
W
' '" Published by the 

* 
� 

Council on East Asian Studies 

Harvard University 

Distributed by 

Harvard University Press 

Cambridge, Massachusetts 

and London 1 992 

Readings 
• 

In 
Chinese 
Literary 
Thought 

Stephen 
Owen 



Copyright © 1992 by the President and Fellows of Harvard College 

Printed in the United States of America 

The Harvard-Yenching Institute, founded in 1928 and headquartered at Harvard 

University, is a foundation dedicated to the advancement of higher education in 

the humanities and social sciences in East and Southeast Asia. The Institute sup

ports advanced research at Harvard by faculty members of certain Asian univer

sities, and doctoral studies at Harvard and other universities by junior faculty at 

the same universities. It also supports East Asian studies at Harvard through con

tributions to the Harvard-Yenching Library and publication of the Harvard Jour

nal of Asiatic Studies and books on premodern East Asian history and literature. 

Library of Congress Cataloging-in-Publication Data 

Readings in Chinese literary thought / [edited by] Stephen Owen. 

p. cm.-(Harvard-Yenching Institute monograph series; 30) 

Engish and Chinese. 

Includes bibliographical references and index. 

ISBN 0-674-74920-0 

1. Chinese literature-History and criticism-Theory, etc. 

I. Owen, Stephen, 1946- . II. Series. 

PL2262.2.R4 1992 

895'.109-dc20 

Book design by Adrianne Onderdonk Dudden 

Index by Patricio' Carlson 

92-19554 

CIP 



Preface VII 

Introduction 3 

CHAPTER ONE 

Texts from the Early Period 1 9  

CHAPTER TWO 

The "Great Preface" 37 

Contents 

Supplement: Selections from Hsun-tzu 49 

Supplement: Selections from the ({Record of Music" 50 

CHAPTER THREE 

"A Discourse on Literature" 57 

CHAPTER FOUR 

"The Poetic Exposition on Literature" 73 

CHAPTER FIVE 

Wen-hsin tiao-lung 1 83 

v 



CHAPTER SIX 

"The Twenty-Four Categories of Poetry" 299 

CHAPTER SEVEN 

Remarks on Poetry: Shih-hua 359 

CHAPTER EIGHT 

"Ts'ang-Iang's Remarks on Poetry" 391 

C.HAPTER NINE 

Popular Poetics: Southern Sung and Yuan 421 

CHAPTER TEN 

The "Discussions to While Away the Days at Evening Hall" 
and "Interpretations of Poetry" of Wang Fu-chih 451 

CHAPTER ELEVEN 

"The Origins of Poetry" 493 

Glossary 583 

Notes 597 

Selected Analytical Bibliography 633 

Alphabetical List oj Works Cited 655 

Index oj Terms and Concepts 661 

Index oj Authors and Titles 667 

Index oj Sources 673 

VI Contents 



Preface 

This book has reached unexpected proportions. It is a wise thing to let some 

projects sit for years and mature, until they become subtle like fine wine. But 

there are other projects which grow like those monsters of old science fiction 

movies, swallowing everything that passes by, ever growing. I will admit this 

book wants something of the labor limae, the Horatian "work of the file" that 

smoothes writing as a sculptor polishes his stone; but it has seen the cruder 

work of the ax many times, with great formless chunks hacked off time and 

again. Still it has kept growing. Those chunks hacked off lie scattered around, 

ominously pulsing and already increasing; but it is hoped that publication 

will cage the material of the parent book once and for all. 

The book took its first form a decade ago in a course taught at Yale, a 

course in which I innocently hoped to present Chinese literary theory to stu

dents of Western literatures. The summer before the course I found myself 

doing far more translation than I had ever intended. Over the next ten years 

the manuscript of translations and commentaries continued to grow, until it 

reached proportions that are an organizational nightmare. However, it is still 

painfully inadequate: inadequate both in the texts omitted and in the com

mentary on the texts included. I have entitled the book "Readings In ... " so 

as not to make a promise I do not fulfill: It is not a survey of all the important 

texts of Chinese literary thought; it does not even include enough of those 
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texts, particularly in the later period, to provide continuity. All I can promise 

is that the texts included are, in some way or other, important or representa

tive. Furthermore, read together, they tell an abbreviated story of the develop

ment of some of the important issues in Chinese literary theory and criti

cism. My colleagues in the field have continued to tell me "You can't leave 

out X." My apologies, but X has been left out, and much more. Aware of 

such omissions, I have made the form of the book an open structure, put

ting in place a few landmarks in a tradition of more than two millennia. 

Such an open structure can allow for myself or others to fill in some of the 

spaces at a later date. 

I owe thanks to the students in various courses in Chinese literary theory, 

taught over the years. Thanks also go to K'o Ch'ing-ming of National Taiwan 

University, who patiently went over the drafts of the early chapters with me, 

correcting errors and some of my more outrageous judgments. Another round 

of corrections and suggestions came from my readers, Pauline Yu of Col

umbia University and Tim Wixted of Arizona State University. Professor 

Wixted's voluminous annotations, going far beyond a reader's usual obliga

tions were particularly helpful. I also owe special thanks to the Guggenheim 

Foundation for its support and to the American Council of Learned Societies 

that provided a small additional grant to enable me to be finish off this 

monster. My graduate assistant Eileen Chou was invaluable in providing 

characters when the manuscript was being readied for the typesetter. And 

thanks are, as always, due to my wife Phyllis who endured the long labor 

and my grumblings. 
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Introduction 

In its tradition of literary thought, a civilization tries to interpret the relation 

between its literature and its other concerns: to explain the role literature 

plays in that civilization and to describe literature and literary works in 

terms that have resonance in other areas of intellectual and social life. 1 Such 

an activity is, admittedly, not one of the more obvious projects that a civiliza

tion may undertake. The existence of a tradition of literary thought pre

supposes that literature's nature, role, and values are not self-evident, that 

literature is a problematic area of human endeavor which requires some ex

planation and justification. These motives underlying a tradition of literary 

thought ensure that the relation between such a tradition and literary texts 

themselves is not transparent. The interpretations offered by such a tradition 

can never be a direct way to understand a great literary work, but they do 

offer an oblique and essential insight into broad areas of concern, desires, 

and repressed possibilities that lie behind both the writing and reading of 

literature. 

If we conceive of the relation between literary works and their readers 

using the metaphor of an implicit contract, then in the tradition of literary 

thought we do not find the contract itself but rather an attempt to make the 

contract explicit and thereby to limit and control it. In order to appreciate the 
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force of the texts of literary thought, it is essential never to take them simply 

at face value. For example, if a work such as the "Great Preface" to the Book 

of Songs tells us that a poem offers immediate access to the cares of a human 

mind regarding a particular historical moment in society, the existence of 

such a claim is at the same moment the mark of an anxiety that the poem 

might be, in some way, deceptive, or perhaps simply irrelevant: the theoreti

cal statement tells us what a poem ought to be. In such texts we can discover 

the tradition's unquestioned assumptions, the range of variation within those 

assumptions, and the tradition's most powerful desires and fears. 

The force of a tradition of literary thought acts in ways other than setting 

guidelines for how texts should be understood. Although a tradition of liter

ary thought has its own history independent of the history of the literature on 

which it reflects, in many periods it is bound in an intense, if often oblique 

productive relation to literary works; this is, what poets actually do can never 

be perfectly extricated from what poets believe they ought to be doing. Such a 

relation is never a simple one: no major poet simply obeys the prescriptions 

or simply embodies the descriptions found in theoretical texts; but some

times major poets believe they are following theoretical injunctions, or try 

their best to follow the theoretical injunctions, or react violently against the 

theoretical injunctions. Every great work has an implicit poetics that relates 

in some way to an explicit poetics (if one has developed in the civilization); 

and that relation becomes part of the poem. 

To grasp such forces operating in a literary work, one must understand 

that tradition's explicit poetics and the true nature of the challenge presented 

in the poetics. The tradition of literary thought teaches us to pay attention to 

certain aspects of literary works that we might otherwise overlook; but at the 

same time we often see clearly what an interpretive tradition tries to conceal: 

these are not aspects of the text to which no attention is given, but dangerous 

possibilities that interpretation tries to deny or hide and which, in their sup

pression, become all the more powerful. In short, if the relation between liter

ary works and literary thought is never simple, it is always intense; and the 

more attention is paid to a certain feature or question, the more we recognize 

that it represents a problem. 

This much the tradition of Chinese literary thought shares with its West

ern counterpart. Beyond that point we find mainly differences: in the kinds of 

assertions made, in the genres, and in the basic structure of literary thought. 

We will take these questions up as we encounter them in particular texts, but 

a few general issues may be outlined here. 

In many ways a tradition of literary thought is constituted by a set of 

words, of "terms/' which have their own long histories, complex resonances, 

and force. Such words do not constitute a collection of autonomous contain

ers of meaning, but are part of a mutually defining system that evolves in 

time and has links to conceptual vocabulary in other areas of human en

deavor. Not only do these terms acquire meaning by their relation to one 

another, each term carries a history of prior usage in particular theoretical 
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texts, and the efficacy of each term is continually reinforced by association 

with particular phenomena in literary texts; moreover, each term has a de

gree of latitude for variation and the possibility of idiosyncratic redefinition. 

Though educated readers are, as the linguists say, "competent" in the use 

of such terms, no one, either in the English-speaking or Chinese-speaking 

tradition, knows what those terms "mean." No one knows what a plot "is/' 

but almost everyone knows one when they see one. This problem with the 

meaning of terms is, of course, not limited to literary thought; and in the 

Western tradition literary thought joins in the larger cultural aspiration for 

"definition/
, 

the hope to stabilize meanings and thereby control words. 

Since the quest for definition has been one of the deepest and most endur

ing projects of Western literary thought, its virtual absence in Chinese liter

ary thought (as well as in other aspects of Chinese intellectual history) will be 

surprising. Brief, often canonical definitions of the central terms may be 

offered in passing; but the systematic attempt to explain terms occurs only 

very rarely, late in the tradition (in the fourteenth century) and on the very 

lowest level of literary studies (in other words, definition was not a goal that 

was considered important in its own right, but was offered to students of 

poetry, who were truly not "competent" in the use of those words). 

As in other areas of Chinese intellectual history, the significance of key 

words is stabilized by their use in texts that everyone knows. Modern schol

ars, both Chinese and Western, often lament the "vagueness" of Chinese 

conceptual vocabulary. In fact, it is not a whit more vague than most of the 

conceptual vocabulary of European languages; but in the Chinese tradition 

conceptual precision was not a value and therefore no one need maintain the 

pleasant illusion that a precise technical vocabulary existed. As the Western 

reader recognizes "plots" and "tragedies" and mimesis and "representation/' 

the Chinese reader may not have been able to say exactly what hsii or wen or 

chih were, but he knew them when he saw them. The difference is this: In 

the Western tradition there has always been a tension between the desire for 

precise definition on the one hand, and on the other hand, a desire for "reso

nance" in literary terms (their application to various frames of reference, 

which inevitably works against precise definition). In the Chinese tradition 

only "resonance" was a value. 

The second reason that Chinese terms often sound vague to Western ears 

is that they simply do not correspond to phenomena that the Western reader 

has learned to recognize. For example, the term t'i, which applies to styles, 

genres, and forms of all kinds, may strike many readers as impossibly broad; 

but the Chinese term embodies a distinction, and hence a concern, that is 

absent in the roughly corresponding English terms: in this case, t'i refers to 

normative style, generic norm, and other aspects of normative form, in dis

tinction from the particular levels on which a norm is worked out in indi

vidual texts (e.g., t'i as "style" is always a normative type of style rather than 

the particular style of a text). The term hsii is "empty" or "plastic," referring 

to substances like air or water that conform to "solid" shapes; it is extended 
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to refer to the changing fluidity of the emotions and the way they may be 

"invested" in solid things. This commonplace of traditional Chinese psychol

ogy， poetics， and linguistics can be made comprehensible to a Western reader; 

but it is， quite obviously， not a part of the ì凡Testern tradition's conceptual 

repertoire. Each tradition has its own areas of great conceptual strength. The 

reader disposed to be dismissive will observe the incapacity of the Chinese 

tradition to account for aspects of literature that seem absolutely essential in 

the Western tradition. The Western reader disposed to be impressed by the 

Chinese tradition will find only strengths: for example， the rich vocabulary 

for operations of mood and mind that are often without counterpart in Eng

lish. Both would be correct. In the commentaries that follow， comparisons 

will be made， but they are given for the sake of understanding rather than 

comparative evaluation: each tradition follows its own set of questions and 

tries to account for a very different tradition of literary texts 

Throughout the commentaries and in the glossary， 1 have tried to discuss 

the usage of important terms. In doing so， 1 must acknowledge the difficulty 

of generalizing about nearly three millennia of semantic changes in these 

words. It is hoped that between the brief general discussions in the glossary 

and the more detailed and particular discussion of terms in specific usages in 

the commentary， the English-speaking reader can develop some sense of how 

these terms can be plausible categories of literary description. 

In addition to the problem of terms， classical Chinese discourse employs 

structures of argument that are often quite perplexing for the Western reader. 

An argument that is pellucid and subtle in classical Chinese often emerges in 

English translation as disjointed and incomprehensible. We may roughly dis

tinguish three overlapping kinds of argument. The most primitive structure， 

seen in the "Great Preface" to the Book 01 Songs， is the aggregation of ele

ments around a center (and seems in the case of the "Great Preface" to be less 

a mode of argument than a way of organizing a disparate body of received 

material). As with pedagogic traditions of commentary and subcommentary， 

the oldest and most authoritative statement is given first， with supplements 

and amplifications added in a roughly hierarchical progression of degrees of 

importance， generality， historica 
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they are in the Aristotelian tradition)， so that one must be able to recognize 
implicitly when the subheadings of A have been completed and one is shift

ing to B .  Such arguments are sometimes rigidly structured-one might even 
say too rigidly structured-and their disjointedness in English translation 
is only too apparent. In the commentaries tωo b岫ot由h
on Lit巴rature" and in the y帆vβn-hs泣m t吋iao-lung， 1 have tried to clarify such 
arguments.  

Some texts present no difficulties in argumentation， and some texts sim
ply transcend the issue : there is no problem in following the polemical fustian 
of Yen Yü's "Ts'ang-lang's Remarks on Poetry， " while the idea of argumenta
tion is not really applicable to the wispy associations that loosely bind each 
ofμThe Twenty-Four Categories of Poetry . "  However， there is a third kind of 
argument， of which Yeh Hsieh's "Origins of Poetry" provides a late classical 
example in its most sophisticated and fully developed form. Yeh Hsieh aims 

at a lucidly linear exposition， yet the explicit terms of logical exposition in 
classical Chinese are considerably fewer in number and looser than in Eng
lish. This is not to say that the argument itself is looser， simply that the 
recognition of a tight argument is left to the trained reader. Because a deter

minate sequence of conditions is implicit in the Chinese， 1 have supplied 
them explicitly in the English translation. The degree of explicit subordina
tion required to produce good English would have produced an agonizingly 
tedious classical Chinese (Yeh Hsieh already approaches bad style by the 

degree of subordination he uses ) .  
On  the largest scale， the history o f  Chinese literary thought seems to  have 

followed a pattern similar to that of its Western counterpart， beginning with 
the repetition， elaboration， and variation of a set of commonplace notions， 
universally held to be true; then moving to contesting groups， each represent
ing clusters of positions derived from the commonplace notions of the earlier 
tradition; and finally to individually developed theoretical positions . The 
modern reader of Renaissance and eighteenth-century literary theory quickly 
learns to see through the mandatory recapitulation of commonplaces ( for ex
ample， that poetry should be dulce et utile )  to the particular twist ( if any) 
given in the text in question; one also learns to recognize whether the twist is  
purposeful or unconscious . The Chinese tradition had its  own set of conven

tional pieties， which return in theoretical texts again and again. Because 
these commonplaces are unfamiliar to the Western reader， however， they de

serve close examination; for in them we find the most basic concerns and 
shared assumptions of the tradition 

The transition out of the period of authority can be roughly characterized 
as the phase when the theorist is no longer simply stating a universally recog
nized μtruth" but 
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stridently polemical voice of Yen YÜ in the thirteenth century is perhaps the 
first "position" set against some of the most cherished commonplaces of the 
tradition. And Yen YÜ is one of the first theorists to assure us that he is， 
indeed， telli月 the "real truth . "  This second phase is most clearly marked in 
the factionalism of literary groups during the sixteenth and early seventeenth 
centuries . By the time we reach 叭Tang Fu-chih and Yeh Hsieh in the mid and 
late seventeenth century， we have "literary thought" in the modern sense， a 
critic genuinely "thinking through" a set of problems. 

THE SOURCES OF LITERAR Y THOUGHT 

Literary thought is often treated as if it were a disembodied set of ideas， 
whose articulation in texts is only a fortunate accident of history. In fact， no 
such disembodied ideas exist. What we call 1iterary thought is a group of 
diverse texts， which in turn belong to distinct genres .  The genres of a tradi
tion of literary thought exert a profound influence on the nature of the dis
course :  such genres are distinct categories of occasion that call for certain 
kinds of things to be said in certain ways. The difference between Aristotle 
and Horace writing on literature is in no small degree the difference between 
a formal technê， expounded in what seems to be the format of a lecture， and a 
verse epistle. The inclin且tion of these two classical writers to these two dis
tinct genres bespeaks a difference in disposition that is more profound than 
any difference in "position. "  Even modern academic critics， for whom con
sistency of position is a sacrosanct value， will write very different sorts of 
comments in a preface to an anthology， a book review， and an academic book 
of criticism. 

