&pring and Autumn Annalgas created”t # 2 5 5 1 55
T, BT % B RAE .28 The formulation fromMengziis the precursor for the idea of poetic
history or the poet-historian, meaning that poetsgumes the functions of historiography by

keeping historical records and passing on histbjucigments. However, rather than comparing

Confucius’ Spring and Autumn Annal® poetry, Gui Zhuang views Confucius as a drashati

18 Chinese literary historical process was often dieed in terms of the movement between “propdt” and
“mutated” 5#. “Proper” describes the stability of a governmavitjch is manifest in the tone of the poems of musi
of the age. “Mutated” appears as a falling awaydeaxolution, in which the imbalances in society nfesti
themselves in poetry and music. See Stephen OReadings in Chinese Literary Thougpt 47.

16 Gui Zhuang jj p. 161.
%7 bid., p. 162.

%8 Mengzi8.21, translation is fromirauma and Transcendence in Early Qing Literatyre75.
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and his historical writing as a puppet show. Hisaidof dramatic history or the dramatist-
historian is not just rhetorical, showing the imfice of theatrical rhetoric, but assumes larger
implications in that drama lends more expressigedom to historical writing than poetry, given
the Confucian poetic tradition of constraint anccatem. While poetry and historiography
require indirect expression, treating history gaippet show allows him to freely unleash anger

and sarcasm.

Like Jia Fuxi’s drum ballad on history, Gui Zng’sRemnant Sound of Playing Zhdicules
Chinese history from antiquity to the Yuan dynastybverting the Confucian construction of

history in official historiography.

Nuwashi, why did you cut the feet of the turtle ttisrved as the pillars of the sky?
Youchaoshi, why did you build shelters from the d#rOld Paoxi, you were illiterate, so why
did you draw odd and even numbéPé®Id Shennong, you lacked palate, why did you try
the flavor of flowers and herbs? Also, there wasb Xlianyuan® who asked for trouble. He
created the array of fish changing to dradéhthat spread all over the world. He followed his
imagination and made the military strategy of tigert and leopard’® Thereupon, he left a
knife that would kill people for thousands of years

LU PARE AT AL R AR 2 AT 53 IRUR G BR dle JR B ? TS AR 2 B AR A B A 2 T
ANFNRIZ AR VR E AT BT AR 2 R, SRR T e, RERNES

B, [FET e EAT, 17

But unlike Jia Fuxi who condemns the foundatiorahe of the Ming dynasty, Gui Zhuang's

loyalty to the Ming makes his portrayal of the Midgnasty unequivocally positive, in contrast

189 paoxi is said to create the eight diagrams.

10 xuanyuan was the name of a hill where the YellompEror lived and that he took as a name. The Yellow
Emperor is regarded as the initiator of Chinesdization.

" This refers to the institution of civil examinai® Those who pass the national exam are liketfishjump the
Dragon Gate and become dragons.

1721t is said that Jiang Shang wrdséx Military Strategies of the Grand Dukehich includes the strategy of the
tiger and the strategy of the leopard. Here thatesy of the tiger and leopard refers to greatanifitalent.

18 Gui Zhuang ji##E4E (Shanghai: Shanghai guji chubanshe, 1984), p. 161.
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to the moral ambiguity in Jia Fuxi’'s treatment bétMing in his drum ballad. He praises the
founding emperor of the Ming dynasty in expelliraylmarians from China, and pours out grief at

the fall of the Ming.

Only the founding emperor of our great Ming eststidid the new dynasty early in Jinling. He

expelled tigers and treated heroes with respect.féices cast out enemies, and the fog and
mist were dispersed. He cleaned the mountainseotdluntry that were once enshrouded in
darkness, making the breeze fresh and the moomtbrdite conquered barbarians whose

language and clothes were extremely dirty and ntiaela the subjects of China.

MEA IR R i 2% € e R, BRSRST, 180E5E, WARMR, HEUEW. KR ARKRH

OO LT A% T A5 L e, K — TR AR AN S (0 0 35 W AR B B f e g, 74

Grieve, | grieve to know that the sacred emperoo vdigned for seventeen years covered his
face and hanged himself on the Coal Mountain. @riégrieve to know that the corpse of the
sacred empress who chanted “Fish Hawksind inherited good reputation was thrown away
at the gate of the inner palace and that not eymalaace lady mourned for her in private.
JRYRIYR ! JRIR T E AR S R R I IR R L F o JRRIRRRE | TR ISk R B 0 1 EE B R AR AR P
W AL, T

The role of the dramatist-historian gives Guughg expressive freedom to satirize political
circumstances during the dynastic transition inagy wnpossible in poetry and historiography.
His description of the betrayal and incompetencehef civil officials of the Ming echoes Jia
Fuxi's portrayal of the Shang people’s betrayatha ruler after the conquest of the Zhou. Not
only does he criticize civil officials’ inconsisteyy but he goes so far as to expose sexual
exploitation involved in the Manchu invasion.

Resent, | resent that the civil officials, who need imperial favor, profited from imperial
mandate, wore black gauze caps (official posts)gaiden belts, now kowtow in the enemy’s
court with memorials making appeals to the enemywdoend the throne. In addition, the
literati who are said to be able to read draft édect of the ascension to the throne. Those
useless, stupid aristocrats are like sheep and pigsisoned in the corner of the east city,

with their fingers pressed between sticks as a fofnorture. Delicate, pretty girls flirt
unscrupulously in daylight. Handsome gentlemen @rawvn to the palace to be male

4 bid., p. 163.
75 1t's the first poem oBhijing celebrating the virtue of the wife of kings.

18 Gui Zhuang ji,p. 163.
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concubines. What's more detestable is that whiep®ople on the streets grieve to lose the
ruler, thousands of officials in the palace celebthe morning audience. | would not spare
their life even though they were cut into ten tremds of pieces.
RAME AT FHEZER, W3, OB, SWBHEE, 5 H B EE R Wz
R ENER . EAIRGER TR SO, BELR A EGE . IBEAERNE AR, WERX,
AL R IBPE, AIEFE T IR LR, A H RS R R, EL Mt
HER R, SRR UM S R, ST R, (S e

Gui Zhuang's harsh criticism is also toward miltaofficials’ failure of defending the Ming
dynasty. He uses the rhetorical strategy of rhythrepetition often found in folk songs to
lambaste cowardly officials.

There was no one to establish the banner of aedgistand go to the Jingxing Mountairto
set ambush and lead a punitive expedition. Therg neaone to ride an iron clad horse to
cross the Yellow River to defeat enemies. There m@a®ne to cry his eyes out at the Qin
court like Shen Baoxu of the CA(f There was no one to shed tears at the New Paviken
Wang Dao of the Jin Dynasty’ There was no one to beat the oar in surging wav&here
was no one to get up to practice sword at the evsstrow®' when stars were quiet and the
shadow of the moon was small. There was no onéddis own tongue and spit blood to the
enemy like Yan Gaoqingi i, the magistrate of Changsh&hThere was no one to defend
the isolated city and have his head broken in énepte’®® Most of them were so scared that
they prepared to flee when hearing the sound ofMihd and the cry of the crane, presenting
Qing, Xu, Yan, and 3*as a gift to the enemy.

7 The Jingxing Mountain is a branch of the Taihaamge. It is an important military fortress.

178 Shen Baoxu was an official of the Chu in the Spramd Autumn period. When the Wu invaded the CtgnS
Baoxu cried for seven days at the Qin court to ymde the latter sending armies to save the Chu.Q@ihewas
moved and sent the arnBuozhuanthe fourth year of Duke Ding: /A I 4E.

9 The New Pavilion was a place where scholar-officisf the Eastern Jin had social gatherings. Oncguch a
gathering, the officials lamented for the lost herh territory and shed tears. The prime ministemg/DaoT i
(276-339) told them not to cry but work hard toaeer the lost territoryShishuoxinyut: 5255, 2. 31.

80 This is an allusion to Zu THi% (266-321) of the Eastern Jin leading armies tssthe Yangzi River to recover

the lost territory. He beat the oar in the middighe River+iii %45 to swear to recover the lost territodjnshy
vol. 62.

181 7u Ti is said to get up and practice sword whearing the rooster’s crow.

182 yan Gaoqing (692-756) was appointed the magisw&t€hangshan in Hebei province. He fought agakrst
Lushanz k111 (703-757) rebellion and was executed by the latter

18 Nan Jiyunii % z (?-757) was a general of the Tang Dynasty. He fighting An Lushan’s army in Suiyang
(modern Henan province). After his death he waohegh by the Tang court and his sculpture was astaa in the
temple of Suiyang to receive sacrifice. Liu Zongywaote the stele for him.

184 These four regions belong to nine stateg| of China.
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The most striking part of Gui Zhuang®mnant Sound of Playing Zimvolves his portrayal
of the corruption of the Hongguang Emperor's SouthBling court. It seems especially
appropriate to associate the Southern Ming coutt witheater, since the Hongguang Emperor,
Zhu Yousong, was obsessed with theater, and mapgctss of the court had performative
gualities. In an anecdote, Zhu Yousong was saltetanhappy on New Year’'s Eve of 1644, and
when asked if it was because he was thinking ophrents, he answered, “There are not many
good actors in the Pear Garden (the imperial thgdies ik /> 4% %, In another anecdote,
“When Ruan Dacheng made a rally to pledge resaluiothe Yangzi River, he wore a white
embroidered robe with an emerald belt. People wergrised that he was dressed like an actor.”
BERSREZERTVT I, A 2ol B2, R 2 45408 4 o . 1% Historical accounts on the Southern Ming
court are full of such anecdotes, ballads, and gnus/that ridicule the court. It seems there is a
correspondence between these gossips and theofisratature of the court. Gui Zhuang’s
portrayal of the court also takes advantage of ¢bisespondence, using wordplay and vulgar
vernacular to reveal sordid political schemes @f tourt. According to the historical account
Lugiao jiwen JEEHEACR], Shi Kefas:nlyk: (1601-1645) and other righteous late Ming offigial
refused Zhu Yousong’s ascendency on the grounchofsdack of moral integrity and learning,
but Ma Shiying -+ (ca.1591-1646), who happened to meet Zhu whildatier was in exile

and thus kept Zhu as a rare commodity for his ownelit, convinced a group of military

185 |_ugiao jiwenfEHE4C R, shang [, in Taiwan wenxian congkamo. 127, p. 9.

186 | ugiao jiwen p. 6.
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officials to support Zhu by promising them high kan®’ Facing Zuo Liangyu’s threat of
crossing the Yangzi River and Manchu attack, Ma/i8birepudiated many officials’ suggestion
of withdrawing troops from fighting against Zuo hgyu, saying “l would rather die by the hand
of the Northern Army than by the hand of Zuo LiautgisEdt, #5674 . %8 Ballads that were
popular during the time of the Southern Ming coavidly reveal the fact that Ma Shiying and
his cligue dominated the court to make it a reanlyree of profit. “Secretariats are everywhere,
and military governors fill the street. ... All theomey of the southland is swept away to fill the
mouths of the Ma family*h EpEH A, #EWHATE. ... fBFIL R, HEHK K 0.1% Modeled on
these ballads, Gui Zhuang's song satirizes Zhu ¥ogls supporters’ scheme of dividing up the
southland.

Prince Fu (Zhu Yousong) rose in Jinling, and themebshone on the southland. They boasted

their strategies, promoted their supporters, amvetl off iron contracts®. They made evil

associates and made noise like cicadas and maleetsi The region between the Yangzi

River and the Huai River is small. It's not for thight of a group of wolves. The southland,

half of the Chinese territory, is not a place farlords to fish.

CEAETER, TEEER. 758 R AT SR, AE I A B g ief FEO s e o R 2 K B

VEHEATSHRVD, (EPRERVL Rt NS A 8.

While the court was torn apart by factions ies&hd threatened by Li Zicheng's rebellion and
the Manchu army outside, Zhu Yousong kept on ongdeto select imperial concubines, resulting
in several girls’ suicide and social upheaval. MeylBg stood between Zhu Yousong and court

officials, not letting Zhu see memorials of remoaste and making him a puppet, who “did

nothing but took pleasures in performing northeaju drama, drinking liquor, and having sex

187 ugiao jiwen p. 1.

188 |bid., p. 13.
189 bid., p. 6.

10 The iron contract is a pantile shaped iron, enggawith words. Emperors grant it to officials toverd their
outstanding services.
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with underage girls™f LA, §Xil, ¥4I 44,1 It is said that Zhu Yousong ordered
beggars to submit toads to make aphrodisiac, seasecalled “Emperor of Toadd? i % 7. 192
Just as anecdotes and proverbs represent the \afities people to some extent, Gui Zhuang’s
song mercilessly lampoons Zhu Yousong’s indulgaengeleasures and its disastrous aftermath
from the perspective of an outsider of the polltaenter.

They made monkey business, and lazed away daysfatuation. They never stopped
presenting singers and dancers to the Hongguangetmpand never stopped choosing
beautiful girls. The Hongguang Emperor drank spirés drunk as a fiddler every day. His
majesty was such a heavy drinker that a thousahtigoof wine could barely satisfy him. It
is also said that his majesty was more potent agllemdowed than Xue Aocao (624-755)
Fortunately, the secret sexual medicine made ofvidreom of toads was wonderful. It's
incomprehensible that before the enemy’s challéngear reached the Ganquan Paldte
the imperial carriage decorated with emerald faathas already on the way to the Tongguan
pass > Suddenly southerners were frightened, and norénerwere arrogant. The Yangzi
River stunk, and the imperial air of the Zhong Mwim*® disappeared. The reign of the Han
Chinese ended.

BAMEME ] — (8], BERRIR SR . RRANIE R DRIE, SEAGEIEA A, A H BRI, Wi,
HETED, HEHEESRERNE, A CIERRALEETT Y. SRR ERIET Rk, R
Jo b 7B, —EREANEE, LAEE, RIDKEE, SSH, SAZENER.

Gui Zhuang’s lampoon of the Hongguang emperooisrt is followed by his decision of not

succumbing to the power of money and not writingmogals of surrender for it again.

| will never submit memorials of surrendering torlleians to the small court; never pay
money to the kingdom controlled by the god of moteynake connections; never kneel to

911 ugiao jiwen p. 6.

192 As a parallel, because Ma Shiying enjoyed cridiggtting, he was nicknamed “Mr. Cricket®i k2. Ibid., p.
14.

193 Xue Aocao is said to be the lover of Empress WA4{805) of the Tang Dynasty.

% The Ganquan Palace is a palace of the Qin Dyniiste it refers to the Southern Ming court.

1% The Tongguan pass was built in the Eastern HaShanxi. Here it refers to the border between thgore
controlled by the Southern Ming and the region ralgd by the Manchus.

1% The Zhong Mountain is in Jinling.
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present fine pants and codf¢o those who were drunk and in a state of ecstasifl pluck
all the hairs of mice and wolvE& and smash gold ingots. | have broken with higlciafs™*°
and said farewell to papéP? will retire to the lush woods, luxuriant grassése mountain
side, and the river side, singing and keeping campdéth the fisher and the woodcutter.
A R /NPEFERR PR ISR, B F) SR B 5 Aa B 80, P AN 1) AR IR AR B R Ve A . R BRR
%2, MEWHUTE, BAHRCHRS, WeAEER T, BERANEE, HKIE, — iR,

His gesture of abandoning brushes and paper ngtimdicates that he refuses to serve the court,
but also emphasizes his distrust in writing, sinisefarewell to brushes and paper is followed by
the description of his singing songs and becomivegfisher and the woodcutter. His refusal of
writing documents for the court can be understaothe his refusal of engaging in writing by
extension. The written word is associated withawddi history and court historians, whereas song
and storytelling are domains of the fisher andwlo@dcutter, who possess higher wisdom than
court historians and pass on their judgments abhighrough oral transmission.

In the last song, following the lyrical ideal withdrawing from the world to become the fisher
and the woodcutter, Gui Zhuang mixes lyrical tramskence of sordid reality and the theatrical
world with the formal features afanqu lyricthat have been represented in the previous songs,
including the use of vulgar vernacular, wordplaythe use of the same rhyme, and rhythmic
repetition, achieving a combination of lyricism andgarity of popular songs.

| will stand on the hillside and next to the middiethe water, gaze at the waves of the clouds

and sea, lean against the top of the plum treevaltalv tree, listen to the sound of the bell
and chime stone, and sleep in the chamber of inatsoaind Buddha, despite the sun and

97 1n Sorrow of EternityJ## is written asii%, meaning pants and coats. Sif## doesn’'t make sense, | choose

1% Brushes are made of the hairs of mice and woRkgking all the hairs of mice and wolves meanstaakrite
any more.

99 Mr. Ten Thousands of Dan (a unit of measure fairgrwas the title of Shi Fefi # of the Han Dynasty. He and
his four sons were high officials, and their salarytotal equated to ten thousands of Dan. Hereférs to high
officials.

2017 Han Yu's essay “Memoir of Mao YingE 14, brush, ink, ink stone, and paper are personifiad, paper is
personified as Mr. Chu.
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moon high in the sky. In the end | will not havehaed of worry. Indeed | will be like a fish
jumping into the sea and a bird that is freed ftbmcage and flies away to the blue sky. Even
though they make the silver seal and blue ¥asis bait and the gold seal and purple sash as a
fishing line, and fish with a huge net, pooh, Ilwgihake the head and wag the tail like a fish,
never coming back.

B3 1L BRI, SR RS, R MR AR, T g OB R, B R fh e, AR H s H . SIS 2 5 A
P, REEANE S, BEES, IS HEREE. BHSIRGTIEM, &K% 546G, B RIMMERAER, B
WRIR! (522 Se AR R R BRI AN T

Conclusion

Three characters discussed in this paper, &y, Jia Fuxi, and Gui Zhuang, are all famous
for their eccentricity. Yang Shen had a romanticspea, Jia Fuxi claimed to pursue profit, and
Gui Zhuang was a heroic monk. Their eccentricigs lin that they played roles other than
Confucians. They played roles because they weikudiened to be Confucian scholar-officials,
and their role play was in accord with their instrin theater, storytelling, and popular songs,
which were traditionally low genres and practicgdoleople with low social station. Low genres
facilitate the expression of irony, invective, aoghicism in their ballad-narratives. Though
resentment® is one function of Chinese classical poetry acdogrdo Confucian poetic®?
Confucian teachings of decorum and constraint mareless suppress the expression of
resentment in poetry, or allow resentment only ifdes not become radeifi 4~%2°. Confucian
historiography also asks historians to refrain fromspoken remarks. Thus it is only in popular
genres such as drum ballad aashqulyric that they could pour out resentment, anged grief.

In addition, the entertaining, playful charactertbéater gives a new twist to resentment by

adding humor and laugh to it, thus creating a pshgically more complex expression of

21 This refers to the clothes of officials of hignka.
202 Analects 17.9. It originally describes the functionsSiiijing but later extends to poetry in general.

23 Guoyul# &, vol. 1.
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resentment. Low genres also offer a channel fottipally marginalized literati and remnant
subjects to explore the commensurability betweeatdr and history, and to view history as a
puppet show, a story, and a song by the fishermdnttee woodcutter. In Yang Shen’s ballad-
narrative, the commensurability between a puppeivsdnd history allows him to express lyrical
lament for the temporality of human existence Rliai's drum ballad also combines theater with
lyricism, but its most striking part is his view bfstorical actors as puppets driven by selfish
motives, creating a curious dialogue between hisbcation of his own pursuit of self-interest
and his morally based criticism of history. Like ngaShen and Jia Fuxi, Gui Zhuang views
historical actors as puppets, but it is not fates@fish motives but he himself as a dramatist-
historian that controls puppets. Thus moral amlygun Jia Fuxi’s drum ballad is replaced by
clear-cut judgments of good and evil in Gui Zhuarggnqulyric, and lyrical lament in Yang
Shen’s ballad-narrative and Jia Fuxi's drum baletomes lyrical triumph of being able to
control and transcend the theatrical world. In thikee characters and their historical narratives

reveal the contributions low genres and theatdo#ilre make to historiography and lyricism.