In the latter part of the Chinese tradition a consistently articulated posi
tion， defined against the positions of opponents， played no less a role in writ
ing on literature than it does in the modern West .  The historical inertia of the 
various genres of such writing， however， tended to color and modify such 
"positions， " situating them in the history and conventions of each critical 
genre. A rough survey of the major kinds of sources follows. 

Classics， Early Prose， and the“Literature 01 Knowledge" (Tzu) 

There are many brief references to literary and aesthetic matters in the Con
fucian Classics .  As one might expect， such comments developed immense 
canonical authority later in the tradition and often served as the core state
ments of received truth on which the later critic would build. In addition to 
passages referring directly to literary issues， however， statements on psy
chology， moral philosophy， and hermeneutics made in the Classics often 
appear in later writing on literature and are no less important. While the 
Confucian Classics generally stress the ways in which language can be an 
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adequate manifestation of inner life and the social world around the writer， 
the early Taoist texts contain important counter-arguments regarding the 
inadequacy of language . From the late Warring States through the Ch'ing 
dynasty， there was a genre of collected discourses， the tzu 子， which promised 
a relatively systematic coverage of all knowledge or of some particular branch 
of knowledge (statecraft， historiography， and， in the case of Wen-hsin tiao 

lung， literature itself ) . 2  Such works usually contained one or  more chapters 
on language， literature， or persuasive rhetoric .  Such works are the closest in 
form to the Western "treatise， " and their individual chapters are roughly 
identical with the detached "discourse"  (lun 論 )， one of the genres of Chinese 
literary prose belonging to the belles lettres .  

The Genres 01 Literary Prose and Poetry 

1 .  Poems on poetry: There are many subtraditions here . The most im
mediate association in Chinese is a form known as "poems on poetry， " yung

shih shih 詠詩詩 these are usually quatrains offering terse， allusive com
ments on specific poets and their literary historical relations rather than 
treating questions of theory. A group of quatrains by the T'ang poet Tu Fu 
( 7 1 2一770) are usually considered the precursor of this form ( although charac可
terizations of the works of other poets in T' ang social poems was far more 
important in establishing the form) .  The standard late classical version of the 
form took shape in the Southern Sung and found its most famous example in 
a series of quatrains by the Chin poet Yuan Hao-wen ( 1 1 90一 1257 ) . Outside 
such quatrain series， this kind of comment on the style of individual poets 
was very common in classical poetry. Another subtradition of poems on 
poetry celebrates the conditions of composition-primarily the question of 
spontaneity and the organic relation between state of mind and the poem. 
Ssu-k'ung T'u's ( 83 7-908 )  "Twenty-Four Categories of Poetry" and its later 

imitations constitute yet another and quite anomalous subtradition : here we 
have poetic evocations of sets of moods or qualities .  

2 .  Prefaces: Prefaces form one of the largest groups of sources for 
Chinese literary thought. These were written for groups of poems composed 
by several people on a given occasion， for anthologies， and for the works of 
single authors . In the collected works of a single author the composition of 

the preface was often entrusted to the most eminent authority on literature 
whom the author ( or his offspring) could persuade to write it， although adding 
one's own preface became increasingly common after the T'ang. The form of 
prefaces varies greatly， but the attempt was usually made to reconcile the 

author's style with larger issues of literary theory and poetics or received 
commonplaces . Here can be found some of the most interesting elaborations 
and variations on received values .  Anthology prefaces are often important 
sources for literary historiography and generic theory. 

3 .  Letters: These often contain full discussions of theoretical issues， but 
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usually declare one 's "position" to the person addressed， sometimes po1emi
cally and sometimes not 

4 .  Essays: These are usually brief (usuaUy one to five pages of Chinese， 
rough1y two to twelve pages of English)， systematic expositions of some ques
tion or position taken by the author. Individual essays are found in literary 
prose， but the essay is also the generic form of chapters in longer works， 
classified as the "literature of know1edge. "  

5 .  Colophons:  These are especially important from the eleventh century 
onward. Besides containing important bibliographical information， co10-
phons often contain comments on the history of literary reception and the 
writer's style .  

Informal Prose 

There is no clear dividing line between literary and informa1 prose， with the 
exception that "literary" g巳nres are included in an author's collected works， 
chi， whi1e informa1 prose generally is not. Co10phons， mentioned above， are a 
marginal genre， sometimes included in collected works and sometimes not. 
As the name 1 have given the category suggests， lightness and ìnformality， the 
quality of offhand comment， is prized here ( though the form may sometimes 
be used， as by Wang Fu-chih， to work out comp1ex theoretical arguments ) .  
Collections o f  ìnformal prose usually consist o f  short entries (rarely longer 
than a page of Chinese) ranging frbm literary theory to prosody to philology to 
literary history. Shih -hua，μremarks on poetry， " appear first in the eleventh 
century and constitute the largest category of occasional prose on literature 
Almost a thousand shih“hua from before the twentieth century survive ( in 
addition to fragments of 10st ones preserved in shih -hua anthologies ) ，  and 
they are still written today. There is a great variety in the kinds of shih -hua :  
some represent a serious attempt to  write the history o f  poetry， while others 
( the very best， in my opinion) are a peculiar art form in their own right， 
embodying the style of thought of the 泊的也ua writer. Shih -hua is itself a 
specialized subform of pi-chi， "random notes， " of which there are thousands.  
刮目chi differ from shih -hua only in the variety of topics on which they offer 
comment， among which literature is includedj in addition to comments on 
literature， however， these pi-chi may contain political comments， advice on 
flower arranging and making tea， discourses on difficult points in history， and 
everything else imaginable in every conceivable combination. Although 
pi-chi often group comments in broad categories， they share an aesthetics 
of casualness and randomness with shih -hua.  There are also specialized 
subforms of pi-chi for comment on art-song ( tz '日 hua )， on popular song and 
drama ( ch 'ü -hua )， on the poetic exposition (fu-hu叫， and on prose (wen

hua ) :  these also represent an immense volume of critical writing. 
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Technical Manuals 

Technical works were considered a low critical form， in earlier periods 
teaching composition， but later often attempting to give a general under回
standing of the poetics of a genre (using “poetics" in its proper sense as a 
description of the normative qualities of the literary work in regard to its 
being "made" ) .  Here is where one looks for a systematic exposition of tradi句
tional poetics， at the same time recognizing that such systematic exposition 
was usually considered a dubious activity and inherently unsophisticated. As 
there were distinct subforms of literary prose for different literary genres，  
there were distinct categories of technical manuals for poetry， song ( tz 'u ) ，  

popular song ( ch 'ü )， and rhymed and unrhymed prose . Because of their im
portance in pedagogy such works were very widespread; but these books were 
often poorly printed and little attention was given to their preservation， with 
the result that many have been lost or survive in only single copies. Such 
technical works borrowed shamelessly from one another; their sources are 
often either not cited or improperly cited; and the texts are often unreliable， 
containing frequent misprints and miscitations. Within these technical 
works are many distinct kinds of comment， including: 

1 .  Lists of prohibitions， things to be done， areas on which a writer 

should concentrate， categories of various sorts， sets of terms 

2. Chü-t '日， or collections of couplets， grouped either under some com
plex hierarchy of poets ( e .g . ，  Shih -jιn chu -k 'o t 'u 詩 人 主 客固) or under catego
ries of mood (e .g . ，  T'ang-jen chü-fa 唐 人句法 in Shih -jen yü-hsiβh 詩 人 玉屑) .

These chü- t 'u， linking descriptive terms to  poetic examples， provide one way 
to develop a sense of the vocabulary of moods in Chinese criticism. 

3 .  Exemplary analyses of poems， that teach the fa 弋 the "technique" of 
the poet. 

4 .  Discussions of normative development in various genres， either in 
terms of the development of a theme or of its phases of mood or time. Such 
discussions are sometimes nothing more than collections of quotations from 
more sophisticated critics or popularized restatements . 

5 .  Discussions of terms. Attempts to discuss important terms occur only 

in a few cases， modeled on the Pei-hsi tzu-yi ;:jt溪字義， an attempt to discuss 
the basic concepts of neo-Confucianism; needless to say， the attempts to 
explain literary terms are far less sophisticated than their neo-Confucian 
model . 

Critical Anthologies and Interpretive Editions 

Important in these works are the prefaces， tu-fa讀法 (instructions on how to 
read) ，  interpretive comments interspersed with poems and sometimes inter
pretive essays after poems， and marginalia (mei-p 'i 眉 批 ) . 1n the Ming and 
Ch'ing such works often contain long introductions on reading and criti-
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cism. It should be pointed out that many of the greatest scholars and critics 
preferred marginalia， while systematic interpretation was reserved for 
pedagogic hacks . The tu -fa are of great interest to those interested in literary 
hermeneutics .  

Scholarship on the Book of Songs 

Though intersecting at many points with "secular" poetics and literary 
theory， the tradition of interpretation on the Book of Songs is a distinct tradi
tion in its own right， with its own specialized terms and questions evolving 
over a period of two millennia. Some of the most sophisticated traditional 
criticism can be found here， in works such as Wang Fu-chih's Shih kuang 

chuan 詩 廣 傳i but the force of such criticism is contingent on understanding 
the history of the issues involved and the history of the interpretation of 
particular poemsi thus it is largely inaccessible to Western readers . 

Other 

In addition to the above sources for literary thought， there is a large body of 
biographical material， both in the standard histories and elsewhere， books of 
anecdotes purporti月 to tell the occasions of poems， and literary scholarship . 
Most of these sources contain critical material， and many contain theoretical 
material . 

THE PLAN OF THIS WORK 

This work is addressed primarily to two audiences : first， to scholars of West
ern literature who wish to understand something of a tradition of non
Western literary thoughti and second， to students beginning the study of 
traditional Chinese literature . The works covered in this volume are all， in 
some way， classics of traditional literary theorYi but the detennination of 
such "classics" has， in several cases， been a product of the reconsideration 
of the critical tradition during the Ch'ing and modern times . 

To place these works in context， it is important to recognize the sheer 
size and complexity of premodern Chinese literary theory， criticism， and 
allied writing on literature. One set of recent anthologies， quoting passages 
from the genres of "literary prose and poetry" ( discussed above) ，  consists of 
eleven volumes averaging between three and five hundred pages each ( keep
ing in mind that a page of classical Chinese can be between two and five 
pages of English) .  These anthologies do not even touch on the near1y one 
thousand works of premodern 晶晶 -hua， "remarks on poetry，" or on techni
cal manuals .  Another recent work is a three-hundred-page list of the titles of 
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essays， prefaces， and poems . A true history of Chinese literary thought and a 
genuinely representative anthology are equally impractical because of the 
great bulk that would be required， not only for the translations， but also for 
the annotations， the explanation of issues and terms， and the necessary back
ground discussions of a large and changing tradition of literary works .  

To present this material in English， some radical principle of selectivity is  
obviously necessary. One solution， adopted by the late James J. Y. Liu in 
Chin es e  Th eori es 01 Lit eratur e， was to identify a taxonomy of approaches and 
to excerpt primary texts to illustrate each .  A more conservative solution was 
that adopted by John Timothy Wixted in Po ems on Po etry: Lit erary Criticism 
by Yuan Hao →ven (1190-1257) ﹒ in a book of nearly five hundred pages， 
Wixted traces the background of these thirty quatrains back to their sourc巴S
in poetry and 1iterary discussion. The remarkable depth of Wixted's learning 
carries this book far beyond mere annotation. Yet a third solution， the best 
and most insightful to date， has been offered by Pauline Yu in her recent 
Readi月 01 Imag ery in th e Chin es e  Tradition . Yu takes one central issue
how the tradition understood the operation of poetic "meaning卅一and traces 
it through the T'ang and beyond. 

The present anthology of translations and commentaries is a fourth solu
tion to the problem. It does not set itself against the works above， but rather 
seeks to complement them. By its very nature it is a solution doomed to a 

certain ponderousness .  It tells a story of literary thought through texts . Be
cause of inevitable omissions ( the price paid for examining complete works 
rather than excerpts ) ，  that story， however intricate， is süll grossly simplified. 
Yet the stoηT is a true one and， 1 believe， the essential one. But even if its 
centrality is accepted， the reader should understand that it is only one possi
ble synopsis of a main plot， which is large， complicated， and surrounded by an 
array of subplots . 

To tell this story properly through the texts means respecting those texts， 
which are very different in kind. To address the problem of the diversity of 
these texts， one can either aim for a consistency in presentation that does 
violence to some of the texts， or one can sacrifice consistency of treatment 
for the peculiar demands of each text . For better or worse 1 have chosen the 
latter course .  

A story should be clear at the beginning. Out of al  
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of the texts treated. To offer genera1 statements on the "theory" 0吐i
Exposition on Lite叮ra前tur江reσ" without facing its philo1ogica1 details wou1d be as 
frivo1ous as a full philo1ogica1 commentaηT on Ou-yang Hsiu's "Remarks on 
Poetry" wou1d be an academic evasion of its rea1 interest. Whatever "ideas" 
the texts embody， those ideas cannot be separated from the differing natures 
of each text. For this reason 1 have chosen the form of commentaηT rather 
than a more synthetic approach. 

While most of the works treated fall more or 1ess under the rubric of 
"literary theory， " at 1east two of the works-Ts'ao P'i's "Discourse on Litera
ture" and Ou-yang Hsiu's "Remarks on Poetry"-are， each in its peculiar 
way， literary thought as literature. 1 have treated them as such. In two other 
cases， Lu Chi's "Poetic Exposition on Literature" and Ssu-k'ung T'u's 
"Twenty-Four Categories of Poetry" (both in verse and each "literary" in a 
different sense) ，  "literary thought" cannot be separated from very compli
cated philo1ogica1 issues .  In these cases any broader interpretation must be 
bound up with precise discussion of lines and words， with due considera
tion given to the effort and erudition of thos巳 Chinese scho1ars who have 
attempted to reso1ve the prob1ems. If the reader is distressed by the 10ss 
of the "story" in such phi101ogica1 details， he must b1ame Lu Chi and Ssu
k'ung T'u for the way they wrote. There are 1ucid English trans1ations of both 
worksi and readers who not wish to confront in detai1 how prob1ematic our 
understanding of these works is， may content themselves with those other 
trans1ations.  

The remaining chapters offer texts that can be treated more convention
allYi they address phi101ogica1 issues when these arise， but primarily carry 
the story. Although the works treated are on1y a few spots in a tradition of 
nearly two and a half millennia， the commentary structure is an open form 
that can permit future supp1ement and the addition of other works.  

When 1 was undertaking this work， there was a moment when 1 imagined 
myself trans1ating Aristotle's Po etics， with exp1anatory discussions， into 
c1assica1 Chinese for a premodern audience. The historica1 depth and great 
vo1ume of the exegetica1 traditions surrounding the "Great Preface， " "The 
Poetic Exposition on Literature， " W en -hsin tiao-lung， "The Twenty-Four 
Categories of Poetry， " and to some degree "Ts'ang-1ang's Remarks on Poetry" 
are equa1ed in the Western 
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those words in Latin and the vernaculars ( as well as being inseparable from 
the transformations of those words as they were naturalized within the liter
ary traditions of the vernaculars ) .  1 can imagine some of the moments : dio kai 
philosoph ôt eron kai spoudaiot eron poiêsis historias estin : "For poetry is 
both more philosophical and more serious than history ."  1 would translate :  
shih (poiêsis ) chih yü shih， 1i sh eng erh chin y eh : “As for poetry's relation to 
history， it excels in natural principle and is [the] serious [one] . "  Such a state
ment would be virtually nonsensical to my premodern readers of classical 
Chinese : after all， histoηT perfectly embodies 1i ( principleL  but the role of 
μnatural principle" in poetry is decidedly problematic .  It would take a good 
deal of space to explain what Aristotle meant by "poetry， " μphilosophy， " and 
μhistory" i in each case the understanding of those terms would be radically 
different in the Chinese version. 

As a scholar， 1 would feel somewhat uneasy in presenting the Po etics as if 
the only problems were those of translation， as if there were no deep disagree
ments about the interpretation of that text within the Western tradition. 1 

would therefore next present my readers with a survey of the interpretive 
questions that are so central to the Po etics， from the early scholiasts ( let me 
pretend for the sake of argument that the Po etics had a scholiastic tradition) 
to Robortello to Lessing to EIse and other modern scholars . Keep in mind that 
all this time 1 am translating from a conceptual vocabulary evolving over two 
millennia into a tradition with an entirely diHerent set of conceptual terms.  
The new problems and new meanings of words that arise over those two 
millennia all sound pretty much alike from the perspective of my premodern 
Chinese readers . At some point my reader will groan and give up in despair. 

The inversion of this small fantasy is precisely the problem faced in trans
lating these Chinese texts into English. On the one hand， a Western literary 
scholar who wants to understand a truly different tradition of literary 
thought wiU want to avoid the kind of translation that makes everything 
different into something comfortably familiar. On the other hand， there is an 
invisible line in exegesis， beyond which the texts begin to recede into a wel
ter of complications . Certain arguments may be individually very interesting， 
but in the aggregate they can overwhelm the text and th 
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Chinese text works. This relative literalness is not attractivej but in texts of 
thought， especially frorn the Chinese， grace in translation is usually a rnark of 
vast concessions to the conceptual habits of the translation's audience. There 
are appealing previous translations of rnany of the works translated in this 
volurnej yet frorn thern it is sornetirnes irnpossible to forrn rnore than a 
rudirnentary sense of what the Chinese theorist is saying. Argurnents that are 
deep and precise in Chinese often appear in English as vacuous and disjointed 
generalities .  The only rernedy for this is exegesis， and the translations are 
given not to stand on their own but to work together with the cornrnentaries .  

There is also no graceful way to handle the problern of the technical ter
rninology of traditional Chinese poetics . As is the case in Western literary 
thought， the descriptive and prescriptive force of Chinese literary thought 
cannot be separated frorn this cornplex body of terrns， which were located in a 
historically evolving structure that at different periods allowed different de
grees of individual variation. These terrns rnay often sound odd and exoticj 
but the reader should always keep in rnind that， like the central terrns of 
Western tradition， these surprising historical growths were largely taken for 
granted as the norrnal way to conceive of literary phenornena， and they were 
used as if they referred to sornething self-evident. Since their rneanings derive 
frorn their use in a variety of particular contexts and frorn a set of relations to 
other terrns， they have no true equivalents in the terrninology of Western 
poetics.3 They can never seern as natural and obvious to an English reader 
as they did to a Chinese reader， nor will their rnutual associations ever corne 
as readily. Moreover， the English reader will never have developed a sense of 
concrete referentiality when he encounters these terrns， sornething achieved 
by repeated association with particular facets of particular literary texts .  By 
encountering thern again and again in a wide variety of theoretical texts， 
however， the English reader can gain sorne sense of their functional rneaning. 
The device of including rornanizations after the translations of irnportant 
terrns， however awkward， is to be a continual rerninder that the Chinese 
word translated does not really rnean the sarne thing as its English transla 
tlOn. 

In the translations and cornrnentary， sorne of the rnost irnportant of these 
terrns appear with a con 
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adjudicating the demands of the text being translated. A term like chγis 
almost invariably given in romanization. The term pi叩 弋 when used alone， 
is almost always rendered "mutation" in order to call attention to its precise 
implications and distinguish it from other terms of change， although that 
often produces awkwardness in translation. Yi is usually rendered "concept， " 
even when it is awkwardj but there are certain cases when it must be ren
dered differently. For some terms 1 offer a wide variety of translations depend
ing on context . In short， 1 have tried to make these decisions term by term 
and text by text， with my primary goal being to give an English reader insight 
into the Chinese argument rather than graceful English. Much has been writ
ten about the best possible English translation for many of these termsj but 
there is no best trans1ation， on1y good explanations. Every translation is 
weighted in some way that does an essential violence to the Chinese conceptj  
this will be true in the central conceptual terms of any traditionj these terms 
are important to the civilization， they bear 且 complex history， and they are 
embedded in texts shared by the civilization. Most of these terms do not 
belong exclusively to Chinese literary thoughtj rather they are shared by all 
branches of Chinese thought， but will take on slightly different associations 
depending on the frame of reference in which they are used. 

Another insurmountable problem is the continual reference to writers 
and works with which the reader is not familiar . Even if 1 were to include a 
ful1 anthology of Chinese literature to accompany this volume， the qualities 
referred to in those literary works would usually be 10st in translation. Dates 
have been provided in many cases to give the reader a rough sense of the time 
frame. 

Another practical problem concerns those questions that recur through 
out the works discussed in this volume. In order to give each commentary 
coherence， a certain amount of repetition will be unavoidable in summariz
ing issues discussed in gr巴ater detail elsewhere 

For the convenience of English readers 1 will give a short English bib
liography， organized by chapters， listing selected alternative translations and 
secondary works in Western 1anguages .  The fuIler bibliography of Chinese 
and Japanese works provides not on1y the sources used in the volume but also 
a more general bibliographical introduction for students of Chinese. 
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子 日 。 視其所 以 。 觀其所 由 。 察其所安 。 人焉廈哉 。 人焉廈哉 。

He said， “Look to how it is . Considcr from what it comes . Examine in what a 

person would be at rest .  How can a person rcmain hidden?-how can somc

one remain hiddcn?"  

Analects 11.10 

The Anal ects contains many passages in which Confucius offers judgments 

on the poems of the Book 01 Songs， on w en * ，  and other topics which lead 
directly into the concerns of traditional Chinese literary thought. In their 
authoritative recurrence and exegesis， these comments were immensely in
Huential in the tradition; but if we seek in them the profundity of Plato's 
critique of poetry or Aristotle's exposition， we will be disappointed. More

over， the deepest forces in the development of Chinese literary thought 
were not Confucius '  comments on literary matters per se， but the larger con
cerns of Confucian thought embodied in the Anal ects . The passage above， 
which makes no direct reference to literature or writing， announces a prob
lem that remains with Chinese literary thought to the modern era. 
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As often in later Chinese literary thought， we find here a triadic sequence 
of stages rather than a bipolar structure of signification， which we find in 
Western language theory and in concepts of mimêsis or representation. Con
fucius enjoins us first to observe the quality of an act ( "how it is， " "the that且
by-which" 其所 以 )， then to consider the motives or originating circumstances 
( "from what it comes" 其所由)， and finally， to infer the conditions in which 
the agent would be "at rest" ( 其所安) . Of course， Confucius is here concerned 
with recognizing moral qualities and the character of a person. He promises 
us that a certain kind of attention will enable us to observe a person's true 
nature， which would otherwise remain concealed. 

The question raised in this passage involves a special problem of knowl
edge. It is not a truly "epistemological" problem because it is not concerned 
with the nature of knowledge in its own right， the question of knowledge as it 
is posed in some of the Platonic dialogues. Nevertheless， this problem of 
knowing is in many ways th巳 counterpart of the epistemological questions 
raised in early Greek thought. The qu巳stion that Confucius initiates is one of 
"recognizing" the good ín a particular case， rather than "knowing" what the 
Good is . Chinese literary thought began its development around this ques咀
tion of knowledge， a special kind of knowing且s in "knowing a person" or 
"knowing the conditions of the age，" This problem of knowledge is predi
cated on multiple levels of concealment， and it leads to a hermeneutics that 
promises to reveal the complex conditions that inform human actions and 
utterances . Chinese hterary thought is grounded in this hermeneutics， just as 
Western literary thought is grounded in a poetics (what a poem "is" with 
regard to its being made ). Ultimately a traditional poetics grew out 01 the 
Chinese concern for hermeneutics， just as Western literary hermeneutics 
grew out of its poetics; but in both cases the original concern shaped the later 
transformation. 

This passage from the Analects makes some basic assumptions that are 
worth examining. First， ther巳 are inner and outer truths : there is the possibil
ity of misunderstandi月 the inner by observing the outer ( the possibility of 
hiddenness ) ，  but there is also the assumption that some particular quality of 
attention to the outer will allow perfect access to the inner. This presumes 
that there is a necessary corre 
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Alêth eia， "disclosedness" ( the Greek word often translated as "truth叫F
became implicated in the notion of a world of deceptive appearances and 
something absolutely True behind them， an opposition of Becoming and 
Being. This was one of Plato's central concerns and has remained， in many 
transformations and concealments， at the heart of Western metaphysics . 
"Being" as such was an inconceivable issue for Confucius， but he would have 
understood very well the form of the relation， alêth eia， truth as disclosed
ness .  Both traditions worked with an opposition between deceptive appear
ances and something valid behind the surfaces; but their divergence in the 
construction of the opposition is central to the differences between the two 
traditions， in literary thought as in a11 other thought. 

Crudely stated， Plato's attention was directed to the tran且ience， variance， 
and contingency of particular phenomena， measured against thè permanence， 
invariance， and self吼lbsistence of a Form. Confucius'  attention was directed 
to a different but related question : not the failure of appearance to correspond 
to the stable term， but the fact that what is inner does indeed inform what is 
outer (appearance)， that there is indeed some necessary relation between 
the two. For Plato a beautiful person "referred" him to the form of BeautYi 
Confucius would have noticed rather that beauty is indeed immanent in a 
person， that it appears on the surface， and that a particular quality of atten
tion is necessary to perceive it . The two traditions worked with fundamen
tally different ( later incommensurate ) terms， but one term is shared:  "con
cealment， " the possibílity of misjudgment， most powerfully threatened by 
deception and lies; and the secret concern for deception and lies is insepara
ble from a concern with language. 

The Platonic movement from Form to phenomenon ( loosely correspond
ing to the Chinese movement between inner and outer) is one of fixed models 
and making after models .  For thi日 reason the poiêma， the literary "thing 
made， " becomes tertiary and disturbing in the Platonic scheme of things . The 
counterpart of "making" in the Anal ects passage above and in most Chinese 
literary thought is九nanifestation" : everything that is inner-the nature of a 
person or the principles which inform the world-has an innate tendency to 
become outward and manifest. Aristotle would have liked something of the 
sort， but his manifestation was a qua 
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ings of the lived world. This is true for Confucius in observing personSj it is 
also true in reading a literary text， which-to remind the Western reader of a 
simple and all咀nportant fact-always comes from a person. 

敢問 夫 f惡 乎 長 。 刊 。 我 知 言 。 我善養吾浩然 之 氣 。

何 謂 知 這 O 日 。 1皮 辭 O 知 其 所 蔽 o �這 辭 。 生日 其 所 陷 。 邪 辭 。 失ufl�所向� 0 遁 辭 。 知 其 m 窮 。

Kung-sun Ch'ou: “那'h前， sir， is your cxccllence?" 

卸1encius : “ I understand language and havc mastcred thc fostering of 

boundless and surging ch 'i . " 

“What do yOll mean by ιunderstanding languag亡';>"

“When someone' s  words are one-sided， I understand how his mind ;� 

clouded . Whcn someone' s  words are  loose and extravagant， 1 understand the 

pitfalls into which that pcrson has fallen . When somcon亡 ' s words are warped， I 

understand wherein the person has strayed.  Whcn s0l11cone' s  words are eva

sive， 1 understand how the person has becn pushcd to his limit . " 

Mencius I I . A .  2刃 xvn

Confucius'  imperative to observe behavior， motive， and basic disposition is 
fulfilled in a special way in Mencius'  claim to "understand language， " chih 

y en * 如l 言. Language is the ultimate form of outwardness， and it embodies 
most perfectly， yet problematically， the correspondence between inner and 
outer. 

For Confucius， the moral quality of the act itself was insufficient to know 
the person: look to what ìt comes from-a good act may be done from selfish 
motives or a bad act may have mitigating circumstances; and through con
sidering these， the person may be known. As Mencius says (IV.A. 1 7 )， some
one who would not give his hand to hi日 sister-in-law if she were drowning is a 
wolf. And yet one should not touch the hand of one's sister-in-law. Even in a 
good act with good motives or in a bad act with bad motives， we might dis 
cover some quality of discomfort in the person， and in that way， too， we 
might see something of the person's true nature : “examine in what a person 
would be at rest . " 

In the same way Mencius'  "understanding language" is not simply an 
understanding of the meaning of words and certainly not an understanding 
that merely reflects or reproduces what the speaker thinks the words say. 
Mencius '  knowledge of language is a knowledge of what the words reveal 
about the speaker， what they make manifest. "When someone's words are 
one咽ded， 1 understand how his mind is clouded川 no dictionary or grammar 
or philosophical reflection on a concept will teach this kind of "understand
ing language. "  Words become only a surface whose shape reveals what lies 
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within. Mencius' list of different kinds of language shows that the trained 
listener can make fine discrimin且tions . Most important， what the speaker 
revea1s in his words is invo1untary-perhaps not at all what he wou1d wish to 
have revealed. Error and deception are not autonomous categories here， but 
are subsumed under understanding the person : they are nothing more than 
manifestations of ignorance or the desire to deceive and as such become im
portant pieces of evidence for us when we listen to someone speak. Recogniz
ing the truth or accepting error， being deceived or not being deceived rest 
with the capacities of the listener. 

Here at the beginning of Chinese literary thought， we shou1d take carefu1 
note of the direction in which we are being 1ed. The observer/listener!reader 
is defined very differently from a "member of an audience . "  Even our English 
term m emb er silently teaches us that on1y the collective "body" is the com
p1ete organism: the hope of reception that resid臼in the text cannot be fu1 -
filled by a sing1e reader. The Western notion of the work's "audience" has its  
own history， and we cannot fully grasp the concept without uncovering 
something of that history. P1ato was deeply disturbed and shocked by the way 
in which a person became a "member of an audience/' swept away in a pecu
liar frenzy when viewing a tragedy. Nor were Plato's worries entirely without 
foundation : that same member of the Athenian audience stood in the Agora， 
listened to rousing speeches， and in a burst of unthinking enthusiasm sent a 
generation off to die beneath the walls of Syracuse. 

When Socrates was ready to demolish the self-understanding of the rhetor 
Ion， he noted the power of the rhetor to cast the audience into a state of 
ekpl exis， "being out of their wits . "  Later， in the Roman period， the author of 

On th e Sublim e was dissatisfied with the literature of his own age， feeling its 
impotence in comparison to th巳 great works of the past， and its inability to 
raise its audience to ekstasis， "standing outside of" the self. The Western 
notion of an "audience" situates the reader/listener as an anonymous mem
ber of a collective entitYi his license， even exercised in solitude， has some
thing of the freedom of becoming 10st in the enthusiasm of the mob .  Such 
freedom remained something sought from literature， a 10nging to be sw巳pt
away， ekstasis. The notion of aesthetic experience as it developed in the 
eighteenth century， may have been a much gentler 
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representation-and in due time those problems worked their way to the 
surface， with many resolutions offered. 

In the construction of the literary art that grew from these beginnings， if a 
text stirred the reader's emotions strongly， it was because of the writer and 
his agej the experience did not involve a closed relation between the reader 
and the text . And even though a text might pass through the hands of 
millions of r巳aders， it was always looking for one person-this person or 
that--who "understands 1且nguage. "

成正蒙 仟1 0 舜;三 不 臣堯 。 貝1) 吾吹得 開 命 矣 。 詩 云 。 普天 之 下 。 莫非主L 0 哼〈土 之績 。 莫-I�

王 臣 。 市j舜既 為 天 子 矣 。 敢問瞥腰之非拉→如 何 O

用 。 是 詩 也 。 非 是 立 謂 也 。 勞 }j香玉事IÍ'JJ丹、 得養父母 也 。 L=l G 此 莫非正:事 。 我重�tt 勞 也 。 故

l說詩 者 。 司 、 以支 害 辭 。 不 以 辭 害 志 。 u茗、逆 志 。 是 為 得 之 O

Hsicn也ch'iu Mcng sa峙， “ 1 h且ve acceptcd your declaration that the Sage-King 

Shun did not consider Yao r who abdicated the thronc in favor of Shun 1 to be 

his  subjcct .  Yet  thcre is a pocm in thc Book of Songs 

Of a1l that Ìs under Hcaven， 

No place is l10t  the king's  land; 

And to the farthest shores of a11 thc land， 

No man is not the king ' s  subjcct .  

1 would like to ask how it could be that， when Shun became emperor， the Blind 

01d Man [Shun's  father 1 would not bc considered his subj cct?"  

Mencius rcplied ，  ' ιThis pocm is not talking about that . Rather the poem 

conccrns the inabilíty to care for one's parents whcn laboring in the king 's  

business .  I t  says， ‘Everything is the king ' s  business [and should be a responsi恥

bility shared by a11J ， yct r [alol1c] labor here virtuously.' In cxplair由19 thc 

p oems of the Book of Songs， onc must not permit thc litcrary pattcrning (wen叮

to affcct adversely [thc undcrstanding ()f J thc statcment (tz 'u 叮; and onc must 

not pcrmít [ our understanding of] thc s tatemcnt to affcct advcrscly lour 

undcrstanding of] what was 011 thc writcr ' s  mind (chih * ). Wc usc our undcr

standing (yi勞) to tracc it back to what was [originally] in the writcr ' s  mind 

(chíh * )- this is how to grasp it" 

Mencius v. A. 4 . ii 

We have a thorny ethical problem: when Sage-King Yao abdicated the throne 
to Eιge】King Shun， w的 Yao then Shun's subjecti and furthermore， was 
Shun's father then Shun's subject ( an unthinkable situation in which two 
orders of hierarchy are at odds ) ?  Mencius has made an exception to the king's 
suzerainty in thcsc cases， but Hsien-ch'iu Meng cites the Book 01 Songs as an 
authority to provc that there are no exceptions . Mencius attacks Hsien-ch'iu 
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Meng's interpretation (but does not question the authority of the Book 01 

Songs to decide such issues ) :  the Song in question arises from a particular 
situation in which an officer is caught between conflicting claims of duty to 
the king and duty to his parents. The "king's business" is the duty of all， but 
he feels as if he alone were charged with completing it. However questionable 
the particular interpretation may be， the way in which Mencius interprets is 
significant. 

Hsien-ch'iu Meng is a failed reader， and the way in which he fails is pre
cisely by his inability to follow the instructions for understanding given by 
Confucius in the Anal ects. For Hsien-ch'iu Meng， the words of the passage in 
the Book 01 Songs mean what they say: he looks to "how it is . "  For Mencius， 
the reason they were said gives meaning to the words of the passagej meaning 
grows out of a particular ( if ultimately doubtful ) circumstance.  That is， 
Mencius considers "from what it comes . "  Mencius is able to give the pas
sage a general meaningj but the general meaning can arise only by working 
through a level of circumstantial intention， understanding the words as a 
relation to the particular circumstance in which the words were produced. 
The critique offered by Mencius here is not simply directed against mis
reading a part by failing to consider the wholej rather it announces a central 
assumption in the traditional theory of language and literature， that motive 
or circumstantial origin is an inseparable component of meaning. 