236



Chapter Five
Writing, Dreaming, and Painting: Redefining Timealépace

In the eighth month of 1644, four months atte fall of the Ming capital to Li Zicheng's
rebel army, earthquakes happened in southeast GKinding to the Confucian correspondence
between celestial phenomena and human affairs, Wéiyé@\Mvrote a note on the earthquakes,
“There were three earthquakes in one day. The Gfmmpgcomeétappeared in the east, shining
brightly. There are shadows of swords and banrmdlected in it. Zhang Xianzhong (1606-1647)
captured Chengdu. The people revolted in DongyZhgjiang.” #—H=7&. &5 {E 7, 615
PAKE, T IR 2 8. SRR S, W RS R .2 In the eleventh month of the same year,
the ancestral tombs of Zhu Yuanzhaigct (1328-1398), the founding emperor of the Ming,
in Fengyang were damaged by earthquakes. Shi Kefa’: (1601-1645) submitted a memorial
to the Hongguang emperor to remind him of the urgéonation by drawing a parallel beteen the
damaged tombs and the country in turmoil, “The ingdéombs are in desolation, and mountains
and rivers are boiling in a seething cauldrd@isi#e, i 5.2 As the Ming suffered from
earthquakes, social upheaval, and foreign invasiowltaneously, the mountains and rivers of
the country were torn both in a literal and metajgad sense. The tendency of the Chinese
language to replace abstract concepts with condneéges determines that such phrases as
“mountains and rivers boiling in a seething cautdrtake up political connotations in an age of

war, violence, and devastation. Spatial phraseaimlgolitical connotations, and accordingly

! The comet is said to herald w&hiji, vol. 27. 1336.
2 Lugiao jiwen p. 5. The book is attributed to Wu Weiye.
% Lugiao jiwen p. 7.
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defining space becomes a political gesture. Onsuch phrases is “inundated langii.*
Lamenting the fall of the Ming into the hands oé tManchus, Gu Yanwu wrote, “China has
become inundated land® 1| C.F31.° Perhaps the spatial image most commonly emplayéuki
writings of remnant subjects to refer to the falthmasty in Chinese history is “broken space”
(literally broken mountains and remains of watéfg)iFi/K. It was first used in Du Fu'st#
(712-770) poetic couplet “This stream of yoursthamugh borrowed from the blue Yangzi./ This
bit of mountain sliced off from the Jieshi rofksEl/K gLk, 58 L&A F.” In this couplet the
phrase simply means that the pond and artificiaumi&in in a private villa seem to be an
extension of rivers and mountains in nature. Thegd later developed from a synecdoche for
nature to a synecdoche for the fallen dynasty. 8ot Song painters’ tendency to portray a
fragment or a corner of landscape was traditionaligrpreted to be a pictorial rendering of the
Southern Song court’s loss of sovereignty overm6tina® Thus the phrase “broken mountains
and remains of waters” evoked both the fragmendeddcape and compromised sovereignty.
The double associations of the phrase explainessirgence in the writings of early Qing
remnant subjects. First of all, remnant subje@sdferred their feelings of being left behind by
the Ming dynasty and their pain of being destroggdhe dynastic transition to the fragmented
landscape detached from its original locale. Seconthe fragmented landscape they found that

presence was in absence. Thus Kong Shangren paitbagken mountains as a token of the past

* It is an allusion t&hishuo xinyu26. 11.

®> Gu Yanwu, “To the Lofty Minded Gentleman ZuomimgWuxing” % #4757 = 1 #E B, quoted inGui Zhuang
ji, p. 583.

% Burton Wastson’s translation. Jieshi rock is &rfmzmation off the northern coast of China.

"“Accompanying Mr. Zheng of the Broad Learning Aeaty on an Outing to General He's Mountain Villg#%5R
J#& SCE AT EE LMK, no.5 of ten poems, iBushi xiangzhy2. 151.

8 Wang Keyu/E ¥ T, Shanhuwandfit #i44, 29. 485.
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destroyed by political cataclysm. “The broken maimg are the most real in my dreams. The old
landscape cannot be forgotten even though | wamfetorid of it” 5112 5 B, #5hE Ffiad

While mournful nostalgia coded in broken mountaamsl remains of waters dominated early
Qing writings, a rare and more original approachruken space was to reconcile with damage

and celebrate its result. We will see this new whgefining space in Zhang Dai’s essays.
From Broken Space to the Peach Blossom Spring

At the beginning of the essay “The Cao Mouritafiili, Zhang Daisk 1y (1597-1684)
describes the process whereby the Cao Mountaircaragd and chiseled by people who took it

as a quarry rather than a mountain.

The Cao Mountain was a quarry. Those who chisetatdsr there numbered more than
hundreds, but they never regarded the mountairaesop a landscape. They chiseled hard
rocks, and left those with flaws; they chiseled lghocks, and left broken ones; they chiseled
thick rocks, and left thin ones. As time went byhawvwas left behind became high hills;
broken rocks cracked, becoming lofty peaks; thitksowere rifted, becoming smooth gates.
Thus hard rocks were cut down day by day, andsctime into being; whole rocks were
carved day by day, and grand chambers emerged; thoks were layered day by day, and
steep ranges thrust out. Mosses grew on rocksbilgnfigs grew in the earth, and the
mountain was covered in lush greens. In deep resesere deep pools, and in the shallow
were shallows where boats could pass through. desraere built on low slopes, kiosks were
built on high peaks, and then it looked like a pam displayed in the mountain. Therefore,
the original Cao Mountain was abandoned, but aftero one could abandon it; later the Cao
Mountain was made, but after all no one could makghis is because Heaven worked here.
The making of the Cao Mountain was not something owild control, nor was it something
Heaven could predict.

B, A, BagBiass, @AMELKE. BHESE, RRAE Y, BHEE, HRIEZ,
BHEE, MUEZ., HEA R, BEHE, MERREM, wER, REREW, #Es,
R, HREE A, minEEAS, BEHEK, MEENS: EHFHER, meEsRE. Al
ERE, LRIEES,, MRS, WRIER, AWM, miHEEs, (RAEE, SR8, m

[ EAES . R Eil, AR, mAARGKREL . B2E I, HAME, WAANGKE
2. WHMAERE, NFAREY, MR LEH:, 1°

® Kong ShangrerThe Peach Blossom Fad. 260.
19 Zhang Dai shiwenji {5 3 4 (Shanghai: Shanghai guji chubanshe, 1991), p.3172-
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Zhang Dai’'s description of the quarry reveals acpss of damage and rebirth. The workers at
the quarry chose hard, whole, and thick rocks, laftdcracked, broken and thin rocks behind.
However, rocks that were left behind gradually Imeeahills and peaks and the new Cao
Mountain came into being. Human interference seaimel@stroy the old Cao Mountain, but the
new mountain was the fruit of the damage men madéd old one. Zhang Dai attributes the
making of the new Cao Mountain t@an &, but his definition otian is unique in that here it is
not a creator that controls the destiny of the @lmuintain, but rather a witness of an inevitable
process. Zhang Dai perceives an inevitable proaessa natural process. It is inevitable and
natural for men to choose hard, whole, and thidksaat the quarry for the sake of living; it is
also inevitable and natural that rocks left behmedhaped themselvedian could mean
everything beyond the control of men, but here Wateing Dai means hiyan conflates its two
basic meanings: Heaven and nature. Thus the Caamtsious the work ofian in the sense that
social necessity and geological movements makendt that Heaven witnesses its formation

without being able to predict or interfere withfilemation.

Following the logic of the Cao Mountain as therk of tian, Zhang Dai ruminates on the

significance of the natural process that makepigdy “broken mountain”.

| think that the mountain was destroyed by men @eah destroyed what could not but be
destroyed, and what had been destroyed became @taimoagain; the water was left behind
by men and men left over what could not but bede#r, but what had been left behind still
remained water. The mountain and river are pergsayeso they don't lose their original
selves. ... Therefore, in this world there are thitigg suffer from being devastated but also
benefit from being devastated. The Cao Mountaanigxample in this case.

BN, BHIASARE, MBERWL; KRN, FHFAGAFE, 1HREERK.
K s, AR . ... A S 2 5, T R AR 2 /1%, B,

" bid., p. 173.

240



Not only can mountains and rivers survive damags,itbis thanks to the damage that they
become real mountains and rivers. Zhang Dai’'s vieat the Cao Mountain benefits from
damage evokes Zhuangzi’s relativism. “Their dividess is their completeness; their complete-
ness is their impairment 41, fits; Hait, %, The fact that the old Cao Mountain was
carved, chiseled, and therefore damaged only taribake to the formation of the new Cao
Mountain resonates with Zhuangzi’'s teaching thahgleteness is preceded by impairment, or
vice versa. The same teaching can also be appliedrhan being. Zhang Dai’'s admiration of the
perseverant mountains and rivers that never lose thal selves evokes early Qing remnant
subjects’ constancy and commitment. The paralleiv&en “broken mountains and remains of
rivers” and remnant subjects can be found in mamly €ing writings, but Zhang Dai gives new
twists to this discourse. The first twist is thatimplies suffering and hardship remnant subjects
experienced during the dynastic transition could destroy them but rather strengthen their
integrity. While implying political implications ofbroken mountains and remains of rivers,”
Zhang Dai makes a second twist by directing hiayess a larger theme of recognition. This can
be seen in the conclusion of the essay. “If no ionte world understands me, | would rather
they kill me. Therefore, those who torture me stillint as those who understand ne 513,
Ak, HthZ 4%k, R 41.% The conclusion evokes a long tradition of tortured
talents in Chinese literature. In Han Yu#%@ (768-824) poem “Teasing Zhang Jik £,
heaven wants Li Baf 1 (701-762) and Du Fu to write beautiful poems serids them to earth
to suffer. In Li Shangyin's®kE (812-858) “Short Biography of Li HeZ=#/M#, Li He's

premature death is said to be the result of hisralieled talent. The god invites him to heaven

12«pjscussion on Making All Things Equaf ¥, Zhuangzi jiship. 70, Burton Watson’s translation.

13 Zhang Dai shiwenjip. 173.
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to change the situation that not many are as &deas him there. Zhang Dai’s inheritance of the
discourse of talented men’s ill fate both obliquelyticizes the social, political world and

reconciles with reality in terms of Daoist wisdom.

Zhang Dai also extends the discourse of reeoymitalented men to the recognition of
unknown space. Heaven should be the judge of &lent since Heaven is simply a witness of
the formation of the Cao Mountain, it is Zhang re writer who discovers the value of the Cao
Mountain and thus partakes of the authority of HeavThe Cao Mountain” is the first one of a
group of five essays titled “Five Unknown Mountainsthe Yue”#& il Fifk5c. All five essays
parallel recognizing talents with recognizing unkmospace. In the preface to these essays,
Zhang Dai describes the failure of Heaven to remsgthese mountains and declares his aim of

repairing the flaws of Heaven.

Among mountains and rivers of the Yue, the Cao Maunand the Hou Mountain were
manmade, so Heaven is not their master; the Guainkdm was moved by the earth, so
Heaven can’t imprison it; the Huangzhuo Mountaid &mei Mountain were hidden by
people, and Heaven wasn't able to make them se#fr. IZhang, aim to mend the flaws of
Heaven, writing accounts of five unknown mountafshe Yue. Then they are still made by
Heaven, moved by Heaven, and hidden by Heaven.efdre; Mr. Zhang's achievement is
not beneath Niwa's.

B K, B, MUL A AT, RSN R BRI AR TE, RASMES, EB WE
NPT, RAGM M. R7PEAEMAR, AERL TR, RETiRE, R, ERE
. WIRT 2, RELEET.

Among five mountains, two were manmade, so Heawmat be said to be their master; the
other two mountains were overlooked by men becatiffieeir hidden locations, so even Heaven
was not able to make them known; the last one wadenby geological movements, so Heaven
was not involved in its formation. Zhang Dai argubat since Heaven does not fulfill its

responsibility of creating and acknowledging thegmuntains, Heaven has flaws that need to be

14 Zhang Dai shiwenjip. 172.
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repaired. If Niiwa repairs the hole in the sky ia #mcient legenf, Zhang Dai purports to repair

moral flaws of Heaven.

Repairing the flaws of Heaven implies the absest a moral authority in an age of social and
political upheaval. The way in which men like Zhabgi take up the moral vacuum left by
Heaven is through the act of writing. He celebrates power of writing to rediscover and
redefine space. If Heaven'’s indifference to thesemmains makes it only a titular master, Zhang
Dai breathes new life to them by making them imtxtual space. The resonance of Li H&$
(790-816) poetic line, “The brush makes ood Creatieaven has no merit& itk K &1 1
is heard in Zhang Dai’'s claim of repairing HeavAs. with Li He, Zhang Dai is proud of his
writing that is able to create what is not seemature, but the idea that writing restores the
moral order of the world belongs to Zhang Dai hilhs€he fact that Zhang Dai draws an
analogy between writing and repairing the flawsHgaven also reminds the reader of the
guatrain inscribed on the stone in the eighteestittecy novel,Dream of the Red Chamber
“Found unfit to repair the azure sky. /Long yearalish mortal man was I. /My life in both
worlds on this stone is writ. /Pray who will copytaand publish it? The great novelist Cao
Xueqin %35 (1715?-1763?) compares his narrative that “pusptrtfill the void left by the
concealment of real event&to the skill of repairing Heaven. If we read Zhabai's analogy
against Li He’s line and Cao Xuegin’s quatrain, ¢timm of repairing the flaws of Heaven also

seems to have a fictional feature.

% Huainanzift ¥ 1, vol. 6.

'®Li He, “Gao xuan guo i, Quan Tang Shi ¥, vol. 393, p. 2650; Wai-yee Li’s translatidBnchantment
and Disenchantmenp. 167.

Y David Hawkes' translatiori;he Story of the Stoneol. 1 (Penguin Books, 1973).
18 Wai-yee Li,Enchantment and DisenchantméRtinceton: Princeton University, 1993), pp. 167-8
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Fictionality of Zhang Dai’'s descriptions of @&wnknown mountains lies in his perception of

them as variations of the Peach Blossom Spring.

If a muddy pill blocked the mouth of the valleyethit would be like a dim, distant Peach
Blossom Spring, and certainly no one would be &bleross the ford to be there. (“The Hou
Mountain”)
BB LA O, RIE Rk, LM g st
The Mang and Dang Mountaffisire covered by clouds, and the road to the Pebmds@n
Spring is blocked. (“The Huangzhuo Mountain”)
ERRTERG, B IRk
Heaven wants to hide this mountain in secrecyimbie seen by anyone. If the mountain has
spirit, how can it be imprisoned forever? If it vimuo get rid of the constraints, it has to fly
away. (“The Emei Mountain”)
REMGHILL, EANR. WREE, BReAm, S%sE, Bafk, 2
He uses the discourse surrounding the Peach BloSgoimg to depict these mountains, making
them secret space beyond the human world. He alghasizes that they are like the Peach
Blossom Spring in the sense that they only reveahselves to those who truly appreciate them.
If the fisherman in Tao Qian’s “Account of the Pedlossom SpringBkftJk:C finds the way
to the Peach Blossom Spring by an accident, Zhaaigd3cues five mountains from obscurity
through the act of writing. After all, the Peaclto8om Spring is the most famous textual space

in Chinese literary history, and Zhang Dai aimsteate the Peach Blossom Spring of his own

time.

Calendar of the Peach Blossom Spring

19 Zhang Dai shiwenjip. 174.

?Liu Bang (256 B.C.-195 B.C.), the founding empasbthe Han dynasty, hid in the Mang and Dang Maimnst to
escape his enemies.

2L Zhang Dai shiwenjj p. 178.

%2 7hang Dai shiwenjip. 179.
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Zhang Dai’'s attempt to create textual space rsonates with the Peach Blossom Spring is
also seen in his essay “Calendar of the Peach @loSpring”#kJ5 )& 5. In this essay, defining
space is intertwined with defining time. The Pe&bbssom Spring is beyond the human world,
because it has a special way of defining time. ghBai’s inspiration may come from Tao
Qian’s poem attached to “Account of the Peach BlossSpring.” In this poem, Tao Qian
suggests that the Peach Blossom Spring does ndtanealendar because it follows the rhythm
of nature. “When grasses are exuberant, they kiawv warm spring has come. /When trees
wither, they know that the wind has been strondnoligh they don’t have a calendar, /four
seasons naturally make a yea. 58 # 8, A 5 &1EE. 8 mACE, U E susk.”® Zhang Dai's
essay expresses the same idea and suggeststitsapobnnotations. The Peach Blossom Spring
is different from any place in the world in thatdbes not have a calendar and is therefore
independent of dynastic chronology, as is saidan Qian’s account, “They (the people in the
land of the Peach Blossom Spring) did not know thate had been the Han dynasty (206 B.C.-

220 A.D.), let alone the Wei (220-265) and Jin (2&)" R4, Enans 2

Which place in the world doesn’t have a calendarite&ancient times the village of the
Peach Blossom Spring is the only place that dodmve a calendar. Because it doesn’t have
a calendar, people there don’t know the existei¢eeoHan, Wei, and Jin dynasties; because
it doesn’t have a calendar, when grasses grow giney plants, when grasses decay they
harvest® they have cold and warm days without having aweserof winter and summer,
and they sow and harvest without having awarenespring and autumn; because it doesn’t
have a calendar, they aren’t bothered by summemanigr sacrifices every year, and don’t
suffer from being pressed by the court to pay takésckens and dogs, mulberry trees, hemps,
peach blossoms, flowing water, how great is thegbyhe Peach Blossom Spring! People
who live outside the Peach Blossom Spring have aachyf affairs, a myriad of sufferings,
and a myriad of sighs and sobs, simply becauseltheg a calendar. If they want to use the

% Tao Yuanming ji jiaojian6. 403.
*bid., p. 402.

* This is an allusion taiishi chungiu XX, vol. 26.
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calendar of the outside world to make a calendauofPeach Blossom Spring, that would be
extremely unfortunate for the people of the Pedds$m Spring.

RTTEME? B EEE, MG, NS, B msl. = B, sl e
A4, RAUIERE, ARBMMEARE, AHENEEK: UERE, HERR R HE, MR
i, HERFMR, MRIEAK, FEL? BRELSN N, 2 —E, HETE, HETE,
FORMEARD, T4, JO8k LAULJE J& ek, RIBRIEZ NIRANEE R .

Zhang Dai uses the terinboth as a noun and a verb, meaning the calendaioaregulate. Thus

he introduces the socio-political meaning of thessage of time. He attributes political
significance to the calendar, and his suggestioore@ating the calendar of the Peach Blossom
Spring also becomes a political gesture. In thersgpart of the essay, he imagines creating the
calendar of the Peach Blossom Spring that folldvesrhythm of nature to regulate time that is

otherwise regulated by the dynastic calendar, yhreosl of the authoritative sociopolitical order.