As Confucius ' instructions for "knowing persons" are here transferred to 
reading poems， some important new terms appear. Here also the process by 
which inner becomes outer， the process of manifestation， is d巳scribed in 
stages .  The outermost stage is wen 弋 "literary patterning， " in later contexts， 
"writing. " 

Wen * should be an organic outgrowth of some situation or inner state， 
but Mencius is made aware of a danger， a danger only implicit in the earlier 
Anal ects passage : the process of manifestation may give rise to distortion and 
misunderstanding. To understand the poems of the Book 01 Songs， one must 
possess a special capacity to know "what was really meant" by the speaker， 
not simply what the poem might seem to say 

Mencius has assumed here a distinction between literary language ( wen * ) 
and plain language ( tz 'u * ，  the "statement" ) .2 In doing 80 he may have had in 
mind the kind of exegetical paraphrase of early texts which was already be 
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Prior to tz 'u 勢 is ch品 帶 ﹒ Reading well， we discover not "meaning" but 
chih 勢 ， "what is/was intently on the mind. "  Chih 特 1日 a condition of mind 
(hsin叮that subsumes the ordinary possibilities of "meaning" in language， 
both literal and figurative， but which goes beyond them. The language of the 
Book 01 Songs is not an index of "what is said" ( literal meaning) or even of 
"what is meant" (potentially encompassing the possibility of both figurative 
and literal meaning) i  rather language is an index of  what was said and meant 
in relation to why it was said and why the speaker meant to say it. Con
fucius ' injunction in the Analects should show how such a theory of language 
could come into being. The process of understanding is quite simply to follow 
the serial stages back to their sourcei and since complex series raise greater 
possibilities of error， they require a special kind of re且der.

Without indulgi月 in an elaborate comparison between early Chinese lan
guage theo叮 and Western language theory， we might note that versions of 
the same simple semiotic model of sign/meaning appear at an early stage 
both in the West and in China ( as in Kung-sun Lung-tzu 公孫龍子). It is a 
primitive and highly imperfect model for describi月 the real operations of 
language， and a model which the Western intellectual tradition has con
tinually refined without entirely escaping. The apparent disappearance of 
language theory in China is， in fact， nothing more than th巴 failure and aban
donment of that simple model : the theory of signs was replaced by a more 
sophisticated model for the operations of language-chih 特 • Chilγ mtegrates 
motive and circumstance with those purely normative operations of signi
fication to which the study of "language" is limited in the Western tradition . 
This is not， as it might seem， replacing linguistics with psychologYi rather it 
is recognizing the fact that no language has ever been produced except 
through some psyche and in some particular circumstance. Attention to that 
obvious truth made it exceedingly difficult to conceive of the operations of 
language impersonalIy. Thus， we do not find in the Chinese tradition the 
emphasis placed on certain great linguistic and philosophical projects of the 
Western tradition : grammar， philosophical definition (which would remain 
stable for all language users )， a quasi-mathematical language of perfect 
I accuracy. " 

詩 言 志 。 歌 詠 言 。

The Poem (sh ih 叮 articulates what is on the mind intcntly ([h ih 叮 ; song makes 

la月uage (yen) last long .  

Book of Dowmel1ts (Shu [hin，í?)， “Canon of Shun" 

This is the canonical statement of what poetry "is . "  Even if modern schol
arship no longer credits the attribution of the statement to the legendary 
antiquity of Shun， still it is probably the earliest definition of shih �1. More 
important than its true historical provenance is the fact that it was under-
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stood to be the primary and most authoritative statement on shih throughout 
the traditional period. It should be emphasized that this is not "a theory" of 
poet叮﹒ it is almost as authoritative as if God had delivered a brief definition 
of poet叮 in Genesis . Not only is it canon， its authority is strengthened by the 
fact that it is an etymological ( or more proper1y， pseudo-etymological ) defini
tion， arrived at by dividing the character 泊的 into its component parts . Thus， 
whenever someone looked at the character and wondered what this thing 
shih might be， that person would see the components yen 言 and chih勢 志

(actually 寺， which was interpreted as chih 普 by a pseudo-etymology ) .  
Together， yen-chih 普 is the exact formulation given above : "articulates" 
"what is on the mind intently. " Such an etymological definition gives the 
statement a special claim to truth. This definition can no more be rejected 
than the statement， "A poem is something made" :  both are tautological by 
etymology (poiêma， "a poem吋rom poein， "to make呵 "The poem articulates 
what is on the mind intently" must remain the given assumption under 
which all later poetic theory develops or with which it must be reconciled. 
Within this definition there remained great latitude for development， varia
tion， and dispute; but the definition itseH is taken for granted : one cannot say 
"The poem does not articulate what is on the mind intently. "  

If we translate shih a s  "poem， " i t  i s  merely for the sake of convenience. 
Shih is not a "poem叮 shih is not a "thing made" in the same way one makes a 
bed or a painting or a shoe. A shih can be worked on， polished， and crafted; 
but that has nothing to do with what a shih fundamentally "is . "  This differ
ence in definition between a poem and a shih has immense consequences :  it 
affects how， in each tradition， the relations between a person and a text will 
be understood and taught; moreover， it affects how poets in each tradition 
behave. Perhaps the greatest consequence lies in the question of control : if 
we take a text to be a "poem， " a "made" text， then it is the object of its 
maker's will; it is not the person himself but rather something he has 
"made . "  Since the Romantic period many writers of lyric have tried to move 
toward a "poetry" like shih ; but when they write about poetry， their concerns 
show the marks of their struggles with the ancient notion of poetry as some
thing "made"-we read of masks， personae， distance， artistic control .  

If， on the other hand， we take a text to be shih， t 
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some schools of poetry hoped that Western poetry could do the same， the 
concept of poetηT does not， implicitly， make that promise in itself. 

What is this "inside" that we find in shih ? It is chih贅， traditionally de
fined as "that to which the mind goes . "  The first aspect of chih著we should 
note is that it is prearticulate， a true "state of mind， " qualified by a degree of 
intensity and an object. When it finds language adequate to it， it becomes 
shih . One of the most misleading translations from Chinese to English is the 
conventional translation of chih 瞥 as "intention. "  Ch站著may be "intent" in 
the sense of English "being intent upon something"; but it is not "intention， " 
either in the popular or the philosophical sense of the term. "Intention" is 
voluntary; a moment's reflection will reveal how deeply the notion of 叫inten
tion" is implicated in the Western concern with free will .  Chih 勢 may have a 
level of the voluntary， but the concept privileges the involuntary origins of 
any act of volition : chih 特 occurs because one is stirred by something in the 
external world . One may have the "intention" to express one's chih 叮 one
may "intend" that one's chih * appear to others in a certain way. But for one 
who "understands language" like Mencius， the chih 勢 perceived in reading 
the shih will be true chih 弋 whether or not that is what the writer 
"intends" to be revealed. 

A second problem with the translation of chih 特 as "intention" is that 
in tention， as it is used in regard to literature， is always the "intention" to 
make a poem in a certain way: its object is the literary artifact. Chih 弋 on the 
other hand， is a relation to some object， event， or possibility in the living 
world outside of poet叮﹒ Chih 祥 is a subjective relation to some content， a 
relation of a certain intensity and of a certain quality. Chih著is that condition 
when the mind is fixed on something， a “'preoccupation. "  Chih 普 is tensional， 
yearning for both resolution and for external manifestation. Very often chih 特
takes on a public， political sense as μambition"-the desire to do something 
or accomplish something in the political sphere . ln other cases it has a broad回
er moral frame of reference， as "goals"  or "values to be realized. " Ultimately 
the ethical and political dimensions of chih * became so strong in the tradi
tion that most writers on literature preferred to substitute other terms as the 
source of the poem in the psyche， especially ch 'ing弋 μthe affections . "  

This canoni 
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probably referred originally to "intoning， " stretching out the words in the act 
of singing. But commentators play on the meaning "lasting long， " transfer
ring it to another aspect of song， its capacity to be preserved， carried afar， and 
transmitted. Through the patterning of song， a text becomes fixed and repeat
able .  Unlike speech， which disappears as soon as it is uttered， song is one of 
the earliest examples of the fixed texti and that repeatability is a miracle .  
This capacity o f  language to  be  preserved through time and over space occurs 

m wen 弋 "literary patterning" and the "written word . "  This capacity of pro

longation， "going far， " became one of the determinative characteristics of 
wι:n * 

仲 尼 日 。 志 有 之 。 言 以 足 志 。 文 以 足 言 。

不言 。 誰 知 其 志 。 言 之 無 文 。 行 而 不遠 。

Confucius said， “Thcrc is a rccord4 of somconc ' s  thoughts which says : the 

language (yen) is to be adcquate to what is on the pcrson ' s  mind (chih * ) ，  and 

the patterning (wen 叮 is to be adequate to the language. If a pcrson docs not use 

language， who will know what is on his mind? If the language lacks pattern

ing ，  it will not go far .  

Tso chuan 左 傳 ， 25th year of Duke Hsiang 

29 

This saying， attributed to Confucius， citing a source now unknown， belongs 
tωo the exter且1臼凹s剖i臼ve Con址1世fucian apoc叮rypha街i but it is an important collateral t紀ex到t 

for the canonical defini此tl叩on咒1，
mind. "  In this passage chih 特 is given as the origin not just of poetry， but of 
any language that must be made known to others. Moreover， in this passage， 
wen 耨 is brought into the equation. 

Like the three stages of understanding given by Confucius ( "how it is， " 
"from what it comes， " "in what a person would be at rest" ) ，  and closer still to 
Mencius'  hermeneutic triad ( "literary patterning， " μstatement， "  and "what 
was on the writer's mind， " chih 辦 )， this passage also sets up a triadic process of 
manifestation : from chih 弋 to yen， to wen 誓 . In this it remains consistent 
with Confucian language theorYi but the passage develops language theory in 
a significant way， turning the process around and changing the structure of a 
hermeneutics to the structure of a productive "poetics . "  

In the passages from the Analects and the Mencius i t  was assumed that 

those who observed a person correctly， listened to language weU， or became 
good readers of the Book of Songs， could know the inner from the outer: there 

was assumed to exist an involuntary and necessaηT correspondence between 

interior nature and its exterior manifestation. But suppose a person wants to 

be known， to have his inner nature and chih 勢 revealed to others.  Suppose that 

in doing so a person seeks to advance in the political world， or to be admired， 
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or simply to be understood. In such a case there is a motive for discourse and 
for "literature， " wen 都 ﹒ it comes into being to make the self known. In this 
passage manifest chih 勢 would be understood primarily as the ethical disposi
tion of the speaker. But as Chinese 1iterature grew， aspects of the self revealed 
in literature increased; but this did not alter the fact that 1iterature was still 
understood essentially as a way of knowing persons . 

If a person speaks to be known， the revelation Qf self is voluntary， even 
though the precise qua1ity of what is revealed remains essentially involun
tary. This latter point is important : if the writer were to create a mask or 
project a wishful image of the self-the essential assumption made in West
ern lyric， whose roots are essentially dramatic-then that writer would 
( theoretically) be revealed precisely as someone creating a mask or project
ing a wishful image of the self， with all the complex motives that attend on 
such acts .  The assumption remains that inner truth is visible in its outer 
manifestation. 

One speaks to have one 's chih 普 known， and the words take on "literary 
patterning， " wen 瓣 ， so that they can have extension， can "go far . "  Wen * is a 
mode necessary in adequately fixing an utterance-in the written word or in 
memorable form-so that it can be carried beyond the momentary wind that 
blows across the face. Wen 持 becomes necessary if one hopes to be understood 
in another place and another time. Wen * does not seek the vast， anonymous 
audiences of a "poem" ( in the Western sense) ， but it does address the problem 
of the distance of the unique auditor. This capacity to μgo far" app1ies to 
many frames of reference in distance-space， history， social standi月﹒

Once again we may note that ordinary "language， " yen， is given as a 
mediating and imperfect term in the process of manifestation. One cannot 
develop a theory of literarity as 1inguistic deviation here : wen * is the ulti
mate and fully adequate manifestation of chih * ;  yen is only an intermediate 
stage， adequate only for local goals 

"In the Beginning was the Word" is Hellenistic， not Chinese; likewise， its 
logocentric descendants are not Chinese. Here the assumption is a prearticu
late chih 勢 that is primary and may or may not come out. Chih 勢 has semantic 
content， but it is more than its semantic content : it is also a relation to that 
content， a quality of care ( just as someone's shouting "Help ! "  in distress im
plicates an immediate concern on the part of 
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子 FI 0 書 不 意 ?可 。 言 不盡 意 。 然、 則 學 人 之 意 。 其 不 可 見 乎 。 子 悶 。 聖 人 了ι 象 以 若是 豆、 o 設 卦

以 盡 情 仇 。 繫 辭 焉 以 最 其 舌 。

He said， “What is written does not give the fullness of what i s /was said (yen); 

what is/was said docs not give the fullncss of the concept in the mind (yi * ) . " 
“If this is so ，  then does it mcan that that the concepts in the minds of the 

Sages cannot be perceived?"  

He said， “The Sages estab!ished the Images (hsiang* )  [of the  Book oJ 

Changes] to givc thc fullness of  the concepts in their minds，  and they set up the 

hexagrams to give the fullness of what is true and false in a situation (ch 'ing * ); 

to these they appended statements (tz 'u * )  to give thc fullness of what was 

said . . 

Book oJ Changes， Hsi-tz 'u chuan 

The passage above has a purely local application to the Book of Chang esj  but 
elements of it， particularly the first statement ( attributed to Confucius ) were 
so frequently cited in later literary thought that the passage became part of 
the canonical repertoire of every writer and reader. We have already seen a 
model of linguistic operation in which circumstance and motive are in
tegrated with a literal and/or figurative level of "meaning. " This model of 
language makes possible a special μepistemology" concemed with knowing 
people. The H泣-tz'u chuan passage expands upon this model， announcing 
a problem inherent in the process of manifestation and suggesting a way 
in which knowledge other than the knowledge of people can occur through 
language. 

In the first statement the speaker， presumed to "be Confucius， sets up a 
model of essential inadequacy in the triadic process of manifestationj then in 
his response to the questioner， he shows how the structure of the Book of 

Chang es resolves the problem. Since the initial statement of linguistic inade
quacy had a life in the tradition virtually independent of the response oHered 
to the interlocutor's question， we may consider it independently. 

As the "inner" term in a model of language， yi 祥 ( translated as "concept in 
the mind叫 is very different from chih 叮 "what is intently on the mind" ) . 扭著

does not encompass circumstance， motive， and an int巳nse emotional relation 
to some "content叫 阿 靜 is voluntary ( and thus is sometimes proper1y trans
lated as "will" or "intention" ) .  In the frame of reference of a human speech 
act， it becomes something like "what was meant" or "what someone had in 
mind. " Although yi 特 was commonly used of ordinary human beings， its ap
plication here to the Sages is particular1y aptj for the Sages， unlike other mor

tals， have no hidden inner motives but are in every way what they appear to 
be. As a unifying minimalization of some putative content that transcends 
the particular words of an utterance， yi * most closely approaches "meaning" 
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or "concept" in the Western sense ( and on that level is close to， and in some 
periods interchangeable with another yi * 義 ， “a truth叫 . However， even 
though yi* has this level of relative dissociation from a particular act of the 
human mind， it never quite achieves the full level of abstraction or collecti
vization we find in Western terms such as m eaning， conc e阱， or id ea .  It is 
"concept" as it is being grasped by a human mind-"what is meant" rather 
than "Meaning . "  

In the formulation， "what i s  written does not give the fullness of  what i s  
saidi what i s  said does not give the fullness of  the concept in  the mind， " we 
find something new but not entirely unexpected. The relation of inner yi 楞 ，

speaking， and writi月 is a process of successive diminishment : more i s  meant 
than is spokeni more is conveyed in speech-with its gestures， inflections， 
living context-than can be written down. Thus the written word becomes 
as Han YÜ 韓，會 ( 768-824) will later describe it， an irreducible "essence. "  The 
relations between inner and outer are conceived in terms of "adequacy， " 的u

(as in the Tso chuan passage given previously) or as here in terms of "giving 
the fullness of/' chin， or "not giving the fullness of/' pu-chin . 

As we will see， the tradition divides here between those who believe that 
the inner can indeed be known from the diminished outer manifestation， and 
those who beli巳ve that an absolute breach exists， that "essence" resides in 
something absolutely inner that cannot be recovered through language. 

Those disposed to believe that the inner can indeed be known from the 
outer will follow Mencius' instructions and trace the words back to their 
source， where they will find more than appears on the surface of the written 
text. Reading and understanding becomes a process of following words back 
to their origins， and in doing so， restoring the fullness which necessarily 
resides beneath the diminished text . Modern Western theorists often call 
language essentially μmetaphorical" because the Western theory of signs is 
essentially metaphorical : the word μstands in for" the thing. The central 
assumption in Confucian language theory ( excluding those early， failed 
attempts to develop a theory of signs ) is that language is essentially synec明
dochal : an inner whole manifests a necessarily diminished surface， and 
through that peculiar "part" the whole may be known. 

The subtle "concepts" of the Book 01 Chang es， grasped by the minds of 
the Sages， threate 
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夫 象 者 出 意、 者 也 。 言 者 踴 象 者 也 。 盡 意 莫 若 象 。 盡 象 莫 若 言 。 言 生 於 象 。 故 "J 尋 言 以 觀

象 。 象 生 於 意 。 故 可 尋 象 以 觀 意 。 意 以 象 盡 。 象 以 言 著 O

The Image is what brings out concept; language is what clarifies (ming) the 

Image. Nothing can equal Image in giving the fullness of concept;  nothing can 

equal language in glvmg the fullness of Image. Languagc was born of the 

Image， thus we scek in language in order to obscrve the Image. Image was 

born of concept， thus we seek in Image in ordcr to observc thc concept .  Con

cept is fully given in Image; Imag亡 的 overt in Language. 

Wang Pi， “Elucidation of the Image ， " Ming Hsiang 

The rhetoric of Chinese exegesis encourages running through serial relations 
in several directions to clarify the exact terms of those relations .  What Wang 

Pi discovers in doi月 this has important implications for understanding the 
Book 01 Chang es， for a general theory of language， and particularly for poetry. 

On the level of the Book 01 Changβs， the yi 祥 or conceptual value of a 
hexagram is immanent in and accessible only through the Hsiang* .  Thus the 
hexagram Ch 'i en is the "dragon， " embodyi月 active force and the capacity to 
undergo all transformations. K en is the μmountain， " a powerful stillness that 
attends upon action. The yi 持 of the hexagrams can be explained in words， as 1 

have started to do above， but the words will keep accumulating without ever 
"giving the fullness of" the significance of the hexagram. Yet the yi 骨 of the 
hexagram is immanent in the Image， which can be spoken of in words . 7  

O n  the level of a theory of language， Wang Pi's passage suggests that 
words do not name "things"; words are a stage in the processes of mind， "born 
from" the images of things . Although Wang Pi's intentions are confined to 
the problematic relations between the hexagrams and their associated Im
ages， we may extend his theory to a more general description of the workings 
of language. The word bowl does not name this bowl or that bowl; rather 
bowl exists as a concept 圳特 ) from which emerges a generalized image 
(hsiang* )  of "bowl， " and the word is a name given the image. Here we have an 
initial move away from a purely psychological theory of language; Wang Pi 's  
theory of universal categories make it possible to speak of a concept of 
"bowl， " apart from this or that particular bowl or how one happens to feel 
about bowls in general. 

There were， in early China， theories of language as 句laming things . "  W e 
suspect that one important reason such linguistic speculation never got 
beyond the most rudimentary stages was the increasingly psychological in

terpretation of language. Wang Pi might not entirely approve of our extension 
of his passage， but our elaboration remains true in this respect: readers tended 
to understand words not as neutral descriptions of the world， but as acts of 
mind in reference to the world. Yi * never quite reaches the level of "idea， " 
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which has an existence entirely independent of anyone's conceiving of it .  
Even here， as yi 骨 is pushed toward the notion of pre-existent idea， the inter
locutor in the Hsi-tz'u chuan passage reminds us that even these yi * have 
an empirical location， the "concepts in the minds of the Sages . "  

The necessary mediation of "image" between concept and language has 
important consequences for poetry and for other literature . When the poet 
observes the forms of the world around him， the infinite particularity of the 
physical world can be reduced to some essential minimum， into categorical 
"images， " and thence， into categorical language. The poet and his readers can 
assume that those images are the natural embodiment of yi 弋 the "concep
tion" of how the world "is . "  Thus poetic "imagery" (which should be clearly 
distinguished from "imagery" as the term is applied in Western literary stu
dies)  may be the immanence of μconcept"; and this assumption carries the 
immense authority of the Book 01 Changes . 

This notion of "image" is essential to understanding the role of "descrip旬
tion" in Chinese literature . Description here is not an intentional act， as it is 
usually understood in Western literary thought; it is not a construct for some 
artistic purpose. From one side， description may be the form of the writer's 
attention， the way he perceives， revealing his state of mind ( ch 'ing* ) or "what 
is intently on his mind" ( chih * ) . From the other side， description is a struc
ture of "images， " the visible form of "concept" immanent in the world; and it 
is only through these images that μconcept" can be adequately manifest in 
words . 

孟 子 ;自 篇 章 日 。 一鄉 之 善 上 。 斯 友 一 鄉 之 善 土 。 一 國 之 善 土 。 斯 友 一 國 之 苦 士 。 天 下 之 善

士 。 J訢 友 天 下 之 善 士 。 以 友 天 F 之 善士 為 未 足 。 又 向 論 古 之 人 。 頌 其 諒 。 讀 其 書 。 不 知 其

人 口J 乎 。 是 以 論 其 世 也 。 是 尚 友 也 。

Mencius said to Wan-chang， “A good 泊的 in one small community will be

friend the other good sh íh of that community . The good shíh of a single state 

will befriend the other good sh íh of that statc. The good shíh of the whole 

world will befriend the other good 必íh of the wholc world .  But if befriending 

the good 幼的 of the whole world is 110t enough， thel1 one may go 011 further to 

consider the ancients . Y ct is it acceptable to rccite their pocms and read their 

books without knowing what kind of persons they were? Thcrcfore one con

siders the age in which they lived. This is ‘goil1g on further to make friends . ' "  

Mencíus V. B . 8 . ii 

The term shih once referred to a class of military retainers that stood midway 
between the aristocracy and the peasant叩. By Mencius'  time shih had come 
to refer to the educated class， custodians of culture， and the administrators of 
states .  The shih were still intermediate between the aristocracy and the 
peasantry， but the category had become at least partially open to anyone who 
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acquired the skills of the shih and who shared their values . In effect， this 
describes the educated elite throughout the traditional period， and it was to 
this group that classical Chinese literature primarily belonged. 

In many ways this passage represents the consequences of the theories of 
language and literature presented in the preceding texts .  A peculiar her
meneutic circle develops between the ability to understand a text and know
ing others : one knows the other through texts， but the text is comprehensible 
only by knowing the other. Ultimately， however， the relation between reader 
and writer is a social one. Reading is located in a hierarchical sequence of 
social relations; it is different in degree but not in kind from making friends 
with others in a small community. The question of adequacy recurs here in a 
different mode， in those who find their sphere of like-minded people too nar
row and constantly reach out to an ever larger scope . Writing and reading 
bypass the limitations of death and establish civilization as the living com
munity， in its largest sense， through time. 

One reads the ancients not to wrest some knowledge or wisdom from 
them but to "know what kind of persons they were . "  And such knowledge 
can come only from understanding them in the context of their lives， a con
text built out of other texts .  Knowledge may come from such reading， but 
that knowledge is inseparable from the person. The ground of literature is 
here a kind of ethical curiosity that is both social and sociable .  

Counterstatement 

桓 公 讀 書 於 堂 上 。 輪 扁 新 輪 於 掌 F 0 釋 椎 鑿 rYIJ J三 。 問 桓 公 H 0 I 敢 問J 0 公 之 所 讀 I"T 詰

邪 ? J 

公 日 。 「 聖 人 之 三 也 。 J

FI 0 r 聖 人 在 于 ? J 

公 閃 。 [ 已 死 矣 。 J

f-1 0 r 然 則 君 子 所 讀 者 。 古 人 乏 糟 魄 巳 夫 1 J 

桓 公 日 。 「 寡 人 讀 書 。 輪 人 安 得 議 乎 1 有 說 則 可 O 無一 說 則 死 。 」

輪 扁 曰 o r 但 也 以 臣 之 事 觀 乏 。 新輸 。 徐 lllJ tj 而 不 悶 。 疾 則 苦 而 不 入 。 不 徐 不 快 。 得 之 於

手 而 應 於 心 。 11 不 能 言 。 有 數 存 焉 於 其 間 。 i丟 不 能 以 喻 I立 之 子 。 侃 之 子 亦 不 能 妥 之 於 臣 。

是 以 行 年 七 十 rm 老 斯 輸 。 古 之 人 與 其 不 叮 傳 也 死 矣 。 然 則 君 之 所 讀 者 。 古 人 之 糟 魄 已

夫 1 J 

Duke Huan was reading in his hall . Wheelwright Pi凹， who was cutting a 

wheel just outside the hall， put aside his hammer and chisel and went in. There 

he asked Duke Huan， “What do those books you are reading say?" Thc duke 

answered， “These are the words of thc Sagcs . "  Thc wheelwright said， “ Are the 

Sages still around?" And the duke answcred， “Thcy' re dead . " Then the wheel

wright said， “Well ， what you're reading then is no morc than the dregs of the 

ancients . "  The duke : “When 1 ，  a prin白， read， how is it that a wheelwright 
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dares come and dispute with me! If you have an explanation ， fine . If you don't 

have an explanation， you die ! "  Then Wheelwright Pien said， “ 1  tend to look at 

it in terms of my own work: when you cut a wheel， if you go too slowly， it 

slides and doesn't  stick fast ;  if you go too quickly， it jumps and doesn' t  go in. 

Neither too slowly nor too quickly-you achieve it in your hands ， and those 

respond to the mind. 1 can ' t  put it into words ， but there is some fixed principle 

there . 1 can ' t  teach it to my son， and my son can ' t  get instruction in it from me. 

I 've gone on this way for seventy years and have grown old in cutting wheels . 

The ancients have died and， along with them， that which cannot be trans

mitted . Therefore what you are reading is nothing more than the dregs of 

the ancients . "  

“The Way of Heaven ， " Chuang-tzu 

And perhaps language doesn't work， gives no access to what is really impor
tant in the person. The challenge of Wheelwright Pien haunts the literary 
tradition and makes writers ever more ingenious in inscribing the essential 
self in writing. Chuang-tzu's dark mockery drives the tradition of Chinese 
literary thought as surely as Plato's attack drives the Westem theoretical 
tradition. In both traditions all theoretical writing on literature contains a 
strong element of a "defense . "  
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The "Great Preface， " Ta-hsü 大 序， to the Book 01 Songs was the most authori
itative statement on the nature and function of poetry in traditional China . 
Not only was it to be the beginning of every student's study of the Book 01 

Songs from the Eastern Han through the Sung， its concerns and terminology 
became an essential part of writing about poetry and learning about poetry. It 
was one text on the nature of poetry that everyone knew from the end of the 
Han on; and even when the "Great Preface" came under harsh attack in later 
ages， many positions in it remained almost universally accepted. 

In the Book 01 Songs， a short "Lesser Preface， " Hsiao-hsü 小序， preceding 
each poem announces its provenance and original purpose; and the "Great 
Preface， " as we now have it， has been integrated into or replaces the "Lesser 
Preface" to the first poem. 1  It is uncertain exactly when the "Great Preface" 

reached its present form， but we can be reasonably sure that it was no later 
than the first century A.D.  Many readers accepted the "Great Preface" as 

the work of Confucius '  disciple Tzu-hsia and thus saw in it an unbroken 
tradition of teaching about the Book 01 Songs that could be traced back to 

Confucius himself. A more learned and skeptical tradition took the "Great 
Preface" 的 the work of one Wei Hung， a scholar of the first century A.D . It is 
probably anachronistic， to apply the concept of "composition" (except in its 
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root sense of "putting together吋 to the "Great Preface叮 rather， the "Great 
Preface" is a loose synthesis of shared "truths" about the Book 01 Songs， 

truths which were the common possession of traditionalists (whom we now 
ca11 "Confucians叫 in the Warri月 States and Western Han periods. In their 
oral transmission these truths were continua11y being reformulated; the mo
ment when they were written down as the "Great Preface" may be considered 
that stage in their transmission when reformulation changed into exegesis .  

The actual origins of the "Great Preface" are less important than its  influ
ence. The history of the interpretation of the μGreat Preface" and of those 
scholars who began to chal1enge its authority in the Sung is a subject of im
mense complexity and beyond the scope of the present study.2 In the fo11ow
ing commentary we will simply try to place the "Great Preface" in the con
text of the earlier texts considered in the preceding section. We will give the 
"Great Preface" in its original context， as part of the "Lesser Preface" to the 
first poem of the Book 01 Songs (Kuan-cbü )， traditiona11y understood as cele
brating the virtue of the Queen Consort of King Wen of the Chou Dynasty. 

In contrast to the theoretical treatise (a Greek tecbnologia )， which draws 
from particular texts only to illustrate deductive arguments， this most 
influential statement on the nature of poetry in the Chinese tradition is pre
sented in the form of exegesis of a particular text， answering general ques
tions that will arise in the readi月 of Kuan-cbü and other poems of the Book 

01 Songs. If the highest values in Western traditions of discourse on literature 
are to be found in the genre of the treatise， which promises to te11 us what 
poetry is in its "essence， " to name its "parts" and the "force" that inheres in 
each part ( taking Aristotle's Poetics as the paradigm)， the model of authority 
in the Chinese tradition is inductive， going from specific poems to larger 
questìons that follow from reading those poems . There are "treatises" in the 
Chinese tradition of discourse on literature， but until recent times these have 
lacked both the authority and the allure of critical comments grounded in 
response to specific texts . 

THE “GREA T PREFACEJJ TO THE BOOK OF SONGS 

關 回去 。 后 自己 之 德 也 。 風 乏 始 也 。 所 以 風 天 下 而 Jf 夫 婦 也 。 故 用 之 鄉 人 焉 。 用 之 邦 國 焉 。

風 。 風 也 。 教 也 。 風 以 動 之 O 教 t( 化 乏 。

Kωn-chü is the virtue (tê * )  of thc Quccn Consort and thc beginning of  thc 

Feng* . It  is the l11eans by whìch the world is influcnccd (feng* )  and by which 

the relations between husband and wife arc l11ade corrcct (cheng 特 ) . Thus it is 

used in s l11allcr cOl11munities， and it is uscd in largcr states . “Airs " arc 

“ Influence" ;3 it is "to tcach . " By influence it stirs them; by teaching it trans

forms them圖
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The root meaning of feng* is "wind". The term ( finding a fortuitous counter
part in the English word airs )  is also applied to the first of the four sections of 
the Book of Songs， the "Airs of the States， " Kuo-feng 園 風 .By a dying and 
constantly revived metaphor of the way in which the wind sways the grass 
and plants， feng帶 also refers to "influence .叫 Feng特 also applies to local cus
toms or folkways (perhaps extending 心nfluence" or μcurrents" to the way in 
which a particular community exerts social influence or the way in which 
social influence is exerted by higher authorities on a community) .  Finally， 
feng* 風 is related to and sometimes interchangeable with feng* 諷 ， "to criti

cize， "  the attempt to "influence" in a more limited sense. This rich semantic 
range of feng* is essential to the opening exposition of the Kuan -ch ü  in this 
passage. The statement "Kuan-chü is . . . the beginning of feng* "  works on 
several levels . First， it is a simple statement that Kuan-ch ü  is the first poem 
in the Feng特 section of the Book of Songs . 5  On a second level， the statement 

tells us that the Kuan-chü is the beginning of a process of "influence， " a 
program of moral education implicit in the structure given the Book of Songs 
by its legendary editor， Confucius . Finally， on the level of historical refer
ence， the song embodies the beginning of King Wen's "influence" and the 
course of moral civilization manifest in the history of the Chou Dynasty. 

A theory of manifestation and of the perfect correspondence between in
ner and outer can lead to two movements， both of which are developed in the 
"Preface. "  Either the inner informs the outer manifestation， or the outer can 
be used to shape what lies within. The first of these movements is the pro
duction of the text， the manifestation of the inner condition of mind in the 
outer text， and the ability to know the inner through the outer. This move
ment， discussed in the previous chapter， is further elaborated in the next 
section of the "Great Preface . "  

The second movement-the regulatory and paradigmatic-is developed 
here . When people read and recite the Kuan-chü， not only do they recognize 
the "values" ( chih * )  of King Wen's consort， and thereby King Wen's role in 

forming the ideal marriage， but their own responses are also shaped by the 
values presented. The poems of the Book of Songs were meant to give para
digmatic expression to human feeling; 且nd those who learned and recited the 
Songs would naturally int 
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tent upon" ( chih * ) ;  and third， t o  persuade by  "stirring" (hsing叮 the emotions 
of the listeners in favor of the point of view presented by the orator. 

In the third case of "stirring" (hsing* ) ， it was assumed that the outer poem 
could be used to affect the inner disposition of the listener. Yet the orators 
assumed further that the suasive force of the Song had no inherent moral 
direction and could be directed to whatever purpose the orator might choose.  
Against this assumption of the emotional efficacy and ethical neutrality of 
the Book of Songs， there developed a Confucian counter-tradition， expressed 
here in the "preface， " that a particular moral force inhered in each poem of 
the Book of Songs. A particular moral force in a given poem could be deter
mined and validated in only two ways : either by showing that it was the 
poem's "original" intent， thus by tracing the poem to its historical origins ;  or 
by showing its "editorial intent， " that is， by determining why Confucius in
cluded it in the Book of Songs. This Confucian imperative to stabilize the 
ethical force of each poem of the Book of Songs led ultimately to the explana
tion that poetηT was produced not as involuntary manifestation but as volun
ta叮 composition (or editing) for the sake of moral persuasion. We might call 
this a "didactic intention， " so long as we realize that the purpose here is not 
to make people understand the Good， but rather to intemalize the Good in
voluntarily so that it becomes "natural" for them. There is a hint of this in 
the present passage， when it speaks of the poem as a "means by which the 
world is influenced. " As in the West， there will be millennia of conflict be
tween the assumptions of voluntary and involuntary forces in the production 
of the poem. 

詩 者 。 志 之 所 之 也 。 在 心為志 。 發 言 為詩 。

The poem is that to which what is intcntly on the mind (chih * )  gocs . In thc 

mind (hsin * )  it is “being intent" (chih * ) ; coming out in language (yen) ， it is a 

poem. 

The immediate reference of "the poem" is， of course， the poems of the Book 

of Songs， but the passage becomes the canonical definition for all subsequent 
poetry. What poet叮 "is" and “should be" in the future is assumed immanent 
in the Book of Songs. 

We should first consider how this statement differs from the definition of 
poetry given in the Book of Docum ents， namely， "the poem articulates what 
is intently on the mind" (泊的 特 y en chih 叮 The "Great Preface" gives us a 
reformulation of that definition， but no reformulation is neutral : although 
acts of reformulation and paraphrase implicitly claim to be conceptually 
identical with their predecessor texts， they actually conceal some essential 
swerve. "The poem articulates what is intently on the mind" is a definition 
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by process or action : the poem is what the poem does . On the other hand， 
"the poem is that to which what is intently on the mind goes" is a definition 
by equivalence : the definition is not as an action but in a restatement of the 
essence of shih in regard to its origins. In the "Great Preface" shih is ex
plained as a "movement/' a spatialization of poetic process in conformity to 
the fully established paradigm of "inner" (n ei 內 ) and "outer" ( wai 外 ) . This 
becomes the ground of the psychology of poetic theory and links the move
ment in the production of the poem to the "extensive" aspect of communica
tion in shih ( shih is said to "go far" ) .  