However, my calendar of the Peach Blossom Sprirgdjfisrent from the normal calendar.
The Calendar of People of Four ProfessiSresays, “When the Milky Way is opposite the
Horn star?’ it's time to work at night; when the Big Dippédisappears, the water freezes.” It
also says, “When dragonflies cry, clothes are madhen crickets cry, lazy wives are startled.”
| don't depend on the position of tlé star andXuan star of the Big Dippéf to make my
calendar, nor do | use the ashes of reed membramesher | use the appearance of stars and
the sound of insects to infer the time of harvest weaving. My calendar does not have reign
titles, so there are no Wei and Jin dynastiespésd’'t use the sexagenry cycle, so there is no
need to have officials of clepsydtaThe order of seasons is as it is in the past liovio
silkworms in spring and harvest in autumn. The oafanonths is correct because it follows
the time of trees withering and grasses growinghéf people of the Peach Blossom Spring
read my calendar, they would say, “This calend@&sdwt use the normal calendar to regulate
the Peach Blossom Spring, but uses the Peach BioSpoing to regulate the normal calendar.

%|ts author is Cui Shif & (ca.103-170) .
2" The Horn star (Mansion) is one of the Twenty-eiglainsions of the Chinese constellations.
% Theli star2 /2 is another name for the Big Dipper.

#Tian Ji K3 and Tian Xuan kXt are two of the seven stars that constitute the Bjgper in ancient Chinese
astronomy.

% The ashes of reed membranes were traditionallynpiiie pitch pipes and used to decide the ardfakasons.

31 Ancient Chinese clepsydra is calledlou 75 .
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There is no calendar, but still there is a calenéédnat harm would this calendar do to the

Peach Blossom Spring?” Therefore, | m&idendar of the Peach Blossom Spring

HEAR, RZAEEM, RERRZ. RE (URALSY AE: WA, $RE 2R, KE

o "X “HEIRNG, AR WRERNG, W T MEIENE MERKE, IRAE R ERN,

AN#H . AP, MEEH:, AVHF, BEEd. FERKH, RTKRR, KRERER, Ke

Ao BREARZE: 2B, ELUBBIE, HUBEBEES. WEMAE, BIMTH

BRUESR? "1F (BRIEBY o 32

In imperial China years are named with empéas names. Since Emperor Wu of the Han
dynasty declared the first era name in 140 B.Cerwhach emperor ascended the throne, he
declared a new era name to replace an old onenay af legitimizing his imperial power. The
founding emperor of the Qing dynasty issued thenarae “Mandate of HeavenXfy in 1616,
meaning that the Manchus possessed the mandateaweH. Many cases of literary inquisition
7%k of the Qing dynasty involved the issue of using #éta names of the Ming dynasty, as
will be discussed in the next section. The eraesystiefines time by politicizing it, but Zhang
Dai challenges political time by restoring time tthe regulated by changes in nature. His
calendar of the Peach Blossom Spring redefines tima¢ is controlled by the court and

represented in era names, and redefining timesisvay of escaping the current sociopolitical

circumstances.

Heaven'’s Library

“Five Unknown Mountains in the Yue” and “Calemdof the Peach Blossom Spring” are
included in Zhang Dai'€ollection of Langhuanf#z (4. Langhuanis the abbreviation of the
Blessed Land ofanghuanfi#z#mith, which is an abode of immortals in Chinese legéltte
Blessed Land of.anghuanis different from other immortal lands in thatist also Heaven’s
library, where rare and lost books are preservesingJLanghuanto entitle his collection

indicates that Zhang Dai’'s spatial imagination lgsely related to the idea of writing and

32 Zhang Dai shiwenjip. 115.
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preserving booksCollection of Langhuanncludes one essay titled “Account of the Blessed
Land of Langhuan#fZzfaiic, a story of Zhang Hua%k#: (232-300) visit of the Blessed Land
of Langhuan The same story is first seen in Yi Shizhefitgt® (13" century) “Account of
Langhuan #%=5C, the first piece in Yi Shizhen’s collection of stacal tales of the same name.
Zhang Dai’'s portrayal of the Blessed LandLainghuanis largely based on Yi Shizhen'’s tale,
but he incorporates the elements of the Peach &losSpring to make a new version of the
Blessed Land. Yi Shizhen’s “Account bnghuan begins thus: “Zhang Maoxian was learned
and had great memory. He was once an assistanhistiator in Jian’an prefecture. While on
the way of visiting a Daoist temple, he met a sjead 585G 18225050, B A 200, Wk

=, iB— AFi4.% But the beginning of Zhang Dai's essay follows thedel of Tao Qian's
“Account of the Peach Blossom Springt{tJsic, “In the Taikang reign (280-289) of the
Western Jin dynasty, Zhang Maoxian was an assiathntnistrator in Jian’an prefecture. Once
he visited the Dong Mountain, following a streaneslore the depth of the mountai{.”&

B, SRR At S, WL, 8RN, This is a close rewriting of the beginning of
“Account of the Peach Blossom Spring,” “During fhayuan reign (376-396) of the Eastern Jin
dynasty, a man of Wuling made a living as a fistermOnce while following a stream, he
forgot how far he had gone.” &k 7t, Il Al fi 43, 80%17, K% 2 #E.%° While Yi
Shizhen portrays the Blessed Land lodnghuan as a heavenly palace, highlighting its
magnificent architecturgs % % 5%, Zhang Dai emphasizes that it is a stiighy;. Like the Peach

Blossom Spring, the Blessed LandL@nghuanis found accidentally, and once the person who

33 Congshu jicheng chubiai 4 44 (Beijing: Zhonghua shuju, 1991), p. 1.
**“Dong gong” = is a place where immortals live, so it can be naiie a synonym of the Daoist Temple. See

Tao Hongjing¥ 545, ZhengaoX. i, vol. 11; “Dong shan¥fi X is not specifically associated with religion.
% Tao Yuanming ji jiaojian6. 402.
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finds it leaves, it is never retrievable. As Zhahgp stepped outside the Blessed Land, “the stone
gate suddenly closed. Weeds and vines wound arenstone. Mosses also covered the whole
stone. It seems the stone had never had a créiEk. 2SR 5 B, MEw kg, EAMA, A L&
JRE, WI1EsER. % While both in Yi's and Zhang's versions, the Bledd.and is hidden behind
the stone like the Peach Blossom Spring secludaa the outside world, Zhang Dai makes
another deliberate step toward Tao Qian’s imagiispgce by adding a poem to his essay. The
first four lines of Tao Qian’s poem are as follow¥ing Zheng (260-20 B.C.) disturbed the
order of Heaven. /The worthies escaped the QimregiLord Huang of XialE& # A and Qili Ji

# 173" went to the Shang Mountain. /This person (I) aisiol that he would leavei <AL K42,
B S 2 T, 7 AR 2.3 Zhang Dai's poem follows Tao Qian’s poem. Itstffiur
lines read, “Ying Zheng burned classics and hiegriand the fire in Xianyang was fervent. /All
the books are here. /Not a single word is missifgi %t & 5, 55 kK IERE. b 42, WA HE
&+ 39 Early Qing remnant subjects often compare the @mgeror to Yingzheng, King of Qin,
associating the Qing’s brutal invasion of Chinahwilie Qin’s annexation of other six states. This

is also what Zhang Dai does here.

Zhang Dai’s allusion to Yingzheng’s notoriowdian of burning histories of the defeated six
states and his imagination of the Blessed Landaofghuanas a place where lost and rare books
are preserved evoke the cultural devastation caogéde Qing court’s literary inquisition. The

official persecution of intellectuals in the eaing was less systematic than that during the

% Zhang Dai shiwenijip. 149.

3" Lord Huang of Xiali and Qili Ji were two of fouarous hermits, called Four White Haired Gentlemithe
Shang Mountain. They lived in the Shang Mountairdcape the political turmoil at the end of tha Rynasty.

% Tao Yuanming ji jiaojian6. 403.

39 Zhang Dai shiwenjip. 149.
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reigns of the Yongzheng (1723-1735) and the Qian(d736-1795) emperof8 put the storm of
censorship was brewing. The first major case efrdity inquisition of the Qing dynasty, the
Ming history caseli %:% (1661-63), also called the Zhuang TinglofigZ#t (?-1655) case,
involved thousands of people. Zhuang Tinglong wagta merchant from Zhejiang province,
who compiled a history of the Ming dynasty basedanline of Ming History 524, written by
the late Ming official-scholar Zhu Guozhef [FH 11 (1557-1632). The book was published
posthumously by Zhuang’s father in 1660. In 1661 Xirong % %&, the magistrate of Guian
f#% County, denounced the book to the authoritieshergtound that it defied the legitimacy of
the Qing by using the era names of the Ming, ogllime Manchus by pejorative names, and
violating other taboos. Wu Zhirong also took adeget of the case to bring a false charge
against Zhuang's in-law Zhu Youmingi#, a rich merchant who had refused to bribe Wu,
accusing Zhu Youming of writin@ist of Ming History The case ended up with Wu’s success.
Zhuang Tinglong’s corpse was disinterred from g and destroyed. The families of Zhuang
and Zhu were almost exterminated. Anyone relatddedook, from editors, publishers, readers,

to officials who failed to report it were killed exiled.

Zhang Dai's awareness of the Ming history azese be found in an entry in hislking about
the Ancients in the Delightful GardéhlzliE 7, a book recording anecdotes of the Ming Dynasty
in the style ofA New Account of the Tales of the Wattdit #ri#%. Zhang Dai’'s book has twenty
categories, of which only nine are extant. Theyeotr the Ming history case is in the fourth
category “Speech”s ##, describing Zha Jizuo'st# /£ (hao Yihuang £ #:, [1601-1676])

eloquence that exonerated him from suspicion ofgdmity in the Ming history case.

0 SeeQingdai wenziyu dangi 75k (Shanghai: Shanghai shudian, 1986).
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Zhuang Tinglong of Huzhou compiled a history of Mmg Dynasty and listed Zha Jizuo as
an editor. When Zha knew this, he immediately inchea Zhuang to the education
administrator. The administrator dismissed Zha kept the case in official files. In the
seventh month of the next year, when Hu Zifdnthe magistrate of Guian County, took the
printed book and denounced Zhuang to the authgriida was implicated. Zha defended
himself, saying “I am a provincial graduate of Haingu. Unfortunately | have reputation that
| don’t deserve, so Zhuang listed me as an edittisobook. No sooner had | heard of this
than | impeached Zhuang in the tenth month of thar yGengzi (1660). Hu Zirong is the
magistrate of the county where Zhuang lived. Heodeoed Zhuang in the seventh month of
the year Xinchou (1661). If credit goes to one \iingt denounced Zhuang, | preceded Hu to
denounce Zhuang, so | should take more credit Hhanlf it is a crime to impeach Zhuang
late, | impeached Zhuang before Hu, so Hu’s crimedt less than mine. Now Hu has been
greatly rewarded for his crime, but | have beertes®red to death. This is indeed to confound
right and wrong. | would be grateful if your honbl&ajudges could examine the case closely.”
All the government officials thought that Zha's wermade sense. When the case was
discussed in the ministry of justice, Zha was dbtuahabilitated. Zha and Hu were among
those who were rewarded. He got half of Zhuangiperty.

WIMGHEREMEIR S, DI BZIAR R G K. o, RifmBRaaiE, S8F%R. ]IELH, B
MR TARFE NS, RO, PEEE. CBEERVUNEN, TEEEMA, K
MVEZINKR . e, BImAREE, JAERT+H, T e RCE, HHEayI
tH. HUHERRD), gL raE, BBt rae b HUmEBRERTE, N4
HRM AR, TEIFENEEELLZ T STHEUIRERZ EE, MmAEKLUDIZEE, RlZ2dEmE
flhR s | AR/ S T "AMPEUAE S AR, FIEHE, SAmEE. BRI AR
ik, HHREEEL .

Though Zha Jizuo did not involve in the compilatimnZhuang Tinglong’s book, Zhuang listed

him as an editor due to his fame. Zha was too stiphted to overlook the danger of being

involved in this project, so he impeached Zhuanthé&authorities when the book was published

in 1660, but the case was not examined. When Wto@dgidenounced the book in 1661, Zha

was implicated, but he successfully defended hiimgbh'’s reason was that if Wu was rewarded

he should take more credit and that if he commitiedrime Wu should be more severely

punished since he impeached Zhuang before Wu. &akntZha and Wu each were rewarded

with half of Zhuang's property. Though Zha's sedfiense only resorted to a simple logic, his

resourcefulness and rhetorical parallelism won &iplace in the category of “Speech” in Zhang

“1 Zhang Dai made a mistake. Hu Zirong must be Wuafty, since Hu and Wu, Zi and Zhi sound similamwin
dialect.

*2 Zhang DaiKuaiyuan daogu[#i& # (Hangzhou: Zhejiang guji chubanshe, 1985), 4.62-3.
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Dai’'s book. In the preface to the book, Zhang Dates that his purpose of recording these
anecdotes is to “strengthen one’s integrity, broadme’s knowledge, bring out one’s
intelligence, benefit one’s wisdom, move one tcetldssons, and enrich one’s experiengek

2 EH, EAZ SR, A, 25 A28, BIAZ B, B3R The irony of including
Zha's anecdote is that it does fit all the abovi&ega except the first one, but the knowledge,
intelligence, wisdom, lesson, and experience ondrgm it only reveal how troubled the time
was. The anecdote is more a mirror of helplesslyptaced intelligence in the time of troubles
than a celebration of intelligence itself. The mkite lesson and wisdom behind the anecdote is
that the importance of clever speech could neveolwsemphasized, when an ungrounded

accusation could become a deadly weapon.

There were other isolated cases of literaryuigion in the early Qing. Manchu forces
arrested monk Hanke 7] (1612-1660) in Nanjing in 1647 because he wasogis®d to possess
politically sensitive documents and a history ot tbccupation of Nanjing,The Second
Catastrophefi##:0.** He was exiled to ShenyangF and died there in 1668.In 1648, the
manual of eight-legged essays compiled by Mao Chiong £ {5 and others was accused of
using the era names of the Ming, and all the esliteere imprisoneéf In the same year, Huang
Yugi # Mt (1579-1648) was denounced as an insurgent, whemakediscovered to have an

imperial seal of the Ming and a poetry collectitiattrevealed his intention of subverting the

*3 Kuaiyuan daogup. 1.

4 See Lawrence C. H. Yim, “Loyalism, Exile, PoetRevisiting the Monk Hanke,” ifrauma and Transcendence
pp. 149-50.

%> Chen Yinke 5 # 1% believes that Hanke’s arrest and exile had to d Wwis attempt to persuade Hong
Chengchoudt & (1593-1665) to participate in secret anti-Qing emoent. Seeiu Rushi biezhuaril 41,2 ji1 (%
(Beijing: Sanlian shudian, 2001), pp. 952-62.

8 Hu Qiguang1 %%, Zhongguo wenhuo shit B 324 5 (Shanghai: Shanghai renmin chubanshe, 1993),(p. 12
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Qing. Qian Qianyisk i (1582-1664) was implicated in this case and baesgaped the
sentencé” The magistrate of Changshu County feared that Faimg /%47 (1593-1649), a
renowned poet and scholar, would expose corrumtfdhe local government, accusing Feng of
using the era names of the Ming in his prefacénéCollection of Remembrand&# £ and of
insinuating that the Manchus were barbarians bjudicg a couplet “barbarians were drunk
with the sound of thegipa, not knowing what was played was Chinese musié? &% 7 £ & 1,
ANisZ 2% in the collection. Feng was arrested in 1648 aied ¢h the prison one year
later®® In 1666, Huang Pef (1604-1669), a retired Ming official in Shandomegs accused
of slandering the Qing in hiBoetry Collection of the Studio of Hanzhafigz 554 by people

he had unconsciously offended and was eventuallyeseedto death by hanging. The case
involved over two hundred people, including Gu Yanisi 75 #. (1613-1682), who was falsely
accused of compiling the anti-Qing collecti®ecord of Loyalty and Chastity ik, a book
found in Hang Pei’'s residence, by his former enem{& Yanwu was arrested in 1668, but
released over half a year later thanks to his defiéfnse, Huang Pei’s righteous insistence of
taking the full responsibility, and the rescue f ephew Xu Qianxu&:#z£% (1631-1694), who
served in the Qing court th8hA few of these cases such as Hanke’s exile anchgilYaiqi’s
death did involve anti-Qing resistance, but mogheim were the mingled result of the suspicion
of the Qing court, the attempt of local officiats 4eek rewards, and the morbid jealousy of the

victims’ foes. Human frailty takes up the most wvics face when it goes hand in hand with

*" The historical documents of Huang’s case and Qraplication can be seen kriu Rushi biezhugmp. 900-9.

*8Wang YingkuiFJEZ (1732),Liunan suibilil #FE4, vol. 1; Deng Zhichengk> i (1887-1960)Qingshi jishi
chubiani& ¥4 4 #)4% (Shanghai: Shanghai guiji chubanshe, 1965), 1. 71.

%9 Zhang MusR# (1805-1849)Gu Tingling xiansheng nian pifis: b2 4: 4% (woodblock edition, 1844), pp.
115-24.
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political suppression. Zhang Dai’s creation of tadendar of the Peach Blossom Spring and a
new version of the Peach Blossom Spring, the Btetsed ofLanghuan must be understood
against the backdrop of literary inquisition arglatuel twist of human nature in the early Qing.
Zhang Dai’'s Peach Blossom Spring is not simplydylic utopia, but a place where free speech
and writing is possible, and a place that testiftes vitality of textual space. The fact that he
entitles his boolCollection of Langhuamay also indicate that he desires to have higngrit

protected from literary inquisition and preservediHeaven’s library.
Dreams of Books

Cultural devastation caused by literary ingigsi could not dampen remnant subjects’ writing,
but rather intensified their belief in the powerwafiting. Sima Qian’s idea that the frustrated
writer completes his “work to be hidden in famousumtains and passed on to like-minded souls”
W4l 2 H A% underwent a fictional turn in mid and late-seventd writing. If Zhang
Dai’'s essays on the Peach Blossom Spring and tb&s&dl Land ofanghuanalready show the
mixture of lyricism and fictionality, Dong Yuéisft (1620-1686), who wrote across genres,
pushed this trend forward in his record of dreamwill begin with a fantastic tale imhe
Zhaoyang History of Dreant®l[% % 5t which deals with the issue of burned books. Ttie &f

this tale is “Calling Back the Souls of Booki&!'= s .

There was a mountain, with the color of cinnabarth& foot of the mountain was an old cave,
in which thousands of rare birds, with black patseand emerald crests, were singing. | was
surprised to see books of hundreds of volumesee#st corner of the cave. | entered the
cave and took the books. On the way | met a Daaist, asked me about the essence of the
books, and | told him that it was emotitHe said, “These were what you copiedhy did

0 Quan Han werfi# 3, 26. 9, translation from Wai-yee lEnchantment and Disenchantmemt 166.

> There is an alternative way of reading the Chirer&ginal. “On the way | met a Daoist, who asked aheut the
originas of the books, and I told him the truth.”
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you then take them for yourself?” Hearing thispened the books, and saw that there wasn’t
a single word in it. He said, “These books had Haemed to ashes, how could there be any
word left? The birds in the cave are the soulefliooks. Try to wail, and you will call back
the souls of the books.” | followed his instructimwail, and the mysterious birds all flied to
different directions and cried sadly, but eventu#iley stayed in the cave and didn’t come to
me. Thus | threw away the wordless books.

A, Ganfbed, AN, RhaEsT, Z0CRE, HISAE. RERES, £,

Warz. NG EmE. EiB#R, HERA, RUGH. #@EH: “IHEF&E, W5H

Y. "REFHE, BARE T BE: “WECEK, ZBAF. PR, HHmb. AW

WIS, HBHAHEE. "REE, B, TEEMR, BEE, EAORg. KREEETEBR. >

The Zhaoyang History of Dreanssa book that records Dong Yue’s drea#isaoyangrefers
to gui %, the last one of the ten Heavenly Stems. The teaveh Stems are used as serial
numbers in combination with the twelve Earthly Braes to designate years, months, days, and
hours. Sincegui is the last Heavenly Stem, it is believed to prethe emergence of the Yang air,
sunlight, warmth, and life in ancient Chinese asray>2 hence the namehaoyangThe year of
Zhaoyangs the year ofjuiwei %k (1643). Since Dong Yue finished the book in 168 year
before the fall of the Ming, his imagination of ldad) back the souls of books not only expresses
his lamentation over the tragic fate of writers d&wwks in Chinese history, but also reflects the
political turmoil of the Ming-Qing transition. Thineme of calling back the soul can be traced
back to theChuci ##¢. In “Calling Back the Soul#iz%, the shaman warns Quan Yuags
souP* against the dangers of distant regions and te#issbul to return. At the end of “Calling

Back the Soul” are beautiful lines that call theilsio return to its home, “The eye travels on a

thousandi, and the heart breaks for sorrow. O soul, com&!bEas for the Southern Land!'H

2 Quoted in Zhao Hongjua$4[ 48, Ming yimin Dong Yue yanjid}]i# #0575 (Shanghai: Shanghai guji
chubanshe, 2006), p. 404.

53 Huainanzj vol.3, “Tianwenxun”X 3.

|t is open to debate whose soul is summoned. Sbink that the soul of a king of Chu is summonedvid
Hawkes,The Songs of the SoutRenguin Books, 1985), p. 222-3.
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fi T L5350, B9 i =T r > The lyrical end of “Calling Back the Soul” estathies the
trope of “return” in later texts, not the shamaiaisttual of the soul’s return, but the writer’s
return to his spiritual home, as most typicallyressgnted in Tao Qian’s essay, “O Come Back

Home” 5 25 3k &t

Dong Yue’s dream/tale is an unprecedented iatonw of the tradition of “calling back the
soul,” by combining the magical origin of “callifgack the soul” with lyrical lamentation over
the souls of books and writers. The fantastic imagon of the tale puts it on a par with the best
chuangqitales before Dong Yue's time. The setting of thie is an old cave, where Dong Yue
found massive tomes and mysterious birds. He thekbboks and told a Daoist he met on the
way that the essence of these books was emotioen\Wé opened the books, he was surprised
to see that they were empty. The Daoist told hiat the books had been burned and the birds in
the cave were the souls of the burned books. Thmesbalso taught him to wail to call back the
souls of the books. When he did so, the birds faedy and cried sadly, but eventually they
returned to the cave. Dong Yue threw away the baokke end. Dong Yue’s imagination of a
cave of books must be inspired by the legend oDiligou X & Mountain and the Xiaoyou £
Mountain, given his reference to the two mountainis writing>® Like the Blessed Land of
Langhuan the two mountains are places where book are m@&selt is said that King Mu of

Zhou left thousands of volumes of books in the sawktwo mountaind’ Dong Yue's tale

** Hong Xingzuit B4 (1090-1155)Chuci buzhuft &%, p. 215, David Hawkes’ translatiofihe Songs of the
South p. 230.

% He refers to the two mountains in “Inviting Subsiiss of Dreams# % £, Former Collection from the Studio
of Luxuriant Grasse$# % & SCRHI4E, 2. 13-14.

" Taiping yulanAk - only mentions the cave of the Xiaoyou Mountain, ¥® p. 5. Hu Yinglin#i i points
out that the Dayou and Xiaoyou are legendary manstahere King Mu of Zhou is said to collect booaad that
they should not be identified with the mountainshef same name in Hunan province, see “Eryou Zhuiyif 4% &,
in Shaoshi shanfang bicortly % 111 55 %3, p. 164.
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breathes new life to the common legend of secdpeadies by conflating the souls of the books
with the souls of their writers. The transferenae@f human souls to the souls of books attributes
spirituality to books, whereas the objectificatioh the souls of books into birds attributes
corporeality to books. Thus books are not justekiension or the metonymy of their writers, but
are identified with their writers. If the cuckoolseartbreaking cry makes it a conventional
symbol of the soul of people with endless sorrown® Yue makes the mysterious birds in the
cave a symbol of the soul of writers who have tstidy their books or have their books
destroyed. The birds, the soul of suppressed \graimd burnt books, can only hide in the cave.
The analogy between the bird and the writer isroftund in literary texts. One of the most
influential piece in this tradition is Han Yu's “€hPair of Birds"# &, In this poem, two birds
sing so well that they put all other birds to shaitné their endless singing disturbs the order of
cosmos, so Heaven forbids them to sing. If Han Yaoem playfully suggests that the most
talented poets suffer from jealousy and persecuidong Yue's tale laments censorship and

self-censorship imposed on writers in a magical.way

Dong Yue’s description of burned books evokéwmadful of stories that involve the burning
of books written by heretical literati and talentegdmen of the late Ming. Dong Yue’s answer to
the Daoist that the essence of the burned boogs@ion also echoes the cult of passion of the
late Ming. The idea of writings rescued from bugimas used for both male and female writers
of the late Ming. Li ZhiZ=#& (1527-1602), the principal exponent of individstt thought in
the late Ming, published Book to Burré¢# in 1590, suggesting its dangerous content in this
title. The posthumous collection of legendary Xiagg/\ 7 (d. early 17 century) is titled
Manuscripts Saved from Burningf 42 %. According to Hu Wenkai'si S ## (1899-1988)

Research on Women'’s Writings through the ABdstn % 31F7%, a great number of late Ming
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collections use nearly identical titles or variasoon the idea, implying obstacles female writers
met on their way of pursuing literary fame and thetorical strategy they used to over the

obstacles?®

The sad cry of the mysterious birds in Dong ¥uwkeam also seems to predict what would
happen in Dong Yue’s own life. He burned his waqgtithree times, in 1643, 1646, and 1656
respectively. In 1643, he burned all the prosetemitbefore 1640. In “Sequel to Journey in
Sickness” 48 % il 5C., an essay written in 1645, he recorded a dreamwhith he wrote
“Inscription on the Rack of Brushe&g/K#%. The inscription suggests his plan to stop writing
“Alas, my brushes, | don't want to burn you, butynau sleep here forever.t:, &%, A%

1, wHEETF I In 1646, he burned all the formal prose and amelwf poetry written in
1644 and 1645. Intending to become a monk in 1686yrote “Oath of Burning the Ink Stone”
2 and burned a volume of prose written in 1645 amdlame of poetry written in 1648.

If late Ming writers’ gesture of burning books segted the suppression of orthodox
Confucianism and their challenge to it, Dong Yuenied his volumes as a way of renouncing
society and political order. Dong Yue’s prefacdi® poetry collection, written in 1656, explains
that the death of many of his friends led to hithdiawal from society. “Half of my old friends
have died. | have sat in my studio sadly, not wgitany letter to my friends in the last ten years.

In this world people who know me are fewer and fieW& &85 - 584 52, oAk Ak — =, 4R 12K

8 See Ellen Widmer, “Xiaoqing’s Literary Legacy atie Place of the Woman Writer in Late Imperial Ghirin
Late Imperial Chinavol. 13, number 1, June 1992, p. 132.

*9“gequel to Journey in Sicknes&drmer Collection from the Studio of Luxuriant Gsas 3. 16.

9 Dong Yue, “Preface to thRoetryCollection from the Studio of Luxuriant Grasges Poetry Collection from the
Studio of Luxuriant Grasses1;Qingshi jishi chubian2. 266.
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RIgHEs, i3k . The death of his friends in the past ten yearstrhasge involved
political chaos during the dynastic transition1B67, Dong Yue took the tonsure in the Lingyan

%7 Mountain, a base of underground anti-Qing reststan the southeast coastal area, and

began to study Buddhism with the monk Hongchd#, who devoted himself to Buddhist
learning while still embracing loyalty and filialigty.°> The fact that the souls of the burned
books return to the reclusive cave seems to carresp Dong Yue’s own choice of living as a

hermit for the last twenty years of his life.

Another dream about books in Dong Yue’s writta further help us understand the meaning
of the souls of burned books. In a companion poem monk Shaoyuan®j[E (1607-?) poem
that commemorates Xu Qidfiif (?-1645), a Ming loyalist who committed suicide emhhis
hometown Suzhou fell to the Qing, Dong Yue mentibissdream of a cave where books about
ministers of moral integrity are stored. In theenafter the first line of this poem, “The flow&r
of the stone stacks recalls me to the rugged edieral# 7 #£ % 3], Dong Yue explains that
the “rugged emerald” is the name of the cave indngmm and the books in the stone stacks near

the “rugged emerald” are about loyalty and filisdty.

Fifteen years ago | dreamed of being in a cavbadt a stele that read “Rugged Emerald.”
Next to the cave were stone stacks. All the boo&ievabout moral integrity of ministers from
antiquity to the present.

THAEMEE AR, B, B0 RS, #ERE AR,

®1“preface to théPoetry Collection from the Studio of Luxuriant Grasses Poetry Collection from the Studio of
Luxuriant Grassed.1

%2 SeeMing yimin Dong Yue yanjjp. 76-7.

% The flower alludes to books, followinghe Flower of the Garden of Letter& i % %%, which is the most
important source for Tang and Five Dynasties wgitin

% poetry Collection of Precious Cloud$Z:#4E, 1.2.
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The second line of the poem, “Every line in thetwwg that involves loyalty and filial piety is
especially respectful’ B 822 4) 15 %, suggests Dong Yue's admiration of loyalists like Gian.
The poem ends with Dong Yue’s statement of his dawalty: “My way always follows
Confucian moral principlesE &t s 4 KA. The “rugged emerald” alludes to the story of an
ancient loyal minister’s blood turning into emerdl@hanghong died in Shu, where the people
stored away his blood, and after three years ittveasformed into emerald® 545674 &, J 2L 11
=AET6%%.%° The analogy between the martyr's blood that isestaaway and transformed
into emerald and books about loyalists that areedtin the “rugged emerald” is obvious. The
political connotations of emerald are also echoethé emerald crests of the mysterious birds in
“Calling Back the Souls of Books”. Emerald cresgmbolize the association between the souls
of burned books and loyalists who devote theirdit@ the country. Thus Dong Yue’s statement
that the essence of the books is emotion goes beymnlate Ming cult of passion, suggesting
loyalists’ commitment to the cause of protecting ttomeland. The mysterious birds symbolize
the heroic souls of loyalists and the burned baek®rd their loyalism. The birds evoke the
souls of soldiers who die in protecting their statéThe Kingdom’s Dead’ 5%, another piece
from Chuci “our bodies are dead, /our souls are now godsortg ghosts, the stalwart, /heroes

among the wraiths 5 BESE 41 LLEE , T30 4 2% k.

Another entry, “It Rained Wordsk W<, in The Zhaoyang History of Dreantalls a related

story of books and writing.

85 Zhuangzi jishi“Wai wu,” 26. 920.

% Chuci buzhup. 83, Stephen Owen'’s translation.
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It rained words which were like snowflakes and gty looked like black palms. |
murmured to myself, “Since the world exisfédio one has seen such evil spirits.” When |
took the yarrow (the grass of divination) to &ski about this, a man who wore a high hat and
a white garment ran away, shouting, “What a mamlat a marvel! It rained words today,
and these words make a piece of ‘O, Come Back Hbme.
KWF, WHE, W, mEE, RO “RHBIE, RERA. "HERERE, 75
TEEAK, KFEE, WE: K&, K& SHRWT, JhERikomt. %
In a famous legend that explains the mysteriougirof Chinese language, it is said that when
Cangjie & #H invented words it rained millets and ghosts begarry. The message conveyed by

the legend is that the invention of words predibisrise of hypocrisy and dishonesty, and as a
result the focus of human life will shift from aguiture to war and human beings will suffer
from famine® Dong Yue’s dream of words falling from the skydertainly inspired by the
legend, but it should also be read as a paralléCafling Back the Souls of Books.” “Calling
Back the Souls of Books” shows the souls of burpeoks, but the words in them are nowhere
to be found. In “It Rained Words,” the words the¢ detached from the books fall from the sky.
The man who wears a high hat and a white garmeoibvgously Qu Yuan, and what he reads
from the words is exactly “O, Come Back Home,” T@mn’s essay that calls the soul of the

writer to go back home.

Dong Yue’s three dreams reveal his imaginabérthe relationship between writing and
fictional space. Unlike the Blessed LandLainghuan an idealized library, the cave in “Calling
Back the Souls of Books” and the “rugged emeral@’ @aces that witness the hardships borne

by writers and preserve the memory of trauma. Tdreythe ruins of books. In this sense, Dong

®’ The Chinese original literally means that “since sy and earth were carved.”
% Quoted inMing yimin Dong Yue yanijjyp. 193.
% Huainanzj vol. 8, Gao You'sii% (3 century) comment.
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Yue’'s dreams and writings about these dreams irgerine idea of “ruins” from a new

perspective.
Dreaming as Writing

Many dreams recorded in Dong Yu@&lseZhaoyang History of Dreamavolve the portrayal
of fictional space. For example, an entry titledd@ Gate” =[] describes a realm hidden
behind a mysterious gate, evoking Zhang Dai’s deison of the Blessed Land dfanghuan.
“At the depth were some old cottages with cloudsheg gates. When guests came, the clouds
opened. When guests left, the clouds closed aseodfpis g R 8k, AEAM, BEZERH, &
£ZH . ° Roughly at the same time when Dong Yue collecteshmis inThe Zhaoyang
History of Dreamshe wrote three essays to explicate his theorgirems, “Treatise on the
Dreamlands”# 41 &, “Rules for the Dream Society® %%, and “Inviting Submissions of
Dreams” % &, all included in the second volume of his essdlection Former Collection
from the Studio of Luxuriant Grasséb®i i C#i4E.”! These essays reveal two features of his
dreams and writing about dreams. He conceives edrds as a way to explore fictional space

and dreaming as a form of writing.

All three essays celebrate the power of wriiimgedefining time and space. In “Treatise on
the Dreamlands,” written in 1643, Dong Yue emphesithe exploration of fictional space in

dreams by delineating seven dreamlands.

Since frustrated gentlemen in China all returnethto dreamland, people in the dreamland
haven't had bodies, nor have they had flapped wibgtsthey have been flying like immortals.
Following the way of the dreamland, they crossedtward the sea of hardship, climbed the

Ming yimin Dong Yue yanijjyp. 404.

™ In Congshu jicheng xubiaif 2 4E 444, (Shanghai: Shanghai shudian, 1995), vol. 122.
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ethereal terrace, and gazed at India. This isa#fle shortcut of achieving the sandalwdod.
However, those who lost the way mistakenly foune thvergent road. They detoured in
hundreds of steps and entered Hades, also cakedotimtry of ghosts, and would no longer
see the sun, moon and stars. When Yao rode thedtdgen to climb the mountain, Shun beat
the drum. At that time the dreamland was as resgdexs the five mountains. When emperors
went on seasonal inspection tours, each one of th#ina lot of traces of illusion that was
recorded in poems and documents. The name drearektablishes the great principlés.
There are seven dreamlands, just as China hasstates. The first one is called the land of
the supernatural, where birds wear hats and be@stsbelts* grasses fly and trees walk, and
people have horns and fish-like bodies. The seam&lis called the land of mountains and
rivers, where high mountains and great rivers eXike third one is called the land of the
underworld, where all spirits live. The fourth oisecalled the land of consciousness, where
cities of feelings and city walls of thoughts arada of meditation. The fifth one is called as-
one-wishes land, where you can find high terraceswainding rooms, gold, jade, precious
pearls, colorful jadeites, mysterious birds andsbedeauties, clocks and drums, crowns and
apparels, poems and documents that escaped fiieelgss playthings and secret
construction®, and everyone can do as he wishes. The sixthsocaled the land of the past,
where bygone events belong. The seventh one isdctie land of future, where one knows
what will happen and can travel afar without divioa. Since you have roamed around in the
dreamland, in three years you can be a scribe io blkarge of its politics, and to purify the
realm of seven lands with the help of eight asststalrhe first one of eight assistants is the
medicine furnace; the second is the tripod caldaortea; the third is the storied house; the
forth is the Daoist classic; the fifth is the stopidow; the sixth is the fragrant seal; the
seventh is the secluded flower; the eighth is chilh. You can have four departments to issue
books of seven lands. The first is the officialclmarge of dreams, taken by a young boy; the
second is the orchid terrace where dreams aredstbhe terrace is square with one foot high;
the third isMirror of Dreams in which the dates of dreams must be recordedngte the
official in charge of dreams; the forth is the dneaociety, where friends get together and
travel in company.

The unofficial scribe says that Su Shi of Mount Mebte the account of the land of sleep.
The account says that the land of sleep is flataodd, without four directions. It also says
that people there don’'t have feelings, don’t deigthwworldly affairs, and they are so carefree
that they don’t see the sky, earth, sun and mobeirBleep is indeed dumb. When | roamed
in the land of sleep in my youth, | was so boreat thleft it to roam in the dreamland, and
therefore | know the difference between two landdgeqwell. The land of sleep shields the
dreamland in the front, and indeed it is the shalfethe dreamland. The sea of chaos is in
between, which is neither cold nor hot. If you artise sea and go forward, in a moment you
will be on the “road of getting lost”, and then yaill walk on the way of the dreamland. The

2 The sculptures of Buddha are made of sandalwoodachieving sandalwood means to achieve Buddhist
enlightenment.

” This is an allusion tXunzitij ¥, “Quanxue”#%. It literally means to raise the fur collar (armhtb through it
with five fingers).

" Hats and belts are metonymys for official rankisiali, and cultivation.

S «Secret constructions” is a Daoist term.
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land of sleep is before the land of dream and @hel lof dream is after the land of sleep. Su
Shi imitated Zhuangzi, but misguided visitors oé tireamland. This is a bad example of
following antiquity. How could he take the vivid eirm of the butterfly as an authentic
account of the land of sleep?

Hrh Bk L B ERSAS, S NIERZ, AECH, MAREIE. SS90, i, 5%
6, BEREZE, SEERER. RRERSEOE, FiRias, NRIZRF, 24588, AER
HAENR. WEREEREL, FBE. B2k, 240 TM. R8s, BREE
ZIPN, SCAERTE. DA AFERE, MAMEL, Wb B —EZXERAE, S ER A,
EAKE, AANMAMmAS. “EIKGE, RAEZLR)N. =HREI, R4, g MEES.
VUETRAE, H A asr, SEmE. fEmEas, =2ihs, SRk, REHER, 48
RER, RN, fEg, IR, ORBEREE, AT, AASWHE. SEEAL, BERHRES. ©
FIARAAE, AR, AANEEDE, RS, =R, EHEE, BL\EE-E
ZE. —HEEgEgE, THEZE, =SEEE, WEEE, LEAR, SEEZ, LEdiE, \E%E
Mo DIURHEEMz &, —HAZ2E, —BErle. —FRERE, Hah, s RimiE. =
FIZH, Hrok, Dagasl. WESH, S5 E6EE.

By s REE (LR TREMEIEGCEC . LR PR, BAvIm bR t. ettt A%5E

H, BARARRME A . HEEgiR ., R, BN AS s, MR P, AR

e, EEM B, IR, ANFEAE, FIEE P, EERER N, SITEM0E E, MR
MEE. SFEERERRE, RIl2%. iR d . WMy, SHEAREHRK. 76

Dong Yue is an erudite scholar. His learningrgpthe Chinese classics, ancient Chinese
history, literary history, Buddhism, and Daoism, ag other things. Buddhist and Daoist
discourse certainly plays an important role indogstruction of dreamlands, but here | want to
focus on the relationship between his dreamlandditerary history. As Dong Yue points out at
the end of the account, it responds to Su S#ig (1037-1101) “Account of the Land of Sleep”

HERED.