The spatialization of  poetic production in a "going" creates a model of  
movement across the boundaries between inner and outer. Thus we have the 
remarkable amplification in the next sentences : "In the mind it is chih * ; 
coming out in language， it is a poem."  Now we have a "something， " an X， 
which may be chih * or shih depending on where it is located. This is very 
different indeed from the statement on shih in the Book 01 Docum ents : 晶晶
的 not simply the "articulation" of chih 叮 it is chih * . This model of meta
morphosis in spatial movement has another implication: when this X goes 
from its ch出 辦 state to its shih state， there is a hint that the chih 持 is evacu
ated and the tension inherent in chih 持 is dissipated. This hint will be de
veloped in later writers， speaking of the therapeutic necessity of poetry. 

Poetry here is described in essentially psychological terms， not a 
"psychology of art， " but art's place in a more broadly conceived psychology. 
This psychological definition was easily accommodated to the ethical and 
political interpretation of the Book 01 Songsj but because the human mind 
can be stirred in situations neither ethical nor political， the psychological 
definition was easily extended. It was likewise easily accommodated by the 
cosmological poetics of the W en -hsin tiao-lung and other later theoretical 
works : the tensional disequilibrium of chih 排 ， which seeks to "go out" into 
the poem， was treated as a special case of the universal tendency of all things 
to move from latency to manifestation. 

情 動於 中 而 形 於 言 O 言 之 不 足 。 故 峰 歎 之 。 睦 歎 之 不 足 。 故 永 歌 之 。 永 歌 之 不 足 。 不 知 手

之 舞 之 。 足 之 踏 之 也 。

The atfections (ch 'ing叮 are stirred within and take on form (hsing * )  in words 

(yen* ) . If words alone are inadequa伐， we speak them out in sighs .  If sighing is 

inadequate， we sing them. If singing them is inadequate， unconsciously our 

hands dance them and our feet tap them. 

This passage is grounded in a psychology also developed in the "Record of 
Music" ( Yü eh句chi) and in the writings of various Warring States philosophers .  
Humans are born in a state of equilibrium and silence. The affections， 
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ch 'ing* ， are stirred by outer things; but these stirrings are amorphous and 
prearticulate. Language gives shape to these amorphous affections， a bounded 
extemality. 

The passage places poetry within this theory of the relation between the 
affections and language by assuming a hierarchy of inner intensities and a 
parallel hierarchy of manifestations adequate to them. We should take care
ful note of the implication here : ordinary language and poetry have no inher
ent qualitative difference; they are differentiated only quantitatively by the 
degrees of intensity and complexity of the affections within. This hierarchy 
of degrees can be most clearly understood by resorting to physiological 
theories of ch γ ，  "brea th" or "energy . "  In ordinary language ch γ or breath is 
expelled in the act of speaking. In more difficult emotional situations， still 
more breath comes out， creating a μsighing" intonation in speech. Singing 
( and later the chanting of poetry) is placed at the next degree of intensity in 
the expulsion of ch 'i * .  Finally， when the mouth can no longer accommodate 
the accumulation of it， ch 'i * courses through the veins， throwing the body 
into movement， into dance. 

In telling us what poetry "is， " the passage tells us what poetry "should 
be ."  We leam that it is grounded in physiological processes， that it is physi
cally "natural" :  poetry belongs to humanity in general; there is no qualitative 
difference between poets and non-poets ( though there may be quantitative 
differences in the capacity to be stirred) .  The passage is traditionally taken to 
refer to the production of a poem， but we are uncertain whether it describes 
composing one's own poem or reciting a poem that already exists; that is， the 
essence of poetry resides in the situation of recitation and the immanence of 
the reciter's affections in the process ;  the question of who "owns" a particu
lar poem is not raised. Finally， the "unconsciously" ( pu-chih 不知) of the final 
clause makes explicit what had previously been only implicit : poetic expres
sion is involuntary. That involuntariness is a guarantee of its authenticity and 
opens it completely to the hermeneutics in Mencius ' "having knowledge of 
language" and Confucius' instructions to "look to how it is . "  

Unfortunately， three things soon became apparent . First， not everybody 
was a poet. Second， those who could write poetry could do so out of the mere 
intention to write a poem， without any deep inner com 
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veloped the attempt to give poetry a philosophical authority. Similarly， an 
intensely utilitarian current ran through pre-Han and Han thought， and clas
sical exegesis became the means for traditionalists to justify the value of 
texts whose authority had once been simply taken for granted. Divine author
ity was never granted to poetry i日 the Chinese tradition (which is one reason 
it developed in such different directions from Western poetry ) .  Instead， 
authority was granted to poetry by claiming that it was psychologically 
and physiologically "natural. "  The psychology of the "Great Preface" is 
elaborated to prove poetry's naturalness ( the physiological aptness of 
"sighing， " obviously an involuntary act， is given as an intermediate state 
between speaking and singing to support this "proof" ) .  Poetry is thus sited in 
human nature and， in the following passage， in the larger context of human 
soclety. 

情 發 於 聲 。 聲 成 文 謂 之 音 。 治 世 之 音 安 以 樂 。 其 政 和 。 亂 世 之 音 怨 以 怒 。 其政 乖 O 亡 閻 之

音 哀 以 思 。 其 民 因 。

The affections (ch 'ing * )  emerge in sounds; when those sounds have patterning 

(wen勻 ， they are cal1ed “tones . "  The tones of a wel1-managed age are at rest and 

happy; its government is balanced. The tones of an age of turmoil are bitter 

and ful1 of anger; its government is perverse .  The tones of a ruined state are 

fil1ed with lament and brooding; its people are in difficulty . 

Next we turn to the medium of this process of manifestation. The movement 
of the affections produces sheng* ，  "sound" 曰 “voice， " language's mode of 
externality. The more intense stirrings of the affections produce poetry and 
song， whose mode of externality is yin 弋 "tone. " What differentiates "tone" 
from "sound" is wen 弋 “patterning. " And we may recall that wen * is the 
quality which， 的 Confucius tells us in the Tso chuan passage， permits exten
sion， "going far . "  

We should give some attention to how the argument of  the "Great Pre
face" is developing. Beginning with a reformulation of the canonical defini
tion of poetry in the Book of Docum ents， the "Great Preface" amplifies the 
process in both directions， going ever farther into the sequence of conditions 
out of which the poem originates ( in this passage) and its consequences ( in 
the followi時 passage ) .

The affections， ch 'ing* ，  are stirred; and when that stirring i s  intense， con.白
tinuous， and directed to some end or goal， the tensional condition chih * 

occurs， which manifests itself externally as shih . Because of chih 瓣 's in
creasingly strong political associations as "ambition， " later ages would come 
to feel a strong opposition between "what the mind is intent upon" ( chih 聲 !
and the affections (ch 'ing錯 ) ; but in the formative period of the "preface， " the 
late Warring States and Western Han， the two terms are closely related in a 
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unified psychology: ch 'ing特 is the stirring of mind in itself; chih * is the 
mind's relation to some goal that follows from such stirring. The next stage 
in building this paradigm of poetic production is to ask what it is that stirs 
the affections. In this period the exegesis of the classics was largely concerned 
with the history of the Chou Dynasty as a normative model for the social 
order. Thus， the po1itical and social conditions of an age are given as the 
primary external condition that stirs the affections， but it is obvious that 
other outer circumstances can do so as well . In later poetic theory， a large 
variety are given as the center or part of the origin of the poetic process
some moment in human relations ( e .g . ，  parting) ，  the cycle of the seasons， an 
ancient site， some principle recognized in the landscape. 

At this point we should remember that the description of the origins and 
consequences of poetic process are given here for the sake of a hermeneutics; 
that is， these passages are telling us how to understand the Kuan-ch ü  and 
other poems of the Book of Songs. In the passage above we learn that in read
ing the poem we know the condition of the age ( cf. Mencius on "going on 
further to make friends" ) .  In poetry we know those conditions through 
heightened responses， which carry enough energy to cause language to be
come "patterned， " wen 弋 which， 的 Confucius tells us， made it possible for 
these poems to “go far" and come down to us. 

Although we may know an ear1ier world through the poems of the Book 

of Songs， the Classic is not descriptive history. Even in this most historical 
interpretation of the nature of poetry， the past world that we encounter 
through the poem is radically mediated by the mind of one person. We do not 
apprehend that world directly， but rather know it through the way it affected 
the poet. As the "Great Preface" says later of the F eng* : "they are rooted in a 
single person ."  

This inner mediation of  a particular mind had important consequences 
for the development of poetry. How do we know the originating circum
stance from which the poem arose?-not by specific representations of those 
circumstances， either 1iteral or figurative， but by a mood : "at rest" ( an 刻，

"bitter" ( y如n 怨 )， "filled with lament" ( ai 哀 ) .Mood， closely associated with 
the effects of music， became an important part of Chinese 1iterary and aesthe
tic thought. Moods are not open to easy analysis， but neither are they vague. 
Later Chinese 1iterary thought d 

故 正 得 失 。 動 天 地 。 感 鬼 神 O 莫 近 於 詩 。 先 王 以 是 經 夫 婦 。 成 孝 敬 O 厚 人 倫 。 美 教 化 。 移

風 俗 。
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Thus to correct (cheng * )  [the presentation of] achicvemcnts (tê * )  and failures ， 

to move Heavcn and Earth， to stir the gods and spirits ， there is nothing more 

apposite than poetry . By it the former kings managed the relations betwcen 

husbands and wiv白， perfectcd thc respect duc to parents and superiors ，  gave 

depth to human relations ， bcautifully taught and transformed the people，  and 

changed local customs .  

This passage shifts back from the question of knowing to the regulatory func
tion of poetry. Not only does poetry result from the affections being 勻noved， "
tung 動， poetry μmoves" others as well-in this case， Heaven and Earth. Poet司
叮 "stirs， " kan 弋 as well as originating from some stirring. A Newtonian phys翰
ics is at work here， a transmission of equal force . Considering this power， the 
"Great Preface" shifts from poetry as the involuntary manifestation of a state 
of mind to poetry as an instrument of civi1ization， something "apposite ， "  
chin :ìIÍ ，  "close a t  hand， " either for the task or  for the ease o f  use. 

We see the regulatory power of poetry in a full range of human relations :  
husband and wife， parent and child， superior and inferior， and other relations . 
Finally we see its most general function， as an instrument of chiao-hua * ， 
“teaching and transforming， " with the effect of "changing local customs" 
over all the world. 

Poetry occupied a very important place in the Confucian cultural pro
gram， but its instruction is not supposed to be coercive . Instead， according to 
the K'ung Ying-ta commentary， when combined with their music， the poems 
of the Book 01 Songs were supposed to influence people to good behavior 
unconsciously: listeners apprehended and thus came to share a virtuous state 
of mind， and the motions of their own affections would be shaped by that 
experience. But this Edenic power was possible only in those days when the 
poems still had their music; in this later age， with the original music lost and 
only the naked texts remaining， commentary is required to show the virtue 
that was then immanent in alI the poems. 

故 詩 有 六 義 焉 。 一 日 風 。 二 日 賦 。 三 日 此 。 四 日 興 。 五 日 雅 O 六 日 頌 。

Thus there are six principles (yi吋 in the poems : 1 )  Airs (feng * ) ;  2) exposition 

(fu) ; 3) comparison (抖著 ) ; 4) atfective imag亡， (hsing * ) ;  5) Odes (ya 特 ) ; 6) Hymns 

(s仰g) .

Much ink has been spilled to explain why the "Six Principles川 (liu -yi鬥 are
presented in this sequence.6 The problem is that two essentially distinct 
orders have been mixed together. “Airs" (/eng* )， "Odes， " and "Hymns" are 
the three main divisions of the Book 01 Songs. Fu， pi 弋 and hsing勢 are three 
modes of presentation under which any poem in the collection might be clas-
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sified ( though the Mao commenta叮 notes only those poems that are hsi月1

Fu， μexposition， " is any unfigured sequence. If in the fu mode a speaker de
scribes a swiftly flowing stream， that stream is taken to be present in the 
scene， perhaps one that the speaker of the poem must cross .  Fu encompasses 
direct description， narration， and explanation of what is on the speaker's 
mind. 7  Pi弋 "comparison， " means that the central images of the poem are 
simile or metaphor; the reader anticipates figuration. 

The category hsing特 ， "affective image， " has drawn the most attention 
from both traditional theorists and modern scholars . Hsing* is an image 
whose primary function is not signification but， rather， the stirring of a p缸"
ticular affection or mood : hsing* does not "refer to" that mood; it generates 
it .  Hsing* is therefore not a rhetorical figure in the proper sense of the term. 
Furthermore， the privilege of hsing* over fu and pi 勢 in part explains why 
traditional China did not develop a complex classification system of rhetori
cal figures， such as we find in the West. Instead there develop classifications 
of moods， with categories of scene and circumstance appropriate to each. 
This vocabulary of moods follows from the conception of language as the 
manifestation of some integral state of mind， just as the Western rhetoric 
of schemes and tropes follows from a conception of language as sign and 
referent.8 

上 以 風 化 下 。 下 以 風 刺 上 。 主 文 而 譎 諦 。 言 之 者 無 罪 。 聞 之 者 足 以 戒 。 故 日 風 。

By Jeng* those above transform those below; also by 戶ng特 thosc below criti

cize those  abovc. Whcn an admonition is givcn that is governed by pattcrn

ing (wen 持 ) ， thc onc who speaks it has no culpability， yct it remains adequate 

to warn those who hear it .  In this we have Jen<� * .  

F eng* is used here in the sense of "influence" ( social superior to social in
ferior) and in the sense of "criticism" ( social inferior to social superior) .  In 
either case the capacity of f eng* to "go far" is here defined as a movement 
between social classes. 

Just as in the Western tradition fictionality or poi esis is granted special 
license to violate social taboo， so w en *  is supposed to place its user in a 
protected domain， free from the culpability normally attendant on criticizing 
authority. W en *  does not conceal the message ( the listener or reader still 
recognizes it clearly enough to take warning)， but it protects socially danger
ous discourse .  It is unclear precisely why this should be the case， unless the 
claim of involuntarism in the production of such poems frees the speaker 
from the usual requirements of respectful decorum. The clause， "the one who 
speaks has no culpability， " became very important for later writers of social 
criticism ( even though the authorities did not always respect the right of 
literary sanctuary ) .  
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至 于 王 道 哀 。 禮 義 廢 。 政 教 失 。 國 異 政 。 家 殊 俗 。 而 變 風 變 雅 作 矣 。 國 史 胡 平 得 失 之迎 。

傷 人 倫 之 廢 。 衷 丹IJ j放 之 苛 。 吟 詠 惰 性 以 風 其 上 。 達 於 事 變 。 市l 懷 其 舊 俗 者 也 。 故 變 風 發 乎

情 。 正 乎 聽 義 。 發 乎 惰 。 肉 之 性 也 。 [1::: 乎 禮 義 。 先 王 之 澤 也 。

When the royal Way declined rites and moral principles ( y i 叮 were abandoned; 

the power of government to teach failed; the government of the s tates 

changed; the customs of the family were altered.  And at this point the mutatcd 

(píen叮 Jeng* and the mutated ya 都 were written . The historians of  the statcs 

understood clear1y the marks of success and failurc; they were pained by the 

abandonment of proper human relations and lamented the severity of punish

ments and governance. They sang their feelings (hsing仁ch 'ing 吋 to cntlCIze 

(Jeng* )  those above， understanding thc changes (píen 叮 that had taken place 

and thinking about former customs .  Thus the mutatcd Jeng* (p ienleng* )  

emerge from the affections (ch 'ing * ) ，  but they g o  n o  further than rites and 

moral principles .  That they should emergc from thc affections is human nature 

(hsíng叮 ; that they go no further than rites and moral principlcs is the bene

ficent influence of the former kings .  

Chinese literary historical process was often described in terms of the move
ment between "proper" ( cheng* ) and μmutated" (pi叩 叮. These terms are 
replete with value judgment and in this context are firmly linked to issues 
of moral history. Cheng* describes the stability of a govemment and society 
functioning properly， a stability that is manifest in the "tone" of the poems of 
that age . Pien 耨 appears in this context as a falling away， a "devolution， " in 
which the growing imbalances in society manifest themselves in poetry. 
These terms never became entirely free of value judgments that were ulti
mately rooted in moral historYj in later ages， however， there was some 
attempt to use them in a purely literary sense. In this context cheng耨 might
represent the norm of some genre， the pi個 特 would be a falling away from 
that normj these processes of attaining a norm and subsequent devolution 
might operate independent from the moral history of dynasties .  