The politics of the land of sleep is honest. Itstom is fair. Its land is flat and broad without
four directions. Its people are peaceful and cotafide, not bothered by illness or plague.
They are in a daze, exempt from seven sentimerapp(hess, anger, grief, fear, love,
resentment, desire). They are in a complete daskmed dealing with anything. They are
utterly ignorant, not knowing there are the skytteasun, and moon. Not weaving silk or
growing grains, they are satisfied to easily li@vdo Taking no boat or carriage, they travel
afar at their desire. They wear clothes made @ €loth in winter and clothes made of cotton
fiber in summer, not knowing the difference betweahd and hot weather. They are sad

® Former Collection from the Studio of Luxuriant Gsas 2.12-13.
"'Su Shi wenjif#it 324 (Beijing: Zhonghua shuju, 1986), vol. 11, pp. 3.2-
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when profit but happy when having a loss, not kmmathe difference between advantage and
disadvantage. ...

HHCERs, HAn Ly, APk, MeRvErgdt, FN 2687, MpomiLm, SRR, i
A EE, SRARRME H, AAZ, PREATTE 2, AR, MM, &M= g,
AN FER, Bk S, AHHLERE.

In Su Shi’s essay, the land of sleep is an andauaist utopia that declines during the Warring
States period when everyone’s mind is possess&ghyThe originality of this essay is not in its
portrayal of a place beyond Confucianism and pdljtgiven Tao Qian’s earlier creation of the
Peach Blossom Spring and a lot of imitative wolks, in its imaginative transformation of sleep,
a temporal existence, into space. Sleep becomesrdrg of flat and broad land, where people
are just like sleepers, calm, relaxed, vacant,teaceling afar at their desire without the help of
vehicles. Su Shi also incorporates the story ofafigzi becoming a butterfly in a dream into his
creation of the land of sleep, saying that Zhuanggits the land of sleep by becoming a
butterfly and that the land of sleep is often wedity recluses who admire Dao. Dong Yue’s
portrayal of seven dreamlands is obviously infleehby Su Shi's essay. In Su Shi’s imagination,
sleep is dreamless, like a country made of boutisydyut Dong Yue takes sleep as the shelter of
dreams and perceives the dreamland to be a sphaaf flivergent roads and forking paths.
Divergent roads and forking paths seduce dreanmerdepart from the boulevard of sleep,
sometimes leading them astray, but sometimes lgatlem to enlightenment. Dreams open the
door to a virtual world, which is divided into sevkands just as ancient China has nine states.
The first is the land of the supernatural, whereanafs and plants are personified whereas
humans take on features of animals. The secorfteifanhd of great landscape. The third is the
underworld. The fourth is the land of cognition, ex everything is built by meditation. The
fifth is the land where treasures are preservedesedyone is content. The sixth is the land of
the past, where bygone events are remembered. éMamth is the land of future, where one

knows what will happen. The fact that Dong Yue @wes dreams as spiritual journeys to

265



fictional space indicates his debt to Chinese ti@ul poetics. In “The Poetic Exposition on
Literature” 3CHX, Lu JiFE (261-303) describes the reflective process befoiting in this way,
“My essence galloping to the world’s eight bountisy mind roaming ten thousand yards, up
and down”® ¥ 7 )\, Lo # 7). The idea is developed by Liu X@## (ca. 465-520) in the
chapter “Spirit Thought™# & from Wenxin diaolong:Z-LfffE. “When we silently focus our
concerns, thought may reach to a thousand yeatseipast.” gtk ki, B T#. Thus, not
only does Dong Yue write about dreams, but dreansragso a way of writing for him. Indeed,
Dong Yue compares his dreamlands to various ppetns. In an essay, written between 1646
and 1650, he writes, “The dreamlands are broadmiéke an analogy between my dreams and
poetry, my dreams before the year of Gengchen (1&40like Changji’s (Li He®=% [790-816])
poems; my dreams in the year of Xinsi (1641) dte Taibai's (Li BaiZ=[1 [701-762]) poems;
my dreams in the year of Guiwei (1643) are like@ing's (f- 7 [712-770]) poems; my dreams
in recent years are like Mojie'sE@f: [701-761]) poems. 24§k, By, BER LIRS, B

T B K A SRR D TR R B O

The key idea of “Treatise on the Dreamlandsthat the dreamland is a counterpart of the
world we live in and that it offers an alternatmwey of existence. Just as each imperial dynasty
has its history, the dreamland hiérror of Dreams named after the chronological history
Comprehensive Mirror to Aid in GovernmetitiiiEi % compiled by the great historian Sima
Guang#] &y (1019-1086). In “Rules for the Dream Sociedng Yue continues the idea of

compiling a chronicle of dreams and calls hims#ig“historian of dreams 5, a title modeled

8 Translation is from Stephen OwdReadings in Chinese Literary Thougpt 96.
" Translation is fronReadings in Chinese Literary Thougpt 202.

8 Former Collection from the Studio of Luxuriant Gsas 4. 11.
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on Sima Qian’s “the grand historiank 5t /4. In this essay, Dong Yue summarizes seven

dreamlands into four types of dreams, the dreanormeyhe world, the dream of far-off journey,

the dream of the past, and the dream of future.

Mr. Dong says that dreams are great. If there fegoh Imo dreams, the world between the sky
and earth would have been too plain. How sad wthdtbe! The way of dreams seems to be
easy. Dreams are one thing people who enjoy wealthfort and peace do not seek, whereas
people who live in poverty, inferiority, sadnessdame chaotic world make sacrifices to
pursue. Wealthy people lose their wealth if theyehndreams of poverty; people who enjoy
great comfort and leisure lose comfort and leisutieey have sad dreams; people who live in
peaceful time lose peace if they have dreams othiaetic world. It is appropriate for those
in poverty, inferiority, sadness and the chaoticld/to have dreams. If there are people who
want to follow me, | can let them feel content dadve this world. | have four rules for
friends who accompany me to have dreams. We st&rdtldisun and moon and talk to Heaven.
Thousands of clouds flow below us. We fly like dyag and fish amidst immortals and spirits,
or grasp stars in our hands. The king of Indiaigont of us, and we are in the precious pond
of lotus flower§". This is the dream beyond the world, the highgpe tof dreams in the
department of dreams. The second type is far-offney. The road is dangerous and difficult,
but we cross thousands of miles in a moment andfigeemountains clearly. Mysterious
communion also happens in this type of dream. Somestwhen we fix our attention on
antiquity, suddenly our spirits arrive either itHan and Tang or the Shang and Zhou. Once
| dreamed of becoming a general on an expeditidhagcsouth in the Jin Dynasty (265-420),
and seeing the King Zhao of the Yan state sittinghe deer terrafewith majestic attendants.
Sometimes when things have left, their souls amred, and when time has changed, images
of the past still remain, resembling what has happgeDreams of this kind preserve the past.
Also, there are dreams in which we meet people war white apparels and white mourning
dress, climb on the numinous terrdde look at the future, and hang the precious mitoo
illuminate the invisiblé This is the dream that knows what will happentitufe. All my
associates must know the rules of dreams resplycéindl carefully. In the next morning after
you have a dream, you should write it down withskepticism. When you write it on paper,
do not cheat yourselves, do not mix it with trivilaings such as rice and salt, and be specific
of dates. Please send your dreams to the scribeeams on the bank of the Xun River and let
him store them. In several years, I'll collecttalé dreams, divide them into a hundred scrolls

8 The lotus pond made of seven treasures is a dplae in Pure Land Buddhism.

8 The general may refer to Yang Hifii (221-278), who was titled the “Great General onEapedition to the
South” fER K#% . The deer terrace is said to be the place wherékihg Zhou of the Shang Dynasty commit
suicide.

8t is a place for emperors to observe astronongibahomena.

8 The precious mirror refers to the mirror of retiibn, in which one’s former deeds are reflectecemione is

judged in the underworld. See “a treachery-reftectivater mirror” in Dong Yue’s novél Supplement to Journey
to the Westchapter 9.
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by the four categories, and name the colledifomor of Dreams In the thousands of years to
come, please make sacrifices to me in the dreamland

RS EP. BEE RS, Kbz WP LA sy, SAES. E2Ets. 24, &
BRI Z N, ERERELI Z AFrEEmRE . EHz N, BRSAELEH,
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Kikgez N, BREUEHELE, PN, altZREHRr. aRasd, ERka®, bl
HE . ARKRESE, KpfifaEsd. BERAEENE, BHHMEREE, BT, R
wge, SAAEE, sREEE, EEA, SIS, S REEE, BERE,
—ZIEH ., AR EE, RS, B EEREE, RRENEE, SERE. RES /BN
R . N MEE FARREE b, RS R . BUHRERE, R RAE, iR FE. S5
&, BRAEL. PAKTAREERSAER, LERR T5ET SEemPEsH, BEsmg
ﬁﬂ%i JHSEI%H?EZ%O FL&EJ;E&, )ﬁirﬁﬁﬂrﬂkw ‘JZ‘%Q‘JZ‘%; %Z%E, %ga%}fsﬁo %TU\R,%EE, %
EMR, SRR, TOwEt. FTEKCE, EaEe, BUEZR, BeLE, TURMEM,
Wams, HESE, T AuRTes. ®
The dream beyond the world and the dream of fajeaffney involve creating fictional space,
whereas the dream of the past and the dream akfutuolve creating fictional time. Dong Yue
defines dreams to be something about the exploratfosupernatural realm, idealized realm,
memory, and prophesy. This definition makes dreamgay of rejecting here and now. His
depiction of these dreams, such as “straddlingstimeand moon and talking to Heaven,” invokes

the perfect man's A spiritual journeys irZhuangzi

A man like this rides the clouds and mist, stragldlee sun and moon, and wanders beyond
the four seas. Even life and death have no effettim, much less the rules of profit and loss!
ERE, RER, T 0 A, TF I 2 4h. JEAE MR T, TR E 2 i %
The perfect man’s transcendence beyond the wafitesented in their indifference to life and
death, profit and loss, resonates with Dong Yuescdption of perfect dreamers, who are
socially alienated, treated unfairly, dissatisfieith reality, or live in chaotic time. Dreaming is
both a compensation for their frustration and at fofi their pain. Thus he makes an analogy

between the traditional poetics that claims thasthated writers create great writings and his

idea that great dreams and dreamers come fromtyosaffering, and chaotic time.

8 Former Collection from the Studio of Luxuriant Gsas 2. 15-16.

8 Qi wu lun” ¥, in Zhuangzi jishi 2.96, Burton Watson'’s translation.
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Following the same logic, Dong Yue describemadring as a way of returning to the spiritual
home for men of letters who suffer from censorgbripvhose writing is not appreciated in the
world in “Inviting Submissions of Dreams.” Two egsabove already conceive dreaming as a
way of writing, and here Dong Yue points out thegaiming is an alternative way of writing for
those who are deprived of the right of writing. Hieplores that the writings of men of letters

face adversity, echoing his portrayal of the sadilsurned books.

At the east riverside, | take the ground as thdnesd and the sky as the curtain to explore the
great world of fantasy. | take my carriage as thidt @nd my horse as the pillow to have free
and easy wandering, and immediately | arrive ineimaand terraces. This is called armchair
travels, which allow me to observe in the darki#éa& the Great chiseled the sky and earth
with his axe, but where is the vast sea of dreaBmperor Wu of the Han Dynasty sealed
famous mountains, but it is hard to seek the dity @ night. | am the sad minister of Yue
and scribe of dreams at Stream Tiao. ... | have m# in fortune and wealth. | have
awakened to the fact that high official are the sams jailers. Men of letters are in distress,
and | don’t covet to be a prisoner in my homeldnghould leave, since the human world is
not a place to stay for long.

WA EHET, BARR . XEMGIEIE, HACHE, KEE, ZHXE. ERIK
FRE S, B ETAE. Bl TR bR, RORATADEKR . BEIRE, RS L G
Mg, HAREERE, LELE, FaMBAEN. FEk, AMARTUAE, %

He invokes Lu Ji's term “observing in darknegs% from “The Poetic Exposition on Literature”
to describe the connection between the spiritupéegnce of writing and the unfathomed depth
of frustrated writers’ dreams. In his beautiful gnaation of dreaming and writing, writing is
both real and illusory.

| write the book of the butterfly on white silk m@adf the sunlight at dawn, seal it in the book

case guarded by dragons, and let it float in Lakie T
TR 2 R RO AR, AR E 2 B TR IR R T .

8 This is a reference to Lu Ji's “The Poetic Expositon Literature,” “He stands in the very centebserves in the
darkness”f7H % UL Z . “Observing in the darkness” is a term of spiriteperience and becomes the model for
operations of the literary imagination. Seeadings in Chinese Literary Thougpt 88.

8 Former Collection from the Studio of Luxuriant Gsas 2. 13-14.
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“The butterfly” alludes to the story of Zhuangzdseam of becoming a butterfly. “Writing the
book of the butterfly” may simply mean writing al@reams, but since this book is written “on
white silk made of the sunlight at dawn,” an aitllefsion is attributed to writing, and writing the
book of the butterfly is almost like a dream. “Seglit in the book case guarded by dragons and
let it float in Lake Tai” further makes the book thle butterfly more of a magical book of the
cosmos than a real book of the human world. He inesgcollecting the books of the butterfly
and making them into the calendar of dreams. JssZleng Dai’'s calendar of the Peach
Blossom Spring suggests his desire of being freth@imperial order, Dong Yue’s calendar of
dreams signifies his attempt to transcend the iraperder by creating an alternative order in the

dreamland.

Once the calendar of dreams is done, | will catwania piece of jade. Beyond the blue sky
and the yellow earth, | start to establish an intalgalace and an orchid terrace. Inside the
stone chamber, fantastic valleys stand out. ThelPBéossom Spring is far away, but it is
immortalized in books and historical records. Meatjsappears soon, but it lasts forever in
paintings.

BRI, #E R BRE LA, HAEEME. ARz, MR8, iESE, El
TR, TR, FEEE

The dreamland is Dong Yu’s version of the Peachs&m Spring. Like Zhang Dai’s Blessed
Land of Langhuan the dreamland is not just an idyllic utopia, lautibrary where socially
alienated writers’ writings about dreams are pne=gr The inspiration of their writings comes

from dreams, and dreams are in turn immortalizediyngs.

Realm and Mirror

In a slightly later essay, “Dreams as Hersk &, written sometime between 1643 and 1645,

Dong Yue entitles the dreamland as re&infurther associating dreaming with Chinese poetics

The smell of dreams is sweet and the nature ofntsaa mellow. They are nontoxic. They
benefit one’s wits, smooth blood vessels, remowatien, purify one’s mind and let one keep
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a distance from vulgarity, and lengthen ones’sifan. The herbs are produced in five places,
but the best are produced in two places. One giowise secluded realm of landscape, and
the other grows in the realm of the supernaturathBontribute to curing illness caused by
the dusty world. What is produced in the realmt past is named the lingering dream.
Eating it makes one remember what once existed.tW8haoduced in the realm of future is
named the herb of knowing future. Now all those vahe fond of dreaming praise this herb,
however, because it easily makes one vulgar, anlfl @so increase worries. It is not a good
herb and those who pick up dreams don’t value he Tast type is produced in the land of
surprise, also called the realm of surprise. Dregntinis can lift one beyond lethargy, but it
also makes one crazy. Wise people cure illness goibd dreams. Making them does not
depend on water or fire, and once you close yoes pu can make them. Those who pick up
the herbs don't ask whether it is winter or sprisgmmer or autumn, but they always make
them at night.

DORH RN, MR, med, BIMmR, RHER, EOoEM, SARE. HIkELE, KRR,
—ER L KMESS, —E TUTANE A, BB A Y. AR EEVEE, R NEHAE,
RGN FIAR Z BE, SHEEE WAILLE, R AR, TRELIEEEE, FREE, REEE
e, H—EREA, R, TREKEIE, RSNE. EAURDSEEK, BHIAR
Kk, BAHER, RIS REAEELRK, Rigbir.

Five realms of dreams correspond to seven dreamilahde secluded realm of landscape

corresponds to the land of mountains and riveesyélalm of the supernatural corresponds to the

land of the supernatural and as-one-wishes lamdiglm of surprise roughly corresponds to the

land of underworld and the land of cognition; tealm of the past corresponds to the land of the

past; the realm of future corresponds to the lahtuimre. Realm j(ng) is a seminal term in
Chinese poetics, used to emphasize “a compositeessjpn of coherence in the presented world
evoked by a particular poem or by a collection @éps.”® Here Dong Yue uses it to describe a
composite impression of coherence evoked by dre8mse he draws inspiration from dreams,
writes about dreams, and identifies dreaming withing, it is only natural that the corollary is
to use the poetic terfing to interpret the experience of dreams.

Realm is also a Buddhism term. It is the Chenesunterpart of Visayin in Sanskrit. Visayin

has four basic meanings in Buddhism. First, it nsgagrceptual objects and objects of cognition,

8 Former Collection from the Studio of Luxuriant Gsas 3. 12.

% Stephen OwerReadings in Chinese Literary Though85.
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things that are apprehended and discerned by the amd sense organs. Since it generally refers
to the objects that give rise to the cognitive \amtiof the five/six organs, there are five/six
objective realms, including color/shape, sound,redthe flavors, and the tactile objects. In
Yogadra #ifli47Jk°* cognitive theory, objects are distinguished irficee types, based on the
process of their construction. The three typesuttelobjects as in themselvéisii, objects
arbitrarily manifested from a subjective viefEZ5i, and things that derive from raw sensate
appearance but are mistakenly perceiviedi 1.9 The second meaning of Visayin is mental
state or condition. The third meaning is world,Imgaboundary, limit, frontier, environment, and
circumstances. The fourth meaning is the discernroéhe Buddha’'s dharma, the object of
excellent wisdon® Based on the fact that realm includes correctbgefined objects, distorted
objects and illusion, we may conclude that it cang®bjects with cognition and reflects various
interplays of objects and cognition. Dong Yue’s o$eealm must have been influenced by the
connotations of this term in Buddhism, since hisadnlands and the realms of dreams are
products of the mind and sense organs. The comptihadealm of dreams”nfengjing#1%)
has been in use since thB dentury in the Buddhist sutriklahaprajfiaparamitz-sitra K 5%
%% 2 4%, translated by Xuanzarg#t (602-664)>*

Because Dong Yue takes dreaming as a formctbfial writing, and writes across poetry,

prose, and novel, his nov€he Tower of Myriad Mirrors: A Supplement to Jowrte the West

L The “Yoga Practice” school is an influential schobMahayana Buddhism that began to develop in the fourth
centuries. The proponents of this tradition exmdia course of practice wherein cognitive anddif¥ie hindrances
were removed according to a sequence of stages.

92 As for cognitive theory of Buddhism, see chapheee.

9 http://buddhism-dict.net.ezp-prodi.hul.harvard.edisbin/xpr-ddb.pl?58.xml+id ('b5883')

% Takakusu Junjir & Watanabe Kaigyoku, edsTaishs shinsti Daizokys, 85 vols., Tokyo, 1924-32, 7:976b, 978b
(thereafter T).
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i, first published in 1641 vividly echoes the realms of dreams discussedisrebsays.

The novel also offers the lens through which wedaw Dong Yue’s creation of fictional space
under the influence of Buddhism. The novel is @asthe dream of its protagonist, Monkey. The
most impressive plot of the novel is that Monkeyamsciously enters a tower made of lapis
lazuli in his dream, which is a hallucinatory wodgtloked by the demon of desire. Dong Yue

describes the tower as follows.