A thomy problem follows from the description of poetry in the "Great 
Preface， " a problem that the passage above attempts to address and resolve. If 
the "mutated feng* "  come from a period of moral decline， they will simply 
manifest moral declinej in that case the value of such poems as ethical para
digms becomes suspect. The "Great Preface" solves this problem by the 
mediation of the "historians of the states， " given as the putative writers of 
"mutated feng* . " Thus we are to read "mutated feng* "  not simply as man
ifestations of moral decline， but rather as responses by virtuous men to the 
problem of moral decline. If we read a love poem from the Book of Songs in 
which the lovers are obviously not following the proper courtship and mar
riage rites， we are to read it as having a tone of disapproval and criticism， to 
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read it from the point of view of a virtuous man who sees this present be
havior in the context of "former customs . "  This bit of exegetical ingenuity 
keeps the interpretation of the Book 01 Songs consonant with Confucius ' dic
tum that in all its three hundred poems there are "no warped thoughts" 
(Anal ects II.2 ) .  It should be added that when the great classical exegete 
Chu Hsi ( 1 130- 1200) made his authoritative reinterpretation of the Book 

01 Son肝， he did away with the mediation of the historians of the states 
as the writers of the "mutated" Songs and took the poems as direct mani
festations of the times ( thus a poem revealing a breakdown of rites would 
come directly from those infected by the decadence of the age ) .  As a result of 
this reasonable revision， Chu Hsi was forced to reinterpret Confucius ' 
statement on the absence of "warped thoughts" by explaining that the 
proper judgment of the poem resides in the moral capacity of the reader 
( thus bringing the interpretation closer to Mencius ' "having knowledge of 
language" ) 

The mediation of the "historians of the states" created another problem 
for the writer( s )  of the "Great Preface. " That the poems were produced spon
taneously by human nature had to be reaffirmed; but it was recognized that 
the affections， once stirred， tended to go to imbalance and excess .  The histo悔
rians of the states， living in a corrupt age， must have had natural responses 
distinct from others in the times. Their responses were both moral and natur
al because they had internalized the "rites and moral principles" which 
came from the "beneficent influence of the former ki月S. " These internalized 
values placed a decent limit on the motions of the affections . Essential here is 
the fact that in the Confucian tradition emotion and moral judgment were 
not set in antithesis; natural response was given high value， and a moral 
judgment had to be produced spontaneously in order to be valid. Morality， in 
the form of "rites and moral principles (yi * )， "  was a limit of moderation 
applied to a concept of the affections as a motion from stillness to excess;  this 
moral limit bounded and gave normative expression to the affections . Thus a 
claim could be made that in the Book 01 Songs even the "mutated l eng* " 

were spontaneous and completely natural， while at the same time remaining 
morally paradigmatic.  

The final section of the "Great Preface" distinguishes the three generic 
divisions of the Book 01 Songs， with the further division of th 

是 以 一 國 之 事 。 繫 一 人 之 本 。 謂 之 風 。 言 天 下 之 事 。 形 四 方 之 風 。 謂 之 雅 。 雅 者 iE 也 。 言

主 政 之 所 由 廢 興 也 。 政 有 小 大 。 故 有 小 雅 焉 。 有 大 雅 焉 O 頌 者 。 美 真是 德 之 形 容 。 以 其 成 功

告 於神 明 者 也 。 是 謂 四 始 。 詩 之 至 也 。
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Thus the affairs of a singlc sta仗， rooted in [the experiencc of]  a single person 

are called Feng * .  To spcak of the affairs of the whole world and to dcscribc 
customs (jeng* )  common to all places is called Ya * .  Ya * means “propcr" 

(cheng * ) .  Thcse show thc source of cithcr flourishing or ruin in the royal 

government . Governmcnt has its grcater and lesscr aspects ; thus we have a 

“Greatcr Ya 扒 and a “Lesscr Ya * . "  The "Hymns" (Su尺。 give the outward 

shapes of praising full virtue， and they inform the spirits about the accom

plishment of grcat dccds . Thesc are called thc “Four Beginnings" and are thc 

ultimate pcrfection of the poems. 

S UPPLEMENT 

Selectio的fro的 Hsü軒tzu
)

"ün Music)) 

夫 樂 者 樂 也 。 人 情 之 所 必 不 免 也 。 故 人 不 能 無 樂 。 樂 頁Ij 必 發 於 聲 音 。 形 於 動 靜 。 而 人 之 道

聲 音 動 靜性 術 之 變 盡 是 矣 。 故 人 不 能 不 樂 O 樂 則 不 能 無 形 。 形 而 不 為 道 。 則 不 能 無 亂 。 :先

王 惡 其 為L 也 。 故 告1) 雅 頌 之 聲 以 道 之 。 使 其 聲 足 以 樂 的l 不 拉克 。 使 其 文 足 以 辨 的j 丹、 忠、 。 使 其 凶!

直 繁 省 康 肉 節 奏 足 以 感 動 人 之 善 心 。 使 夫邪 汙 之 氣 無 由 得接 焉 。 是 先 不 立 樂 三三 方 也 O

故 語音、 其 頌 雅 之 聲 而 志 芳: 得 廣 焉 。 執 其 卡 戚 。 習 其 俯 仰 屈 仰 。 而 容 貌 得 莊 ;焉 。 于j 其 綴 兆 O 要

其 節 奏 。 而 行 列 得 正 焉 。 進 退 得 �11 焉 。 故 樂 者 天 下 之 大 齊 也 。 中 和 之 紀 也 O 人 情 之 所 必

不 免 也 。

夫 盤 樂 之 入 人 也 深 。 其 化 人 也 迷 。 故 先 三F一 譯 為 乏 文 。 樂 中 平 則 民 和 市! 不 流 。 樂 肅莊 則 民 齊

而 不 亂 O

Music is delight， 9  which is inevitable in the human a長ctions (ch 'ing * ) .  A per呵

son cannot hclp but have delight; and such delight always emergcs in sounds 

and takes on form in movcment . 10 1n the Wa y of man， sounds and movement5 

and the mutations (pien * )  in his nature are all to be found here [in music] . As a 
person cannot but fcel delig恤， that delight cannot but take on form. Neverthc

lcss ，  if that form is not guided， 1 1  then it will neces5arily bc disordcrly . Thc 

kings of  old hated such disorder and thus organized the sounds [or notcs] o f  

thc Odes ( Ya * )  and Hymns [ o f  the Book oJ Songs] to provide guidance. They 

made the sounds [i .  e . ， thc music of the Odes and Hymns] adcquate for show

ing delight without letting it run into dissolution; 1 2  they madc the tcxts 

(wen * ) 13 [of thc Odcs and Hymns] adequate to make proper distinctions 

without lcading peoplc into corruption. They made the various aspects of  

performancc-tremolo and sustained notcs ， symphony and 5010， lushness and 

austerity， and the rhythms-adequatc to s tir the good in pcoplc ' s  hearts . Thcy 

made this so that there was no way that a corrupt ch '尸 would bc able to rcach 

people. This was the way in which the kings of old established music. 
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When a person listens to the sounds of the Odes and Hymns， his intentions 

(chih * -yi * )  are broadencd . When a person takes up shield and ax [for the war 

dance] and practices its moves ， his appearancc and bearing will achicve gravity 

from it .  When hc moves in the propcr ordcr and to the propcr placcs in the 

dance， and when his movem凹的 keep to the rhythm， a sense of corrcct rank 

and order will come from 仗， and a knowledge of when to advance and when to 

withdraw will bc in balance . . . Thus music is the suprcme balancer of  thc 

world ， 1 4  the guideline of a mcdial harmony， and something that cannot bc 

dispensed with for thc human atlcctions . 1 5  

扎1usical sounds penctratc deeply into a pcrson， and thcy transform a per

son swiftly. Thus the kings of old used great caution in giving them pattcrn [or 

texts ， wen * ] . If thc music is even， then thc pcople will bc in harmony and not 

s lip into dissolution. If the music is gravc and stern， then the pcoplc will bc 

balanced and avoid disordcr . 

S UPPLEMENT 

Selections from 伽 利Record of Music" 

The Book of Rit es (Li chi 禮 記) has only the most tenuous claim to the status 
of a Confucian Classic. It is a Western Han miscellany of largely Con!ucian 
texts from the Warring States and Han. Among its "chapters" is a treatise on 
the origins of， functions of， and relations between music and rites : the Yü eh 

chi 樂記 or μRecord of Music. "  Much of the material in this work appears， 
only slightly recast， in the "Treatise on Music， " YÜ咄 咄u 樂壽， in the His 

torical Records ( Shih chi 史 記) of Ssu-ma Ch'ien 司 馬 遷 ( 145-86? B . C . ) . In both 
of these texts we find again some of the material that went into the making 
of the "Great Preface， " along with a fuller elaboration of the psychology 
on which the "Great Preface" is based. 

The "Record of 孔1usic" and the "Great Preface" share a concern for recon
ciling the spontaneous expression of feeling and its normative regulation. As 
the "mutated f eng* ，" composed by the "historians of the states， " are gener
ated spontaneously but stop at deιent norms， so here "rites" are the natural 
expression of human feeling that finds a normative and limiting form. Out of 
this comes the beautiful distinction between the roles of music and rites in 
ceremony: rites assert the distinction of roles in human relations， while 
music overcomes these distinctions and unifies the participants .  

凡 音 之 起 。 由 人 心 生 也 。 人 ， 心 三主 動 物 使 之 然 也 。 感 於 物 f(ji 動 。 故 形 於 聲 。 盤 相 應 。 故 生

變 。 變 成 文 。 謂 之 音 o 1:七 音 訊] 樂 之 。 及 干 戚 羽 援 。 謂 之 樂 。 樂 者 。 音 之 所 由 生 也 。 土主 木 在

人 心 乏 感 於 物 也 。 是 故 其 衷 心 感 者 。 其 聲 瞧 以 殺 。 其 樂 心 感 者 。 其 聲 日單 以 餒 。 其 喜 心 感

者 。 其 聲 發 以 散 。 其 怒、 心 感 者 。 其 聲 粗 以 厲 。 其 心 敬 ，心 感 者 。 其 聲 直 以 碟 。 其 妥 心 感 告 。
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其 聲 和 以 柔 。 六 者 非 姓 也 。 感 於 物 而 后 動 。 是 故 先 王 慎所 以 感 之 者 。 故 樓 以 道 其 ;吉、 。 樂 以

和 其 聲 。 政 以 一 其 行 。 那l 以 防 其 姦 。 聽! 樂 刑 政 。 其 版 一 也 。 所 以 同 民 心 。 而 出 治 道 也 。

All tones (y in) that arise are generated from the human mind (1叩門 . When 

the human mind is moved (tung著 ) ， some external thing (wu 吋 has caused it . 

Stirred (如n叮 by external things into movemer札 it takes on form (hsing * )  in 

sound. When these sounds respond (ying) to one another， mutations (p ien\ 

i . e . ， changes from one sound to another) arise; and when thesc mutations con

stitute a pattern (wen * ) ，  1 6  they are called “ tones . " 就rhen such tones are set side 

by sidc and played on musical instruments， with shield and battle-ax for mili

tary dances or with feathered pennons for civil dances ，  it is called “ mUSlc. 

Music originates from tone. Its root (pen) lies in the human mind' s  being 

stirred (如n吋 by external things .  Thus ，  when a mind that is miserable is 

stirred， its sound is vexed and anxious . When a mind that is happy is stirred， 

its sound is relaxed and leisurely . When a mind that is delighted is s tirred， its 

sound pours out and scatters . When a wrathful mind is stirred， its sound is 

crude and harsh .  When a respectful mind is s tirred， its sound is upright and 

pure . When a doting mind is s tirred， its sound is agreeable and yielding .  These 

six conditions are not in innate naturc (hsing * ) :  they are set in motion only after 

being s tirred by extcrnal things .  Thus the former kings exercised caution in 

what might cause s tirring .  For this reasons we have rites to guide what is 

intently on the mind (ch的 努 ) ; we havc music to bring those sounds into har

mony (ho) ; we have government to unify action; and we have punishment to 

prevent transgression. Rit凹， muslc， govcrnmer哎， and punishment are ulti

mately one and the same-a means to unify the people' s  minds and correctly 

execute the Way . 

One problem arises in the phrasing of the six conditions of mind: we might 
expect that the response of the mind would follow from the nature of what 
stirred it; that is， "when the mind is stirred by something happy . . . ， "  and so 
on.  That is a possible interpretation of the passage， but the phrasing of the 
Chinese suggests that the mind has been previously disposed to one of these 
conditions， and the stirring brings it out. In no case， of course， are these six 
conditions innate .  

凡 音 者 生 人 心 者 也 。 情 動 於 中 。 故 形 於 聲 。 聲 成 文 謂 之 音 。 是 故 治 世 之 音 安 以 樂 。 其政

和 。 為L 世 之 音 怨 以 怒 O 其 政 乖 o 亡 國 之 音 哀 以 息 。 其 民 因 。 聲 音 之道 與 政 通 矣 。

All tones are gencrated from the human mind. The affections (ch 'ing著 ) are 

moved within and take on form in sound. When these sounds have patterning 
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(wen 耨 ) ， they are called “ tones . " The tones of a well回managcd age are at rest and 

happy: its government is balanced (ho) . The tones of an age of turmoil are 

bitter and full of anger : its government is perverse .  Thc tones of a ruined state 

are filled with lament and brooding :  its people are in di在ìculty. The way of 

sounds and tones (sheng-yin) communicates ( t 'un，R* )  with [ the quality of ] 

governance. 

[Section omitted elaborating the correspondences betwcen the five notes and 

government oftìces and social problems implicit in some musical disorder in 

each of the notes . ]  

Note the near identity 0吐f t由hi昀s passage with statements in t由he “Gr間ea前t P扭refa缸ce"
"The af丘fect位ions ( ch 'ing*耨 ) are stirred wit由hin and take on fo凹rm (伯hsing* ) in words 
(伊ye臼:n)們H 叮 and 叫叮the affections ( ch 'ing 勢 ) emerge in soundsj when those sounds 
have patterning ( w en * )， they are called 'tones . '  11 The two works also have in 
common passages on the correlation between the quality of music and the 
social situation of the age in which it was produced. These seem to be widely 
held commonplaces， often reworked and amplified with ever new variations 
to account for new terms and situations， moving ever deeper into origins and 
consequences . This movement of continuous repetition around a center was 
one common form of exposition. 

凡 音 者 生 於 人 ， 心 者 也 。 樂 者 通 倫 理 者 也 。 是 故 知 聲 而 不 知 音 者 O 禽 獸 是 也 O 知 音 而 不 知樂

者 。 馬里庶 是 也 。 惟 君 子 為 能 生日 樂 。 是 故 審 聲 j:J、 生口 音 。 審 音 以 知 樂 O 審 樂 以 生11 政 。 市j 治 道 備

矣 。 是 故 不 知 擊 者 。 不 可 與 言 音 。 不 生知口口 二音i

得 。 謂 之 有 德 。 德 者 得 也 。

All tones are generated from the human mind . Music is that which com

municates ( t 'ung * ， “carries through") human relations and natural principles 

(li 幣 ) . The birds and beasts understand sounds but do not understand tones . 

The common people understand tones but do not understand music. Only the 

superior pcrson (chün-tzu) is capable of understanding music. Thus one 

examines sounds to understand tone; one examines tonc to understand music; 

one examincs music to understand governme肘， and then thc proper execution 

of the Way is complete. Thus one who does not undcrstand sounds can share 

no discourse on tones ; one who does not understand tones can sharc no dis

course on music. When someone understands music， that person is almost at 

the point of undcrstanding rites . And when rites and music are both attaincd 

(tê* )， it is called Tê* [ "virtue" or “attainment"] ， for Tê* is an “attaining"  

(tê* )  . 
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Presumably the "examination of music to understand government" follows 
from the earlier passage in which， from listening to music， a person can tell 
the condition of society. One might point out here how， in traditional argu
ments such as this， stages of a process are closely related to hierarchies .  

是 故 樂 之 隆 非 極 普 也 。 食 饗 之 i體 非 致 味 也 。 清 朝 之 瑟 朱 弦 而 疏 越 。 者 倡 的j三 歎 。 有 遺 普 者

矣 O 大 饗 之 攏 。 俏 玄 酒 而 是旦 控 魚 。 大 羹 不 干�l 。 有 遺 咪 者 矣 。 是 故 先玉之 制體 樂 也 。 非 以 能

r:-I 腹 耳 目 之 欲 也 。 將 以 教 民 平 好 惡 。 而 反 人 道 之 正 也 。

The true glory of music is not the extreme of tone; the rites of the Great 

Banguet arc not the ultimate in flavor (wei * ) .  The zither used in performing 

“Pure Temple" [one of the Hymns in the Book of Songs] has red s trings and few 

sounding holes . One sings ，  and three j oin in harmony; there are tones which 

are omitted. In the rite of the Great Bangu仗， one values water [litcrally “the 

mysterious liquor"J and platters of raw meat and fish; the great broth is not 

seasoned [ho ， “harmonized可 thcre are flavors which are omitted. We can see 

from this that when the former kings set the prescriptions for music and rites ，  

they did not  take the desires of mouth， belly， ears ， and eyes to their extremes ， 

in order thereby to teach people to weigh likes and dislikes in the balance and 

lead the people back to what is proper (cheng* ) . 

Here the aesthetics of omission， so important in later Chinese literary 
thought， is given its earliest enunciation， in an ethical context . The perfect 
music holds back from overwhelming forcej the sense that something is 
omitted brings response from others， draws them in. The phrase “one sings， 
and three join in harmony" will come to be commonly used for precisely such 
aesthetic restraint as engages others . In its original context here in the 
"Record of Music， " however， that restraint has an ethical rather than an aes
thetic force . Omission is the embodiment of the principle of proper limits 
in sensuous satisfaction. 

人 生 而 靜 。 天 之 性 也 。 感 於 物 而 動 。 性 之 欲 也 O 物 至 知 知 。 然、 後 好 惡 形 為 o 好 惡 無 節 於

內 。 生日 誘 於 外 。 不能 反 躬 。 天 理 滅 矣 。 夫 物 之 感 人 無 窮 。 而j 人 之 好 惡 無 節 O 則 是 物 至 而 人

化 物 也 。 人 化 物 也 者 。 滅 天 理 而 窮 人 欲 者 也 。 於 是 有 悸 逆 詐 偽 之 心 。 有 淫 ì'k: i'午 亂 之 事 。 是

故 強 者 脅 弱 。 眾 者 暴 寡 。 生H 者 詐 j憑 O 勇 者 苦 怯 。 疾 病 不養 。 老 幼 孤 獨 不 得 其 所 。 此 大 亂 之

道 也 。

A human being is born calm: this is his innate nature (hsing * )  endowed by 

Heaven. To be stirred by external things and set in motion is desire occurring 

within that innate nature . Only after things encounter conscious knowledge 
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do likes and dislike take shape (hsing) . When likes and dislikes have no proper 

measure within， and when knowing is enticed from without， the person be

comes incapable of self-reflcction， and the Heaven-grantcd principle ( T'ien-l i汁

。f one ' s  being perishes .  Whcn external things stir a person cndlessly and when 

that person's likes and dislikes arc without proper measur亡， then when cxternal 

things come before a person， the person is transformed (h圳 特 ) by thosc things . 