Above, a great sheet of agate formed the roof te@dloor was a huge bright slab. A couch of
amethyst, ten chairs of green marble, and a gliggepink table, on which stood an onyx
teapot and two turquoise bells, furnished the pl&@eing him were eight sapphire blue
windows, all closed®
The facing surfaces of lapis lazuli bounce themilwus reflections back and forth to make the
tower an illusory space. The four walls of the towee made of a million mirrors placed one
above another. The mirrors have various names, &uehwater mirror, a moon mirror, a stillness
mirror, a nothing mirror, and etc. Instead of mimng Monkey’s image, these mirrors contain
graphic displays of other heavens and earths, aathisnoons, mountains and forests. Inside one
mirror is the World of the Ancients. Monkey entéings mirror to look for the First Emperor of
Qin, but is told that the Emperor is in the WorkdQblivion which is separated from the World
of the Ancients by the World of the Future. WhenrnWey arrives in the World of the Future, he
reads a calendar that runs backward from the enldeofmonth to the beginning. Given the fact
that Monkey is in his dream and that the scendgbebther worlds are revealed in the mirrors,

the mirrors are tantamount to the realms of dream®ong Yue describes in his essays. The

World of the Ancients and the World of the Futuesaonate with the realms of the past and the

% For the editions offhe Tower of Myriad Mirrorssee Li Qiancheng® %, Xiyoubu jiaozhupt i 4 1 V%
(Beijing: Kunlun chubanshe, 2011), p. 23-33.

% The Tower of Myriad Mirrors: A Supplement to Jowrre the Westtranslated by Shuen-fu Lin and Larry J.
Schulz (Ann Arbor: The University of Michigan, 20037.
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future. Antiquity and future are temporally sepadatbut they uncannily coexist as two realms in
the mirror. Not only does time become space, batrtbrmal order of time is also reversed.
These descriptions vividly manifest the surreaidogf dreams Dong Yue has discussed in his
essays.

A figure in one mirror, named Liu Bojin, expigito Monkey the essence of these mirrors.

Every mirror takes care of one world; and each élafigrass, each tree, everything moving

and still, is contained in these mirrors. Anythioige might want to see comes before one’s

eyes. So this tower was named “The Three-thousaajdr\Chiliocosms!®’
The mirror and the realm, two homophones in Chinase interchangeable here because they
are both illusory projections of the dreamer’s umsmous mind. Liu Bojin tells Monkey, “You
are in somebody else’s world and I'm in your woitt not the same place at afftheaning that
Monkey is in the world of the demon of desire, vdeer the mirrors as well as everything
contained in them are in Monkey’s mind. The worildghe mirrors, like the realms of dreams,
are virtual spaces created by the mind. In “Notes Gupplement to the Journey to the Wit
PR #EEC, a nineteenth-century critic and editor Qian Peigii&t% 4 explains the relationship
of the mind, mirrors and realms.

All illusory realms are created by the mind. Thendiiis the mirror. One mind has ten

thousands of minds, and therefore one mirror haghieusands of mirrors. Those who enter

the mirror roam from life to death without knowimdnat has happened and still believe that
they are in real realms.

MREZ)EE, EHLiE. ORIEH. OFEO, IEEEE. NHTE, RIRENRMABAR, T
HAMUAEE. »

The mirror, in terms of its transformative powercoéating illusions, can be identified with the

bid., 39.
% bid., 39.
% Xiyoubu jiaozhup. 73.
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mind, but since the mirror is the externalizatidrntlee mind, it can also be identified with the
realm, the illusory product of the mind.

There has been a long tradition of mirror hall€hinese religious, historical and literary gext
The Buddhist sutréBaddharma-smty-upastlana-sitra 1F %% 48 describes a mirror hall
which contains mirror walls that display sceneghsaf three grades of retribution. Because the
scenes on the mirror walls are so graphic thaspieetators are said to have entered the mirrors.
Gao Weis4i (r.65-76), the second ruler of the Northern Qd &ang Junf&, the prince of the
Sui dynasty (581-618), both built mirror halls. Pably the most famous mirror installation in
Chinese history was Yang Guangts % (569-618) bronze mirror screens, which gave
inspirations to the lore of the labyrinth tower. Ang various Buddhist schools, Huayan teaching
emphasizes the interpenetrability or mutual ides@ifon among all phenomena by creating
mirror installations->°

As the name of the tower, “The Three-thousarajoM Chiliocosms,” implies, Dong Yue’s
depiction of the tower of myriad mirrors is influd by the spatial concept of the Three
Thousand Great ChiliocosmT KT 5t in the Buddhist universal structure. According he t
Buddhist universal structure, a Small Chiliocogm-itt 5t consists of a thousand worlds each
with its Mount SumerwH 5f Lli, continents, seas, and ring of iron mountains; ediMm
Chiliocosm # 15 consists of a thousand Small Chiliocosms; a G@aliocosm KTt 5+
consists of a thousand Medium Chiliocosms. Bec#&u&geat Chiliocosm indicates three kinds

of thousands, it is also called the Three Thousa@neat Chiliocosm, which mathematically

190 For the tradition of mirror halls, see Eugene Yay, “Oneiric Horizons and Dissolving Bodies: BuidiCave
Shrine as Mirror Hall,” imArt History 27, no. 4 (2004): 494-521.
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contains one billion world®' One Three Thousand Great Chiliocosm consists efatbrld of
desireti #t and the first heaven of the world of forffnft. The world of desire, the world of form
and the formless realdfit 2 5% are three realms of existenee’t. The world of desire further
includes realms of purgatory, hungry spirits, arlgnasuras, men and the six heavens of desire.
Above Mount Sumeru are six heavens of desire, bagiter than the last, including the Heaven
of the four deva-king8l T-°k; Trayas-tri 1$a, the Heaven of the Thirty-three Godsl- =%, also
called daolitian §J#]°KX; Yama, the Heaven where the God Yama resides|itAut %K, the
Heaven of contentment where the Bodhisattva Maiti@) is said to be preparing to be reborn
in the world as the next kalpa's Buddha; Nirma-rati4%%#{t. X, the Heaven where one’s desires
are magically fulfilled at will; Paranirmita-va-vartinft{t. 5 7t %, the Heaven where one can
partake of the pleasures of others, and also wiRgr@nyan, the King of the Mas, resides?’?
Six heavens of desire stretch toward the worldooff which comprises seventeen heavens of
form .5+t K, divided into four dhgna k. The first heaven of the first diitya V1K is
the Heaven of Brahma'’s Councilofs&i k..

The construction of the worlds and heavensBsiddhist cosmological way of describing the
vast and interwoven universe. Dong Yue’s familiaritith the Buddhist cosmology can also be

found in an entry titled “Borders of the SkyiE 5 in TheZhaoyang History of Dreams

Suddenly | saw that the sky had borders and lodikedsquare fields. The guest told me, “This
is a so and so heaven, and that is a certain héakkmnhe titles were as long as more than ten
characters. | regret not remembering them.

BERERE, WK ZiRE: “FERFER. "HEE R HarT, RAER.

101 http://buddhism-dict.net.ezp-prod1.hul.harvard.edisbin/xpr-ddb.pl?4e.xml+id('b4e09-5343-5927-53%8L6-

754¢")
1% ttp://buddhism-dict.net.ezp-prodi.hul.harvard.edishin/xpr-ddb.pl?51.xml+id('b516d-6b32-5929")
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Such concepts as realrig borders? and heavens: are logically connected in Buddhism, all
referring to spaces in the Three Thousand GredioCbsm. In the novel, the Three Thousand
Great Chiliocosm is contained and reflected inrthieors in the tower of myriad mirrors, and
essentially in the transformative mind. Among Dofug’s large amount of works that expound
Buddhist texts, “Readinlylahaprajiiagparamita-sastra’ A% E %% is the one that sheds light

on the origin of his imagination of the tower ofrrors.

In the past there was a king who could turn theelloé the dharma, named the master of
virtue. He could build five hundred pagodas in dag, with each as high as fifty Yojanas. He
said that they filled the Three Thousand Greati@tolsm. This was an allegory, but what was
said is truth. If a small king could build a sewesasure pagoda with his power, a great king
could build a seven-treasure pagoda as high asrojama or more than one Yojana. If the
small king who could turn the wheel of the dharroald build seven-treasure pagodas to fill
the world, the great king who could turn the whefethe dharma could build seven-treasure
pagodas that are greater than four heavens. Tigeokithe heaven of Brahma is the master of
the Three Thousand Great Chiliocosm. This is bexdliat the mind of Buddha’s disciples
can make transformations to build pagodas thathrélae heaven of Brahma and fill Three
Thousand Great Chiliocosm.

M EMAEGRE, 48 HELEE, mhthf. SW=ETRXTHA. 2R, ?ET
ANEERER. /BT E-CESE, KEfE - h-LEs, @b, /J\ii*}i“ﬂi“
CEEWUR T KiEgig ErpR LEE@ENURT. BREE=TRKTHR, BB raeos

o, BE®mERER, W=TKTHIA,

The pagoda in the above passage parallels the tolwayriad mirrors in the sense that both
contain the cosmos. Another parallel can be foundwiatamsaka Sutrak J7 & il # fig 45 .
Bodhisattva Maitreya creates a tower, within whagle arrayed countless similar towers, and
each tower is as vast as to contain the Three HmousSreat Chiliocosm, billions of Tusita
Heavens, and ef¢!

Not only does Dong Yue draw inspiration fromd8bism to depict the tower of myriad

mirrors, he also uses his learning of Beok of Change$; 4 to depict the Sixty-four Hexagram

103 ater Collection from the Collection of Luxuriantad@sest &5 @ v 1% £, 1.4.

194 «ntroduction,” The Tower of Myriad Mirrors: A Supplement to Joyre the West9; T 9: 780bc.
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Palace, another construction evoked by the demattesifre. His amazing imagination lies in
transforming images in the text into textual spadee structure of the Sixty-four Hexagram
Palace is similar to the tower of myriad mirrorsitis infinite multiplications. A notice in the

Palace of the Hexagram of Limitati¢ifizt = explains its structure.

Limitation Hexagram Main Palace------ sixty-four ¢g@rand small halls...

Limitation’s Creativesiz Hall------ sixty-four chambers...
Limitation’s Receptivet Hall------ sixty-four chambers...
Limitation’s Peacex Hall------ four hundred and six White Crane Chambers

Limitation’s Stagnations Hall------ 15,000 Sky-blue Chambers. Little Moonnii (the demon
of desire) wanted to add a mirror tower, but relgesgveral additional worlds have emerged:
a small one, the World of Current Literature, braké from the Headache World; a Red
Garment World broke off from the World of Wild Hesband a Book burning World broke off
from the Lotus Flower World. There are countledseotnew split-off worlds as well. The
oppressive Tower of Myriad Mirrors of the hexagr@ppressioritl cannot contain them all.
Therefore, he had no choice but to build a secaweeT of Myriad Mirrors here®®

Monkey is intrigued by the notice. His monologukisteeaders that the Palace of the Hexagram
of Limitation is just a tiny portion of the Sixty#ir Hexagram Palace.
| have seen the Heavenly Palace and the Isle ofgPteo. But I've never seen anything like
his Sixty-four Hexagram Palace. Now sixty-four hgeeans are not a great number but each
hexagram also contains sixty-four palaces. Sixty-tomes sixty-four is still a small number,
but each of those again has sixty-four palaces.tAisdplace is not the only one------ there are
twelve more besides.
In the concept of the Sixty-four Hexagram PalBong Yue stretches the duplicative structure
of space to the extreme. In ancient Chinese didnaeight trigramsgian ¥, kun3#, dui 4z, li
i, zheniE, xun %8, kan 3k, gen R, from theBook of Changesorrespond to eight directions.

When eight trigrams are arranged in accordance vaipective directions in a map, eight

trigrams and the space in the middle, called threaGOnenesk —, constitute Nine Palaceds’= .

195 The Tower of Myriad Mirrors: A Supplement to Jourie the Wesi90-91.
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Nine Palaces is a term to indicate directions,boing Yue transforms it into literal spat&.in

the Book of Changegwo trigrams are added to construct hexagramsny@ations of solid and
broken lines can make changes in hexagrams, arng-feixr hexagrams come into being.
Following the logic of permutation and multiplicati, Dong Yue conceives each hexagram
palace as a self-contained cosmos, within which arayed sixty-four hexagram palaces,
including one main palace and palaces of the dixty-three hexagrams. Of the second level of
sixty-four palaces, each further contains sixtyrfou more rooms. Palace of the Hexagram of
Limitation is just one example given in the textrgpresent the structure of the Sixty-four
Hexagram Palace. Besides one set of Sixty-four giexa Palace, there are twelve other sets of
Sixty-four Hexagram Palace, so that thirteen sétSixty-four Hexagram Palace correspond to
the Thirteen Classics. This is another example ttadws Dong Yue’s imagination of
transforming classical texts into textual spa€évionkey’s reaction to the infinite reduplications
of palaces is to multiply his selves. “He pluckebaadful of hairs from his body, chewed them
into tiny pieces, and commanded, ‘Change!’ The shdecame countless little monkeys, who
stood huddled togethet®® Spatial multiplications and the split of selvesaeate with each

other!®® Both come from the transformative power of theadter/writer’s mind.

Pictorial Space

106 One example of Nine Palaces as an architecturalitein Li Dou'sZ=2} Yangzhou huafang g )N Z#/fi$%, vol.
4. There was a pagoda in Yangzhou, in imitatiothefPagoda of the Great Baoen Temple in Nanjimgnged in
accordance with Nine Palaces, Eight Trigrams, amed Primes (Heaven, earth, watet)t.

197 Classical texts play an important role in the @edtures of this novel. Not only are there Palaog3hirteen
Classics, but there are also the Palace of Threelied Odes= 5/ =, the Palace of the Eighteen Songs\ &
=, Water Palace of Crying Osprey#fi/k =, and etc.

198 Chapter 11The Tower of Myriad Mirrors: A Supplement to Joyre the Westp. 91.

19910 some Taoist texts, parts of the human bodyanepared to spaces and architectures, such as?dinees and
Twelve Towerst —##, etc. See Zhang Junfasg# 55 (11" century),Yuniji gigianZ % -£%, 12. 1, inZhengtong
daozangiE#tiE i (Taiwan: Xinwenfeng gongsi, 1977), vol. 37.
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In “Dreams as Herbs,” Dong Yue says that thetmaluable dreams are from the realm of the
supernatural and the realm of landscape. Monkeyx®rtures in the tower of myriad mirrors
match Dong Yue’s definition of the realm of the suyatural. If his portrayal of the realm of the
supernatural is inspired by Buddhism and Buok of Changeshis description of the realm of
landscape in the novel invokes the history of pagntAs Monkey roams in the palace of the
demon of desire, he comes across an old man, Wee tdonkey to a fairy cave at the edge of a

stream, called “Imitation of an Ancient Evening danapef/; i i 35 .

One the left there stretched a field where randtones and about ten loquat trees with
riotous branches and leaves surrounded a straageot@t its front door stood a great red pine
ad several maples entwined with mist. Their truakd branches were woven into a stormy
mountain forest. A bit of bamboo fence could bensgeeking through the trees, and two or
three kinds of wildflowers poked out from the bottemf the fence. A middle-aged man

strolled by the stream, leaning on a moss-covetaffl #\bruptly he sat down, and cupping

the clear water in his hands, took it into his nmoahd swished it around and around. He did
this for a long while and then stood up. He look@alard the southwest and laughed casually.
When Monkey saw him laugh, he looked to the sousihiénself. But he saw neither high

tower no green pavilion, dangerous cliffs or wepedaks. He saw only two splashes of
moun}:i\(i)n-color that looked like something betwekruds and mist, between being and non-

being:.
As is seen in his spatial imagination of Beok of Changesne characteristic of Dong Yue's
fictional imagination is to make images in previmestexts become concréfe. A middle-aged
man who swishes the clear water in the quotedakxdes to Sun Ch#E (ca. 221-294) in an
entry fromA New Account of the Tales of the Worgln Chu intends to become a recluse,
telling his friend that he will sleep on rocks aswiish the flowing watekt i i#.**? Sun Chu’s

words invoke Xu You#Hi, an ancient worthy who clears his ears in therolegter when he

10 Chapter 13The Tower of Myriad Mirrors: A Supplement to Jowte the Westp. 109.

M This is also characteristic of seventeenth centaryel. For example, in Feng Menglong®$2##E (1574-1646)
“Zhuang Zixiu Beats a Drum to Achieve Great Dai@"F Kk 5% % % K&, Zhuangzi is said to be the reincarnation of
a white butterfly, and thus the butterfly in thergtof Zhuangzi's dream materializes.

12 shishuo xinyp25.6.
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hears about the emperor’'s attempt to offer thenirto him. “Imitation of an Ancient Evening
Landscape” is like an animated painting or a p&cestallation art. The middle-age man plays
the role of Sun Chu, who further plays the roleXafYou in a staged setting of wilderness. The
man’s swishing the water and laughing casually acting, because they are gestures
memorialized in texts. When Monkey follows the nsagéze and sees two splashes of mountain-
color, what is in front of Monkey’s eyes alreadycbmes a typical level-distance landscape
painting, with the recluse and the mountain fooesthe side close to the viewer, and the empty
space, something between clouds and mist, betweiag bBnd non-being, on the far side. Dong
Yue not only animates tradition, but also succdisfireates the illusory air of the scene by
presenting it as something mediated by text andtipgi. Interestingly, in earlier editions the
fairy cave is called a painting of “Imitation of @mcient Evening Landscapej it x5 .12
The unusual title inspires Qian Peiming’s questlpainting, dream, or reality?[E 5 ? 25 ?
HIEHL? 1 Since “painting” appears in the first publishedtied of the novel, it shows that
Dong Yue portrays the scene as a painting on parfmsapture the illusory nature of the dream.
Even if “painting” was a typo made by copiers, flaet that they mistook “garden as

“painting” [# still shows the degree to which the scene evokesraing.

As Monkey walks on, he comes upon anothel feave, called “Imitation of the Ancient

Taikun Pond"t i K B ith.

They were surrounded on all four sides by greertkgpeaome of them lifted their faces as if
looking at Heaven; some bent forward as if drinking water; some seemed to be running,
some sleeping; some looked as if they were whggtlsome were sitting face-to-face like
Confucian scholars; some looked like they werenflyisome looked possessed by spirits; and

113 Xiyoubu jiaozhupp. 33, 187, 192.

4 bid., p. 187.
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some were like cows, horses, and sheep. ... Monkey lie head to look carefully at the

water and saw therein a hundred encircling greekgeOn the water’s rippling surface they

were as beautiful as a painting of mountains anests'*

The name “Taikun” refers to the Kun Pond built dgrithe time of Emperor Wu of the Han
dynasty. Here the reflections of green peaks inpbed is said to resemble a painting of
mountains and forests. In the novel, images ofarsfrwaters and paintings appear alternately.
Monkey enters the World of the Ancients by enterngirror in the tower of myriad mirrors,
whereas falls back into the tower of myriad mirrbss jumping into a pool of blue watEf
Mirrors, paintings and the surface of waters héaeesame quality of conjuring up visual illusion.
They reflect a three dimensional world or creae itlusion of a three dimensional world on a
two dimensional surface, offering an entrance &oiliisory world.

The fact that Dong Yue depicts dreams as gpirjburneys to great landscape means that they
are imbedded in the tradition of “armchair travels?#, an idea first pointed out by the painter
Zong BingZ=#i (375-443).

| have been both old and ill. I'm afraid that | cam travel to all the famous mountains. The

only thing | can do is purify my mind to observe thao and travel to those mountains in my

armchair.

BRHARE, 4R, MRS, BlbEy . Y
Just as Zong Bing, who uses landscape paintingsilzgtitutes for mountains and rivers, Dong
Yue perceives reality as mediated by landscapetipg;y Thus the painting becomes an

inspiration for his creation of fictional space. &ntry fromThe Zhaoyang History of Dreams

“Entering a Painting”i& A\ # &, describes Dong Yue’s oneiric adventure in a frajntLike

15 The Tower of Myriad Mirrors: A Supplement to Jourtie the Wesip. 110.
116 Chapter 10.

17yy Jianhuafiy &1/ %, ed., Zhang Yanyuadi Zi% Lidai minghua ji [BfC4 #5C (Shanghai: Renmin meishu
chubanshe, 1964), 6. 129-130.
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mirrors, paintings are physically impenetrable, that depth behind the surface elicits a desire of

penetration.

When | was in my senior Mr. Wang’s house, a man wiuose a short-sleeved green top
showed me a painting with the golden inscripticat tiead “Lu Forest”. The painting depicted
thousands of dark green trees, flowing clouds, watkrfalls. My eyes were moved and my
spirit was transported. Suddenly | entered thetpajnl walked on sands and stones, with the
old bamboos in the east and west as walls. Themlkesl hundreds of steps southward,
reaching a big mansion, where the host not onlgereked me at the gate respectfully but also
knew my name. The host showed me a violet shegapér that was five feet long and asked
me to write an inscription. | wrote “dark mountagrsid white clouds.” Suddenly | came out
of the painting. Mr. Wang’s house was still the saas before. The guest who wore the green
jacket stood courageously and looked at the pgrftom up to down. | looked back at the
painting and felt that what had happened was lidlesam far away. Only when | woke up did

| realize that my entering and coming out of thafsag was a dream.

HERHELTER, ANGELEM, REE, HESEEBKR . SHEAER, ZWMEMR, B
MR, BARSNERE, 7VAT, R AE. EEEE, /RE, AT, JHE,
Hingpi4t, T ARERELR, HE. RFEHF LA, BHES, MEBRKARE,F
ARG . B ERE, AR, KiE, JhAMHAEBESH,

The framework of Dong Yue’s adventure is a dream.ié\ said inZhuangzi “While he is
dreaming, he does not know it is a dream?t& 1, A2 .18 If the dream offers the first
layer of illusion, his entering the painting, diseang another space in the painting, and writing
calligraphy there offers the second layer of ikkusiHad Dong Yue’s calligraphy appeared on
the painting after he came out of it, this entry be taken as a precursor of Pu Songlingis

& (1640-1715) short fiction “The Muralt.*° While Dong Yue does not go so far as Pu
Songling, his depiction of exploring pictorial spai a dream is very close to a short fiction.

This shows the permeable boundary between fictimhreon-fiction in Dong Yue’s writing.

Dong Yue’s fictional space is essentially tektapace and pictorial space. This makes the

connection and gap between dreaming and artisteiansuch as writing and painting, a central

18«0 wu lun,” Zhuangzi jiship. 104, Burton Watson’s translation.

191 this story, a viewer of a painting enters tlaénting, having a love affair in it, and when hevas out of it, he
notices that his adventure in the painting has gbdiits appearance.

283



issue in his depiction of fictional space. His s Account of the Garden of Intent® [E L,
written in 1647, deals with this issue.

In the year of Guiwei (1643), | had several nummand mysterious dream journeys. | was
so moved that | wrote “Treatise on the Dreamlan@é night before | carved the blocks, |
was in my small building when snow had stoppedthedair of the night was clear. Suddenly
| dreamed ascending a ladder of clouds and rea¢hengo-called Frost Terrace of Antiquity.
There | looked down at a forest of green plum tredeere flowers were like emerald feathers.
Then | dreamed of being in Mount Lu, reaching thiedt valley which was extremely high,
and seeing the tassel-like moist atmosphere didtye of the mountain, just as what Huiyuan
(334-416) had said. When roosters began to cryedrded of sitting in a fishing boat and
playing a sad song of the human world on an iromefl Raising my head, | saw several
immortals riding deer from the place where the was setting. | woke up, and only then did |
begin to regret my fault, realizing that the dreamas could not be recorded. In one night my
dreams changed three times. In the next year, Yn@hin lived in the Studio of Silent
Whistleg?®, teaching my sons classics by Confucius and Mendile said, “I'm sad to see
carriages running and horses galloping in the wadiha poor, so | want to make a Garden of
Intent. 1 hope you'll record it for me.” | said, tAght, what is the Garden of Intent like?”
Shengmin said, “My garden only exists as intengérefore it's called the Garden of Intent.
The abode is built against the mountain, surrounoledbamboo trees and facing a clear
stream.” Then he showed me a painting of the Gaodiéntent. It was as he had described. |
said, “How strange! This is what | would call theedmland. In the past, the lord Liu of
Nantan (Liu Lin%|§§ [1474-1561]) admired a towered building, but hesw@o poor to make
it. Wen Hengshan (Wen Zhengmingf i [1470-1559]) told him, ‘I can make the building
for you.” Therefore he painted the building andgéwuo the lord Liu. The lord was so pleased
that he named it the Spirit Tower. Then Zhu Sh&bu( YuefanZ: 1% [jinshi 1544]) wrote
‘The Song of the Spirit Tower,” and Yang Yongxiuaf)y Shen%{E [1488-1559]) wrote ‘The
Latter Song of the Spirit Tower.” Yang’s poem hhsse lines, ‘Five cities and twelve towers
are the abodes of immortals. /Fanttngnd Fangzhang surround Yingzhotf? Long wind
guides the boat, but the boat cannot reach thesidé the circle of images the spirit roams in
vain.’ The late great historian of our family (DoBgn # {7 [1510-1595]) wrote the ‘Preface
to the Spirit Tower,” saying that the lord accormpid great achievements early, and that at
the moments of his graceful advance and retirenentidn’t claim credit for himself, with
his lofty mind beyond the common world. The prefats says that the lord’s speeches all
followed sages and worthies, and that he detesigdeswords of immortals and spirits. The
Spirit Tower still stands erect between the sky aath today. Your Garden of Intent is like

120 sjlent Whistles is the name of the study of Donge’$ father, Dong Sizhari #75k (1587-1628).

1211t is said that Mount Kunlun has three layershwvitie lowest layer called Fantong or BantdRdf, the second
layer called Xuanpu [l or Langfengfé )&, and the highest layer called Cengchéagii or Tianting KJE. See
Yang Shoujingt% 574l and Xiong Huizhenfé € £, eds.,Shuijing zhushwKk #8715, with annotations by Li
Daoyuan#fi& 7t (Nanjing: Jiangsu guji chubanshe, 1989), 1.2. Réngangzhang, and Yingzhou are three
mountains in the ocean where immortals reside Shie vol.6.

122 penglai% 3, Fangzhang and Yingzhou are said to be threedslahimmortals in the sea.
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Liu Lin’s Spirit Tower. However, please wait fomanile, because I'll also make my Tower of
Dreams. Not long ago when | was on my way to tte® tream, | dreamed walking in rain
and crossing riotous bamboos, and in a short mosesihg two mountains standing out like
a gate. | entered the gate, walking ten miles utiteeshade of pine trees, and then climbed on
a stone tower, where tables, chairs and windowg wi#made of stone. On the tower was a
stone plaque with seven green seal characters.chitiacters were like flying phoenixes.
They read, ‘Morning chill arises on seventy-two kaNow my mind is on nothing but
morning chill. When my Tower of Dreams is dond,dlso record it for you.” In the next year
of Yiyou (1645), Shengmin confirmed the previoup@ptment, saying, “I have got a famous
painting on the Peach Blossom Spring. I'll makastmy Garden of Intent.” | said, “Alright,
but I'm busy picking up herbs (collecting dreamslWo years later, in the year of Dinghai
(1647), Shengmin wrote me a letter again, sayilige ‘changed my Garden of Intent again.
This is Wu Hanseng’s painting ‘Studying in the Abodmong Crags.’ I'll make it as my
Garden of Intent. | hope you'll record it.” | smileand said, “That is why it's not easy to
record the Garden of Intent, because intent isdileams. Since streams and mountains are all
different, how can the garden be painted? If ydy o0& a painting to speak of intent, | don’t
think that the two would match. Now that you habtarmmged your garden three times, how do
| know that your garden in the other day will netlietter than the present one? However, this
would suffice as a record of the Garden of Int&ur family has a painting “The Yellow
Thatched Pavilion” by Mr. Shen Shitian (Shen zZhgl# [1427-1509]). It depicts old trees
and dark green vines with a man sitting and watghicascade. Mr. Shen inscribed a quatrain
on the painting, which read “The yellow thatchedili@n is near the stream, /the mountain
color is slightly bright, reflected far in the skiyn the pavilion sits a man who never stops
reading. / He is never tired of watching clouds bstegning to the singing stream.” | value the
painting very much. It is also my Garden of Intent.

BRI, RYAXFLE, KMMESHE. BR—4, MBS, HAEW, ZEBEER

b, EERKNEEE, WEEHEA, fEmzP. NESEEL, 2 =5, g, g
PSR ABAY, RIS Y98, REARMME, WS, MEARMPIR . LB AL AE TR BR
B, B RMEE. MMz AT EW. & ZER, N, B EE R KA AT,
B R RES. SR E, RIERM EHREEE, mMEHAERE. Bz, REGE.
SR, BRE, REW, Zmc. WAERE. KLssE, B8, BEER, BHEERR.
B EW. RE, Rk, RS ESN., Srl TR AR E, MER L. i
EILE, BRAAEEIE, TIEMERA . AS M EIE . R R e, T
BRIl o A Al S T+ o, B85 St . RJA SR AT 2], B R = el
Wz 4] MR K R ARZ A SEMERF, A REEEE, EERCEE, ThlmAf, H
MEEEZ . UESAER, BMEL@EIR . ZRSaSHE, 128 RME. RER
AR A S 2 . MR TR, RN S, R RE T, SWmNFRLK, W
WAL o RAEFI R ATIE, MEETE, & a#, #MhEsEREat. KRR,
BELT, FUREIE, HICHE“G+TIgERE" . SRR, S REAEBIENE. REMK,
EIATILL. WHELH, BERENTAE: “FaekieliE, #HEd. REUAER. "RE:
“Bh. PEREERNRM. "N T, BERET M SR RERNXNER. HREMEE
sEEEE. PR UAER, iz, "RIAEE: “WRFUEEERZA G, REKSH.
Bl % s, mkESRRE? SEUEE, RRREGH. SER=FHELR, RNZMERRHZ

Bl 6 M A H 2 RS- ? AR, REMRIER R . REAAMLGEIT TR, SARER,
ANATIBIE. A EWFe RS, LOMGER. PAAEEART, &
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ARG R, REBY, WKz EEB, 12

The word zhi in the title, translated as “intent”, implies “aitin, deliberation, and moral
purpose.*?* 1t is also a lone word forhi 3%, which means to record. Dong Yue’s friend Yu
Shengmin was too poor to build a real garden, sionlagined modeling the Garden of Intent on
a painting and asked Dong Yue to record it in wgtiHowever, since Dong Yue attempted to
build his own imaginary garden, named Tower of Dreain dreaming and writing, he delayed
the record for Yu. During this period, Yu changdée riginal painting to a painting on the
Peach Blossom Spring and then to a painting ofytgdn the Abode among Crags. Dong Yue
observes that it is impossible to record the Gafdntent, because the fluidity of intent defies
the writer’s attempt to record it. Thus he revehésparadox intrinsic in the wowahi, the tension
between inevitable changes and the desire of adgi@onstancy. His account of the Garden of
Intent is actually about the impossibility of redmg the Garden of Intent. He seems to argue
that language is more capable of creating illugimen image, for language can emulate the
fluidity of intent by denying its own creation oxmessing disappointment with it, whereas

image can only create one Garden of Intent, and dns painted, it cannot be changed.

Zhi is also a key word in Chinese poetics. That “tberp articulates what is on the mind
intently” %= i is the canonical statement of what poetr{#i¥ong Yue’s own obsession with
dreams inspires him to parallel intent with dreamthe formulation that “intent is like dreams”
ER§E 4. His formulation reveals the intrinsic connectlmtween the mental state of a poet and

the mental state of a dreamer. It also shows thestnding constitutes a nexus between lyricism

123 Eormer Collection from the Studio of Luxuriant Gsas 4. 16-17.
124\Waiyee Li, “Gardens and lllusions from Late MirgEarly Qing,”Harvard Journal of Asiatic Studiesol. 72,
no. 2 (2012), pp. 295-336.

125 «Canon of Shun,”Book of Documentst 4% i, Stephen Owen’s translatioReadings in Chinese Literary
Thought p. 26.
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and fictionality. Intent and dreams parallel inersenses for Dong Yue. First, as a hermit
secluded from the world, Dong Yue’s ambition/intkes in the realms of dreams. Second, intent
and dreams are both amorphous. Just as Yu chanhgédslarden of Intent three times, Dong Yue
had three dreams in one night. Third, intent arguohs both find correlatives in fictional space.
If Yu's intent is defined by the fictional space the chosen painting, Dong Yue’s intent is

represented by the mysterious, beautiful placégsimireams.

Dong Yue’s idea of the correlation between rakstate and fictional space is rooted in the
late-Ming discourse of the illusions of gardenseTate Ming witnessed the creation of such
imaginary gardens in texts such as Liu Shilori#f#t#E (17" century) Nonexistent Garde®#

[E, Sun Xinzhai'sfzZ#i 75 (1596-after 1656) Garden of Longidigf, and his sun Sun Tanfuig
#15: Garden of Longing for Longingt#8[#."%° Three imaginary architectures mentioned in
Dong Yue’s essay, Liu Lin’s Spirit Tower, Yu Shernigia Garden of Intent, and Dong Yue’s
Tower of Dreams, belong to the same genealogy afinary gardens. They all undergo the
transformation of intent/dream to text/paintingke.iLiu’s Spirit Tower, which is painted by
Wen Zhengming and recorded in poems by Zhu YueYamg Shen, and Dong Yue's great
grandfather Dong Bin, Yu's Garden of Intent waitslte recorded by Dong Yue. Tower of
Dreams is a spatial design of Dong Yue that invelfe issue of dreams of writing and writing
of dreams. Just as the soul desires to go back hDoregy Yue the dreamer finds his spiritual
home in Tower of Dreams. The reason that Dong Yareceives Tower of Dreams as his
spiritual home is because the poetic line “Mornaingl arises on seventy-two peaks” hangs on
Tower of Dreams in his dream. Since Dong Yue comsidreaming as the nexus between

lyrical and fictional writing, getting a poetic Bnfrom a dream symbolizes the realization of his

126 A5 for the trend of writing about illusory gardesisice the late Ming, see Waiyee Li, “Gardens dhsibns
from Late Ming to Early Qing.”
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conception of dreaming. He is so proud of this tim& he superimposes fiction upon reality. He
uses Tower of Dreams to redefine space in realitpydming his residence Tower of Morning

Chill B27£## and the pond in front of his house Pond of Dregn3tone Tower 1714 3.

Both the creation of Garden of Intent and TowfeDreams involves three steps. In the case of
Garden of Intent, the process of creation is fratent to painting and to writing. In the case of
Tower of Dreams, the process of creation is frasimgle dream to a more detailed dream of the
same place and to writing. Painting and writing antéstic media that flesh out and reify intent
and dreams, though Dong Yue knows that they areifogerfect media. In both cases, the
ultimate goal is “in a trial of void and nothing tiemand of it being®i ik L5 4A. As many
writers and painters before Dong Yue who are halibte the fact that artistic media fail to
emulate intent/conceptions, Dong Yue’s regret canldscribed in Lu Ji’'s formulation: “Writing
is not equal to conceptions’ 4%i# .1’ Dong Yue reiterates the struggle between amorphous
intent and artistic media from a dreamer’s uniq@gspective. He stretches the imaginary
connotation of Chinese poetics to the extreme Imjlating it with the experience of dreams. To
him writing is not to encounter and capture sonmgthin reality, as is explicated in Chinese
poetics, but to match something invented purelyhegymind. In this sense, “An Account of the

Garden of Intent” can be read as an allegory ofitffeculty of fictional writing.

One of Dong Yue's most original essays on #iationship between writing and painting also
involves his reiteration of central questions inr@se poetics and his creation of fictional space.

In the preface to his treatise “Expositions of Buwk of Changés’, #,*?® he imagines drawing

127y Ji, “The Poetic Exposition on Literature,” tedation by Stephen OwerReadings in Chinese Literary
Thought pp. 118, 8o.

128 Siku quanshu cunmu congshlifi 4= & 77 H # i (Jinan:Qilu shushe chubanshe, 1997), ser. 126ol.
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two illustrations ofShiji 525C. The first illustration is of “Basic Annals of QiggA44c (Shiji, vol.
5). “The peak in the middle stands out abruptignkled with two tower-like peaks. The water in
front of the mountain overflows, whereas the wdiehind the mountain stops flowing. The

water has tributaries. The entire scene is wondotodr i e 7, FEE R, H il pikE

W, BB EKIEAT. HAKEH, 47, The second illustration is of “The Hereditary Heus
of Weizi of Song"#&## Tt (Shiji, vol.38). “I painted three peaks thrusting outte sky. The
momentum of the main peak is latent at the begmriiine peak on one side bulges and spreads
its wings. It is like drooping clouds that look dowt the main peak. The peak on the other side
is narrow, but it is so steep that no one couldat#oit. The water crosses the peaks on the two
sides and circles the main peak. The lower reachtt®e water surge and rushil| # = 1§48 %,
HAEESE R, H—RIgERRE, HERZ L, AT 2Rk R, RIEHAT

0. KEF R, LR BRI, HARFTIRIES, BB,

Dong Yue explains that in the first illustratithe peak in the middle signifies Qin and the
water in front of and behind the mountain signifiee plots from “Basic Annals of Qin” that

involve the rise of the Qin Kingdom during the meigf Duke Mu of Qinzf2/2 (659-621 B. C.).

Qin was in remote Yongzhou, and didn’t ally witle tstates of the central land. It was treated
like a state of barbarians. Qin is the peak inntinédle. The water of the peak originates from
those who raised horses. Grand Master of Five ShafeBlack Sheepskin is one tributary.
Inside one tributary are sub-tributaries, one ofclwhs Prince Tui who loved cattle. Three
hundred people at the foot of the Qi Mountain witethe meat of a good horse constitute a
tributary that mysteriously flows contrary to therent. ...

ZARAEZEIM, SR BRE 2 g i, JIEE Y, e, HOKIRSER RIS, FORR, — B,
HAmzh, AR, M EF R4t g NN HE =g A, — B rmart. ..

Dong Yue’s explication seems elusive, but when ragainst “Basic Annals of Qin,” it shows
that he transforms the linear plots of the chaijpiier pictorial space. Because all the chosen plots

have something to do with the raising, exchangmmgselling of animals, Dong Yue says that the
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water originates from those who raised horses. €&Master of Five Sheets of Back Sheepskin
refers to Baili Xi 5 H %, who was originally a minister of the state ¥ubut ended up being a
talented advisor of Duke Mu. When Yu was defeatgdhle state Jiri%, Baili Xi was captured

by Jin and sent to Qin as a servant of the wifBwife Mu. Baili Xi then fled to the state CHg

and was imprisoned there. Appreciating Baili Xi@ipcal talents, Duke Mu redeemed him from
Chu with five sheets of black sheepskin, and heheetitle Grand Master of Five Sheets of
Black Sheepskin. Grateful to Duke Mu’s recognitiBajli Xi recommended to him JiansHE&#L,
another talented minister, by telling him storigsJ@anshu’s superior perception. One story
involves Prince Tuir## of the Zhou dynasty. Because Prince Tui likedleaaili Xi once
submitted cattle to him to seek favor. Prince Tasvgo pleased that he asked Baili Xi to be his
minister, but Jianshu persuaded Baili Xi to declime offer. Jianshu proved to be perspicacious,
for Prince Tui was later executed when his insucgefailed. Dong Yue depicts Duke Mu’s
redemption of Baili Xi as a tributary and Baili Xidealings with Prince Tui as a sub-tributary,
because the first story is a main plot whereassdwond story is a subplot, and because the
redemption of Baili Xi in the first plot helps Dulkdu acquire Jianshu in the second one. “Three
hundred people at the foot of the Qi Mountain wtethe meat of a good horse” refers to a story
that describes Duke Mu’s generosity to his peopleke Mu once lost a good horse which
turned out to be eaten by over three hundred conprople of Qin. Rather than punishing them,
Duke Mu gave them wine to go with the horse meatetwhen Jin got the upper hand over Qin
in a battle, these people repaid Duke Mu by turr@mg/s defeat into victory. Dong Yue depicts

this plot as a tributary that flows against therent to show that the result is unexpected.

In the second illustration that depicts “Theréthtary House of Weizi of Song,” the peak in

the middle signifies WeiZi+ and the peaks on two sides signify Jizi- and Bigan:t 1.

290



Jizi is the peak on one side. It carries Jizi'shsayer King Zhou when Zhou began to use
ivory chopsticks. It also records the musical pigtizi’'s Moral Principles.” ... Prince Bigan
is the peak on the other side. Weizi is the peakhen middle. There are three peaks all
together. ... The behavior of the state Song repeabed King Zhou had done, so it deserved
to be punished. The water of Song originates fr&asic Annals of Yin.” In “The Hereditary
House of Weizi of Song,” the way of Heaven is wakext crosses the peaks on the two sides.
Meteorites fell like rain. Mars stayed in the Hdddnsion. These are both tributaries. ...
g, SiREE, SE TR . TR, BT R =L L R RAT,
FRRANAIANER. HOKIEIE B CBRARAL) 2Rt ORI BIORIE ZoKIR, B 2200, FE A W,
I RN -2
Still, Dong Yue’s explication must be read agaifigte Hereditary House of Weizi of Song” to
be fully understood. Jizi was an uncle of the niotes tyrant, King Zhou of the Yin dynasty.
Seeing that Zhou began to use ivory chopsticksaheented that Zhou would indulge in the
luxuries and the Yin would decline. Zhou ignorezi’diremonstrance, but Jizi refused to leave,
willing to be a slave for Zhou. He composed a piefcgin music to express sadness, which was
later called “Jizi’'s Moral Principle.” Prince Bigawas another uncle of King Zhou. He was
killed after he offended Zhou by remonstrance. \Me&s Zhou’s half-brother. He believed that
the minister was not obligatory to stay if the kimgyer respected the minister’'s remonstrance, so
he left the Yin. After King Wu of the Zhou dynastgnquered the Yin, Weizi was acknowledged
as the legitimate heir of the Yin and enfeoffedhe state Song, becoming the founding father of
Song. During the reign of Duke Xiang of Song, Seongght to be the leader of all the states,
only to precipitate its decline. In the seventhryafathe reign of Duke Xiang, many comets fell
on the land of Song, which was interpreted to Isagter omens. After Duke Xiang’s untimely
death, Song went on a downward trajectory as egdett the thirty-seventh year of the reign of
Duke Jings 2 (480 B.C.), Mars stayed in the Heart Mansion, ohewenty-eight mansions of
Chinese constellations, which corresponds to Suerpif European constellations. Mars was

associated with death, famine, and war in ancidnh&se astronomy. The Heart Mansion has

three stars, which were believed to symbolize ting land princes. The celestial phenomenon
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that Mars moved to the Heart Mansion was interprateprophesy the death of the kitfgAlso,

twenty-eight mansions corresponded to differenasref China. Song belonged to the area
governed by the Heart Mansion. Duke Jing was thbt he could prevent the disaster from
befalling him by transferring it to ministers, pé®por the year's harvest, but he insisted on
facing his own fate. As if moved by Duke Jing’seigtity, Mars soon left the Heart Mansion, and

Duke Jin did not die until over twenty years later.

Dong Yue reads “The Hereditary House of WeizEong” as a moral story. He depicts Jizi,
Bigan, and Weizi, three characters who realizedammprinciples by self-exile, death, or self-
preservation, as three peaks in the illustratione Tepiction of the main peak with latent
momentum suggests that Weizi's posterity was atmascend to prominence. The depiction of
the awe-inspiring peaks on two sides suggests Jizatand Bigan are moral exemplars. The
water in the illustration signifies morality, theam theme of the chapter, which Dong Yue calls
“the way of Heaven.” It originates from “Basic Arsaf Yin,” because the imperial family of
Song descended from the Yin. It circles the twokpaaat signify Jizi and Bigan, because two
figures best embody moral principles. The omensoofiets and Mars in the Heart Mansion are
tributaries, because they are read as warningsstgaong rulers’ misconduct or reward to their

good deeds.

Dong Yue’s illustrations o%hiji are premised on the metaphor of writing as mounstand
rivers in Chinese poetics. He explains the meaniofjghe mountains and rivers in his

illustrations in this way: “The part of writing thaprings high above the ground is the mountain.

129 As for the political significance of the celestjthenomena that Mars stays in the Heart Mansioantient
Chinese history, see Huang Yinofg— &, “Zhongguo zhanxingxue shang zuixiongde tianxiafg® 5 £ % - £
IR G “46285F 0, in Shehui tianwenxueshi shijiarig & K 3£ 5 13 (Shanghai: Fudan daxue chubanshe,
2004), pp. 23-48.
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What flows and rushes in the mountain is the waterz #ih i, 1t HREAREmELE,
/K. He believes that Sima Qian’s travels around Chiaderhim able to “select the fresh air of
mountains and rivers and infuse it to his writing?T 111754, % 4°C%, and that his writing
reflects “the images of five great mountains anat fgreat rivers™#.5 /U~ %.° The analogy
between writing and landscape has a long tradiMdater is a versatile metaphor for writing
with rich implications. Water implies source in s$&cal Chinese, thus writing as water means it
is grounded on ancient texts. Water is represeintedany forms, rapids, brooks, mainstreams,
tributaries, and etc., thus it implies differentitimg styles. The fact that water never stops
flowing implies that writing must have a consistéhéme. The momentum of flowing water
evokes the vitality of writing. Mountains and rigeare traditional metaphors for Confucian
sages and worthies, so the corollary is that theiing has the quality of mountains and rivers.
Recluses find refuge in mountains and rivers, ®ir triting is often said to have the air of
beautiful landscape. Perhaps one of the most intiaslieanalogy between writing and water is
from Su Shi's “On Writing” 35, “My writing is like a fountainhead that has thansls of
gallons of water. Water doesn’'t choose where itemwut. When on the ground, it easily flows
thousands of miles a day. When it meets rockseamders, and its form is given by the thing it
encounters. In this case | don’t how quickly itwk What | know is that it often flows when it
must and stops when it mus&C & it SRR, A4 BT L RSP S TE R, B H T B AGEE.

N LA A, BEYIRE, TANR] F0t. Brel an, AT R PTE AT, W R AR AR, The late Ming
and early Qing period witnessed the climax of thalegy between writing and landscape. This
can be found in prefaces, commentaries, and prletttrs by almost all important literati of the

period, including Jiao Hong:%: (1540-162), Tu Longg % (1543-1605), Yuan Hongdaf %:i&

130 Quoted in Zhao HongjuaMing yimin Dong Yue yanjipp. 314-5.
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(168-1610), Yuan Zhongdagi #i& (1575-1630), Qian Qianykf it 25 (1582-1664), Tan
Yuanchuni# t# (1586-1637), Feng Bar#t (1602-1671), Mo Bingqging< =& (ac. 1640s),
Mao Xianshu®4:4F (1620-1688), and efé! Dong Yue's reference to rivers and mountains is
embedded in this tradition, but he makes the imafji@sountains and rivers become concrete to
achieve fictional effects, as he does with eiglgréams from théBook of Changeand the phrase
from A New Account of the Tales of the Wotld other words, he adds a fictional dimension to
the poetics of landscape. The momentum of mountaims the movement of rivers in his
depiction of two illustrations are not just metaghéor writing. Mountains and rivers become

signifiers of basic elements of narrative, i.e.reloters and plots.

Dong Yue’s illustrations show the potential uding pictorial images as signifiers. Unlike
most illustrations that accompany narrative, higsttations are not narrative paintings, but
transformShiji narrative into spatial designs. “The part of wgtithat springs high above the
ground is the mountain. What flows and rushes énntfountain is the water.” In his illustrations,
mountains signify main characters that stand ouh@Shiji narrative and rivers signify main
plots or themes that put all parts of the narratogether. Anyone who has read Dong Yue’s
depiction of his illustrations cannot help but cparthe way in which they redghiji, perceive
landscape paintings, or interpret the dynamics éetwnarrative and illustration. This means that
his illustrations change the conventions of bothimg and painting. While historical figures and

events metamorphose into landscape, landscapesarstorical, moral significance.

131 Jiao Hong, “Ke liangSu jingjie xu%| M #k /&5, Tu Long, “Wenlun”3 3, Yuan Hongdao, “Xu Xiaoxiu shi”
FUMEES, Yuan Zhongdao, “Zhonglang xiansheng quanjisullli 5t 4= 445, “W Biaohai xiansheng shixuf %
AR T, Tan Yuanchun, “Dongpo shixuanx®f 3 #53% 7, “Gu wenlan bianxu” SCi4R /7, Qian Qianyi,
“Xu Yuantan shixu”& 7t 555, Feng Ban, “Ma Xiaoshan tingyunjixu® /) 1L1{5Z 45, Mo Bingging, “Guwen
xuanyao bianxu’ 3 % E 45 7, Mao Xianshu, “Linongci xu 25 7, in Mingdai wenlunxuarid /X 3C5@ig, pp.
248, 254, 315, 341, 344, 406Qingdai wenlunxuass L 3C3Ai%, pp. 11, 43, 120, 185.
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Dong Yue’s idea of drawing illustrations 8hiji must be influenced by the trend of attaching
illustrations to printed books since théanli & /& reign (1573-1619)Collected lllustrations of
the Three Realms: 4@ &, an encyclopedia that features illustrations dfjestts in the three
realms of heaven, earth, and humanity, was puldlishe1609. The encyclopedia includes
categories from astronomy and geography to historg biographies. The idea behind this
massive project, the attempt to explain everythimghe world in terms of illustration, is
certainly shared by Dong Yue’s illustrationsSiiiji. The period also witnessed the popularity of
illustrations of printed plays and fiction. For exale, the earliest edition of Dong Yuefs
Supplement to Journey to the Wesastries sixteen illustrations, which can be remd@nmentary
on the novel. Some of them clearly depict the plotsthe novel, but some, such as the
illustrations of a green bamboo broom and a flamiagk, are more ambiguous and may
symbolize desire and detachmé&#ftOne cannot help but think that the depiction esthimages
as symbolic signs is in the same vein as mount@msrivers in Dong Yue’s illustrations. In
addition, Dong Yue had close connection with pamgich as Jin Junmingfz i (1602-1675),
Wang ShiminEFf (1592-1680), and Huang Zhouxin§/f 2 (1611-1680), and the famous
publisher of woodblock prints, Min Qijifj#1%."%* His interaction with them must have also

contributed to his cross-media imagination.

After all, the key to Dong Yue’s amazing imaggion must be found in his own words. As is
pointed out, one of Dong Yue's dreamlands is thelmeof the supernatural in which the
boundary between animals and plants is broken.l&imihis illustrations ofShiji bridge the gap

between the human world and nature. If dreaming ferm of fictional writing for him, his

132 5ee Robert Hegel, “Picturing the Monkey King: siikations of the 1641 Nov&iyou by” in Ming Wilson and
Stacey Pierson edg.he Art of the Book in Ching.ondon: University of London, 2006), pp. 175-91.
133 See Zhao Hongjuan, pp.112-21, 173-4.
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writing also carries an air of dreams, and bothdneaming and writing involve the exploration

of space.
Conclusion

Wai-yee Li has pointed out that “contending mpensing with historical moorings results in a
new poetics of space” in early Qing literature dhdt the phrase “no placeit recurs in
writings from this period®* “Most pitiable of all—there is no place to buryrsow” 51 & m]
& (Chen Zilongs 1% [1608-47]); “Over nine continents, no place to hdwnountains and
rivers” JUM EEHL SR 1117 (Xu Lingyu 774 % [d. 1650]); “Just when in all under heaven therao
place for mountains and waters? i f 111 /K (Qu Dajunji Ky [1630-96]); “Amidst rivers
and mountains, no place for boundaries betweengShiand barbariansr’ 11 ##[E #2355 (Chen
Gongyin#& 7 [1631-1700])** While these poets lament the lack of place invbed, Zhang
Dai and Dong Yue, two literati discussed in thegrapedefine and create fictional time/space
through the act of writing, dreaming, and paintiiitpe idea that the country was in ruin and
convulsion as well as the political connotationsteyhporal/spatial phrases provoked the early
Qing remnant subjects to redefine and create fiatidime/space. The inspiration of their
temporal/spatial imagination comes from previougtste and in turn they create textual,
discursive spaces that can be seen as variatiahg @anonical textual space in Chinese cultural
history, the Peach Blossom Spring. Space is diftefi®mm place in that while a place is often
self-contained and titled, space suggests infiratypnymity, and freedom. By entitling space,

they add moral, political meanings to space anasfoam it to place that belongs to them.

134 Wai-yee Li, “Introduction,”Trauma and Transcendence in Early Qing Literatyre44.

135 All quoted in “Introduction,” pp. 44-6.
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My goal of this study is twofold. The first ig situate the remnant subjects’ redefinition and
creation of fictional time/space in the context tbe Ming-Qing transition to analyze the
historical, political meanings of their temporalgspl imagination. The fact that they celebrate
the power of writing in restoring the moral orddrtlee world, and that they associate fictional
space with the preservation of books and the freedbwriting suggest the adversity of writers
and writing in the early Qing. | juxtapose theiritimgs of the tragic fate of books and of the
secret places of sacred books with the historyesisorship and self-censorship from the late
Ming to the early Qing to show the interaction bedw the history of books and temporal/spatial
imagination inspired by books and the writings abloooks. The remnant subjects’ refusal to
move forward with the social, political order okthew dynasty and their attempt to subvert it

through writing translate into their creation oftigal, discursive space and their refuge in it.

If the first goal is to reveal the historicpglitical significance of the redefinition and ctiea
of fictional time/space, the second goal is to esplthe significance of this phenomenon in
literary history. The remnant subjects’ creatiorfiofional time/space in both fictional and non-
fictional genres reveals the fluid boundary betwegenres, reflecting the trend of cross-genre
writing and the close interaction between writingdavisual culture during the late Ming and
early Qing. Dong Yue, in particular, conceives dneay as a form of writing and the nexus
between lyricism and fictionality, thus innovatirogn Chinese poetics by adding a fictional
dimension to lyrical tradition. | analyze intellaat/Buddhist, literary, and pictorial influences on
Dong Yue's creation of fictional time/space, aimingeveal the ways in which he adds fictional

effects to previous texts and animates tradition.
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Epilogue
Allegory of the Peach Blossom Spring

The story of the Peach Blossom Spring is arita/topic among the early Qing literati, partly
because it best represents the combination ofidgymicand fictionality. The depiction of the
Peach Blossom Spring can be found in both earlg Qerature and painting. Just as the literary
texts about the Peach Blossom Spring discussetapter five depict it as a place beyond the
human world, early-Qing paintings convey the finabnature of the Peach Blossom Spring. In
an album leaf from Xiang Shengmdg&:% (1597-1658) LandscapelliZk fit (1658), a huge
cliff rendered in light-dark stripes diagonally sses the upper left triangle of the painting and
overlaps a cloud-shrouded cliff on the right siéleo cliffs form an arch, below which are two
thatched huts half hidden in whirling clouds sunded by dark green trees. The huts enveloped
in clouds evoke the Peach Blossom Spring. The csitipo that the utopia like place is hidden
in the recesses behind the cliffs implies thatxists in the past. Xiang Shengmao’s inscription
indicates that what is painted is an alternativerldvdhe desires more than any worldly
achievement. Similarly, two album leaves from X¥ancong'sii = ¢ (1596-1673).andscape
7k} (1645) depict the Peach Blossom Spring as a jatte inmost recesses of history. The
bright colors of the album leaves evoke landscapetipgs of blue and green colors from the
Tang dynasty, suggesting the painter’s nostalgishi® past. In addition, he experiments with the
visual manifestations of the idea of living outsidermal time and space by using decorative,

two-dimensional images to render the phenomenaddgyneless, dreamlike space.

The early Qing literati’'s obsession with therie of the Peach Blossom Spring reveals two
central concerns of the period, taking refuge eghst and rewriting tradition. These are also the

issues my dissertation explores. My study showsttieearly Qing literati innovate on Chinese
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poetics and lyricism thanks to the cataclysmic aplaés during the Ming-Qing transition and the
development of drama and fiction since the sixteeentury. In the first two chapters, | examine
the early Qing literati’'s reinterpretations of Coaian poetics. The first chapter presents the
confrontation between lyrical self and theatricalf,sshowing that the loyal remnant subjects
take poetry as the reification of their sufferingsereas the dramatists regard dramatic writing as
a way of transcending sufferings. The second chattews the interaction of lyrical self and
theatrical self in early Qing poetics that ass@sdgboetry with drama and fiction by adding a
theatrical and playful dimension to poetry. Thetref the dissertation take the early Qing
literati’s ci poetry and prose as specific examples to showtlieanfluence of drama and fiction

change the conventions of these nonfictional genres

The same question that occupies the early Qmti’'s literary theory and literary works as
well as my study is the meaning of literary writingifferent cultures of different historical
contexts may offer different answers to this questiLiterary writing could sublimate the
writer’'s desire, allow him to engage in politics,a¥fer him a refuge. As the “realm of shadows
and dreams” in the title of my dissertation suggefir the early-Qing literati discussed in my
dissertation, literary writing constructs an interivorld in terms of imagination and illusion, a
discursive world that helps them fight againstitheasion of an alienating sociopolitical reality.
In this sense, the Peach Blossom Spring is a pgeaflegory of the early Qing literati’s idea of
literary writing. The early Qing literati conceiwé the Peach Blossom Spring as a library where
books lost in the human world are preserved. Foligwhis logic, we can further read the story
of the Peach Blossom Spring as an allegory of ngpdnd writing. The fisherman happened to
find the entrance to an idyllic utopia, in the saweey that a reader or a writer sees a flash of

inspiration. Inspiration is irretrievable oncestlost, just as “no one else ever sought the féikd”
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[ after the fisherman. The early Qing literati dissed in my dissertation tried to emulate
the fisherman, recording what was lost in the humvarid in their writings. By telling the story
of their struggles and achievements in a tumultuenas | have tried to bring their imaginary

world to our contemporary discussions across thentbaries of time, place, and language.

L«Account of the Peach Blossom Spring,”Tiao Yuanming ji jiaojianp. 403.
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