When a person is transformed by things ，  it destroys the Heaven-granted prin

ciple of that person' s being and lcts him follow a11 human dcsircs to thcir limit 

Out of this comes the refractory and deceitful mind; out of this come occur

rences (shih * ) of wallowing excess and turmoil . Then the powerful coerce the 

weak; the many oppress the fcw;  thc smart deceive thc stupid; the brave make 

the timid su長r; the sick are not cared for ;  old and young and orphans have no 

place-this is the Way of supreme turbulence . 

This is a distinctly Hobbesian view of human society， with its Chinese roots 
in the Confucianism of Hsün-tzu. Here traditional morality exists to place 
limits on the disruptive force of human desire. The phrase translated as "con
scious knowledge" is literally "knowing knowing/' chih -chih 知知 .

是故 先 王 之 制 禮 樂 。 人 為 之 節 。 衰 麻 哭 泣 C 所 以 節 喪 串己 也 。 鑼 鼓 干 戚 。 所 以 和 安 樂 也 。 昏

姻 冠 拜 。 所 以 另Ij 男 女 也 。 身、j 鄉 食 饗 。 所 以 正 交 接 也 。 時 節 民 心 。 樂 和 民 聲 。 政 以 行 之 。 刑

以 防 之 O 禮 樂 汗1] 政 。 四 速 而 不悸 。 則 王 道 做 矣 。

樂 者 為 同 。 噱 者 為 異 。 同 則 相 親 。 異 則 相 斂 。 樂 勝 則 流 。 !禮 勝 則 轍 。 合 情 飾 貌 者 。 禮 樂 之

事 也 。 禮 義 立 。 則 貴 賤 等 矣 。 樂 文 |司 。 則 上 下 和 矣 O 好 笠、 著 。 則 賢 不 鈞、 別 矣 。 刑 禁 暴 。 爵

學 賢 。 則 政 均 矣 。 仁 以 愛 之 。 義 以 正 之 。 如 此 o jll] 民 治 行 矣 。

For this reason the former kings set the prescriptions of rites and music and 

establishcd proper measures for the people. By wecping in mourning clothes 

of hemp， they gave proper measure to funcrals . By bell and drum， shield and 

battle-ax [for military danccs] thcy gavc harmony (ho) to exprcssions of happi

ness .  By the cap and hairpin of the marriage ccrcmor句， thcy distinguished 

male and femalc . By festive games and banquets thcy formed thc correct asso

ciations between men . Rites gave the proper measure to the people' s  min缸，

music made harmony in human sounds ; govcrnmcnt carried things out; 

punishmcnts prevented [transgression] . When these four were fully achieved 

and not refractory， the royal way was complcte. 

Music unifies ;  rites set things  apart. ln unifying there is a mutual drawing 

close; in setting things apart there is mutual respcct. If music overwhelms，  
there is a dissolving; 1 7 if rites overwhelm， therc is division . To bring the affec
tions into accord and to adorn their outward appearance is thc function (shih 叮
of music and rites .  When ritcs and ccremonies arc cstablished， thcn noble and 
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commoner find thcir own levels ; whcn music unifics them， then those above 

and those below are j oined in harmony. When likcs and dislikes havc this 
manifest form， then the good person and the unworthy person can be distin

guished . By punishments onc prcvents oppression; by rcwards one raises up 

the good; if these preva泣， then government is balanccd.  By fcllow-feeling one 

shows love; by moral principles (yi叮 one corrects them， and in this way the 

management of the people proceeds .  

If  the Confucianism of Hsün-tzu seeks to control dangerous forces， Han Con
fucianism seeks to hold opposing forces in balance ﹒ Rites define functions in 
social relations and thus are a system of distinctions . As a system of distinc
tions， however， rites always threaten to pull people apart and set them in 
opposition to one another. That dangerous force in rites is countered by 
music， which is shared by all participants in a ceremonYi it is music that 
makes them feel like a unified body. Yet that impulse to unity threatens to 
destroy distinctions， and thus it is counterbalanced by rites .  

樂 由 中 的 。 聽 白 外 作 。 樂 由 巾 出 故 惰 。 '1醒 自 外 作 故 文 O

Music comes from within; rites are formed without. Since music comes from 

within， it belongs to genuine a長ctions (ch 'in叉著 ) ; sincc ritcs are formed with

out， they have patterning (wen * ) . l H  

Here we can see clearly how the balance between music and rites parallels 
the theory of poetry， which likewise has its origins within， in the affections， 
and finds bounded external expression in something with "pattern， " wen * ﹒ 

大 樂 必 易 。 大 禮 必 筒 。 樂 至 則 無 怨 。 體 至 則 不 爭 。 揖 讓 市í ì台 天 F 者 。 陶 樂 之 謂 也 。 暴 民 司、

作 。 諸 侯 寶 蹤 。 共 革 不 試 。 五dflJ 不 用 。 百 姓 ?憬 ，皂、 。 天 于 不 怒 。 如 此 則 樂 達 矣 。 四 海 乏 內 。

合 父 于 之 親 O 明 長 幼 之 序 。 以 敬 天 子 。 如 此 f!IJ 隨 行 矣 。

大 樂 與 天 地 同 和 。 大 禮 與 天 地 向 節 。 和 故 古 物 不 失 。 節 /jj(: ，WB 天 祭 J也 O 明 則 有鵑 樂 。 幽 則 有

鬼 神 。 如 此 則 四 海 之 內 。 台 敬 同 愛 矣 。 m虛 者 殊 事 合 敬 者 也 。 樂 者 翼 文 合 愛 者 也 。 禮 樂 之 情

|司 。 故 明 王 以 相 沿 也 。 故 事 與 時 並 0 名 與 功 {倍 。

The supreme music must be easy; the supreme rites must be simple. When 

music is perfect， there is no rancor; when rites are perfect， there is no conten

tion.  To bow and yield， yet govern the world is the true meaning of rites and 

music. There is no oppression of the people; the feudal lords submit; armor is 

not worn; the five punishments are not uscd; no calamity befalls the masses ; 

the Son of Heaven feels no wrath-when things are thus ，  music has been 
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perfected. Within the four seas fathers and sons are j oined in affection，  the 

precedence between elder and younger is kept clcar， and respect is shown to 

the Son of Heaven-when things are like this ，  rites are in practice . 

The supreme music shares the harmony of Heavcn and Earth. The su

preme rites share the proper measure of Heaven and Earth. In the harmony of 

the former， none of the hundred things fail; in the proper measure of the latter， 

the sacrifices are offered to Heaven and Earth. In their manifest aspcct， they are 

rites and music; in their unsecn aspect， they arc spiritual beings .  Whcn things 

are like this ，  then a11  within four seas are brought togethcr in respect and love. 

Though acts differ in the performance of a ri伐， thesc acts share the quality of 

respect. Though music has different patterns ，  these arc brought together in the 

quality of love. Since the affections involved in music and rites remain the 

same， wise kings have fo11owcd thcm. Thus when act and occasion are match

ed，  fame and accomplishment are j oined. 

This rapturous Confucian vision of society， functioning in harmony with 
human nature and universal nature through music and rites， is not directly 
related to literature . However， it provides an essential background for the 
interest， recurring throughout the history of Chinese literary thought， in the 
coincidence of genuine feeling and form. 
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Ts'ao P'i's 曹丕 ( 1 8 7-226) "Discourse on Literature/' Lun-w en 論 文 ， was not 
originally a separate essay on letters， but rather a chapter from his Authorita

tiv e Discours es， Ti en -lun 典 論 . This work， initially in twenty chapters， com
posed when Ts'ao P'i was first chosen as Crown Prince ( 2 1 7-2 1 8 )， exists now 
only in fragments . l  The present version of "A Discourse on Literature" sur
vived because of its inclusion in the famous Liang anthology， the W en hsüan .  

Other fragments from the "Discourse/' moreover， not included in  the present 
version， have been preserved independent1y elsewhere and suggest that the 
W en hsüan version of the "Discourse" is incomplete .2  Authoritativ e Dis
cours es belonged to a long tradition of col1ected discourses on general knowl
edge， and such collections usually included at least one essay treating some 
aspect of language or writing.3 The "Discourse/' however， is structural1y 
unique. Ts'ao P'i wrote in the "plain style" advocated by Wang Ch'ung 王充
in his collected discourses， the Lun -h eng 論衡i but there are forces at work 
in “A Discourse on Literature" that twist the line of thought at key points 

and produce an argument more quirky and personal than anything in the 
lucidly magistral expositions of Wang Ch'ung. 

Han literary thought continued directly from that of the Warring States 
period and was primarily concerned with writing's role in maintaining social 
ethics， particularly applying to a court literature that directed and restrained 
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the actions of a prince. One consequence of this dominant interest was a 
predisposition to view the domain of writing as an integral whole， with no 
clear division between "literary" and "non-literary" works， except as a dis
tinction in relative degrees of omamentation. Immense changes in the nature 
and concept of literature were occurring in the last decades of the Han， the 
period known as the Chien-anj but most reflective statements on literature 
in the period remained within the scope of earlier Han issues . In Ts'ao P'i's 
"Discourse" these changes begin to find expression. 

From his final reference to Hsü Kan's 徐幹 Discours es on th e M ean， 

Chung-lun 中 論 ， it is clear that Ts'ao P'i still considered collected discourses 
( including his own Authoritativι Discours es )  within the scope of w en 弋

“literature" or "belles lettres" ( later such discursive prose would b e  classified 
as tzu 子， "the literature of  knowledge吋 . From his enumeration of  genres in 
the "Discourse， " however， we see that the idea of wen 靜 (encompassing poet
ry， poetic expositions or f口， and short prose forms) had attained roughly the 
range it would maintain throughout the rest of the history of traditional 
Chinese civilization. Moreover， even though Ts'ao P'i echoed the old Han 
themes throughout the "Discourse， " the central issues he raises surrounding 
wβn * were no longer the venerable Han concems regarding the conflict be
tween moral force and the seductive， potentially immoral forces that may be 
carried in writing. Literature is by no means treated as an autonomous art in 
the μDiscourse， " but Ts'ao P'i's primary concem is not ethicsj rather he is 
int巳rested in how personality comes to be inscribed in writing， what makes 
writing compelling rather than morally "good， " and the immortality that a 
writer may hope to achieve. 

"A Discourse on Literature" is not a profound work of literary theory. Its 
primary historical interest is the way it articulates new concems that are 
obvious in the literature of the period and in other areas of intellectual activ
ity. It is clear， however， that Ts'ao Pγs sense of his own self-worth is very 
much caught up in this statement on literature. The associations he makes in 
the piece， moreover， make us aware of an unusual mind at workj and the 
primary value of the "Discourse" is perhaps as a literary work in its own 
right. 

A DISCO URSE ON LITERA TURE 

文 人 相 輕 。 自 古 而 然 。 傅 毅 之 於 班 回 。 伯 仲 乏 間 幕 。 而 周 小 之 。 與 弟 超 喜 日 。 武 f中 以 能 屬

文 為 蘭 臺 令 史 。 下 筆 不能 自 休 。

Literary men disparage one another-it's always been that way. The relation 

between Fu Yi [d. 90] and Pan Ku [32-92] was nothing less than the relation of 

a younger brother to an elder brother. 4 Yet Pan Ku bclittled him， writing in a 

letter to his elder brothcr Pan Chao [鈞一 1 08] : “Wu-chung [Fu Yi] became 
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Imperial Librarian through his facility in composition: whenever he used his 

writing brush， he couldn' t  stop himsclf. "5 

The opening is abrupt and unexpected， 的 if Ts'ao P'i were remarking on sorne 
event outside the text， offering a general proposition and historical exarnple 
to prove the truth of his observation. It is an essay that begins with a tinge of 
conternpt for literary rnen， who belittle one another in courting princely 
favorj yet the essay ends in awe at their achievements， as political power 
yields place to the power of writing. The historical anecdote that Ts' ao P'i 
cites links writing to political advancement ( though the final value ascribed 
to writing in the "Discourse" turns out to be quite different)， and the belit
tling seems to arise from envy: writing gains something for the individual， an 
aggrandizement of self that others may also desire .6 And in the anecdote， in 
order to attain the object of desire ( office)， there is a peculiar ratio between 
motivated action ( the possibility of writing in order to get office) and lack of 
control ( "he couldn't stop himself" ) .  

夫 人 善於 自 見 。 而 文 非 一 體 。 鮮 能 倚著 。 是 以 各 以 所 長 相 輕 所 知 。 里 話 ['1 。 家 有 弊 荐 。 享

之 千 金 。 新 不 自 見 之 息 也 。

People are good at [or fond of ] making themsclves known; but since literature 

(wen叮 is not of one form (叭聲) alone， few can be good at everything . 7 Thus 

each person disparages that in which he is weak by the criterion of those things  

in  which he i s  strong. There is a vil1age saying : “The worn-out broom that 

belongs to my own household is worth a thousand in gold. " Such is the ill 

consequence of a lack of self-awarenes s .  

The idea of  "making oneself known" through literature is the volitional 
variation on the canonical statement that "poetry articulates what is intently 
on the mind ( ch品 帶 ) . " It passes， however， beyond the simple desire to be 
understood ( see pp. 29-30)  to a broader desire for later ages to understand 
"who you were . "  This motive for writing had an antecedent in Ssu-ma 
Ch'ien's comment that Yü Ch'ing was unable to write in order "to make 
himself known to later generations .峙 In Ts'ao Pγs variation on this motive， 
it is unclear in precisely what sense a person wants to be known ( i .e . ，  whether 
it is merely to have fame， or to have one's abilities recognized， or to be under
stood as a person in some profound sense) ，  but it is clear that the possibìlity is 

a powerful motive. For Ts' ao P'i  that motive is dangerous and corrupting. 
Ts'ao P'i is the prince from whom writers seek recognitionj but instead of 
recognizing any degree of talent or particular quality， he notices first of all the 

desire to be known itseH and the power of that desire to distort the writer's 
judgment. 
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The distortion of judgment follows from partiality to oneself and to one's 
own particular skills .  The issue of partiality becomes closely connected with 
the developing concept of personality type. Here at the beginning of Ts'ao 
P'i's argument， writing is merely the means of "making oneself known" and 
thereby valued. As we said， it is not yet clear precisely what the writer hopes 
will be recognized and valued-some quantitative degree of talent or some 
differentiated sense of identity ( such as personality type， the "kind" of person 
he is ) .  A skill in and thus a partiality for a certain kind of writing ( t 'i * )  shifts 
imperceptibly to the association of a given type of personality with a particu
lar tγ in writing. Instead of being a mere area of a particular writer's skill， 
the li terary tγ comes to seem to possess an organic affinity with a certain 
type of personality. From this it follows， however， that such a manifestation 
of typological identity is also the appearance of partiality and limitation. 

“[S]ince literature is not of one form alone， few can be good at every
thing. " There is some limited totality of "kinds of writing" ( tγ ) whose "full 
complement" (pei ) can theoretically be attained (however rare such attain
ment may be) .  Ts'ao P'i has set up two levels of value， one involving a partic
ular excellence (whose limitation is inseparable from individual or typolog
ical identity)， and the other involving comprehensive excellence， in which all 
particular excellences are combined (a capacity associated with the Sage/ 
ruler) .  To possess a particular excellence blinds a person to the value of others 
and to one's own limitations . The comprehensive excellence of the Sage/ 
ruler， who needs to assign individual abilities to their appropriate govem
ment functions， must encompass and appreciate each particular excellence， 
rejecting the notion of the superiority of any one particular excellence over 
anotherj yet at the same time in his own superiority he may show contempt 
for the inherent limitation of any single particular excellence. 

今 之 文 人 。 每 [喝 孔 融 文 學 。 廣 綾 陳 琳 于L 璋 。 山 防 不 祭 {中 宜 。 J t 海 徐 幹 偉 長 O 陳 留 阮 瑜 元

瑜 。 汝 南 應 T哥 德 礎 。 東 平 劉 械 公 幹 。 對fr 七 子 者 。 於 學 無 所 遠 。 於 辭 無 所 假 。 成以 自 騁 藍藍 單是

於 千 里 。 {fp 齊 足 而且馳 。 以 此 相 服 。 亦 頁 難 矣 。

The literary men of this day are K‘ung Jung [ 1 53-20叫 ， called Wen-chü， of the 

s tate of Lu; Ch‘en Lin [d. 2 1 7] ，  called K ‘ung-chang， of Kuang-ling ;  Wang 

Ts 'an [ 1 77-217 ] ，  called Chung-hsüan， of Sha月-yang; Hsü Kan [ 1 70-217 ] ，  

called Wei-ch‘ ang， of Pei-hai; Juan Y位 [ca . 1 65-212 ] ，  called Yüan-yü， of  

Ch‘en-liu; Ying Ch'ang [d .  2 17 ] ，  callcd T丘-licn， of Ju-nan; and Liu Chcn 

[d. 2 1 7J ， called Ku嗯-kan， of Tung-p 'ing. These sevcn masters have omitted 

nothing in their learning，  havc no borrowed colors in their diction (tz 'u * ) .  Yet 

they have found it most di血cult to all gallop togethcr a thousand leagues ，  side 
by side with equal pace on their mighty stee血， and thus to pay one another 
due respect . 9  
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Following Ts'ao Pγs previous observations， this catalogue of writers strongly 
suggests that each has his own partial strengths and that each is blind to his 
own weaknesses. Their inability of "gallop side by side with equal pace" car
ries the submerged metaphor of a horse race : all aspire to "win， " to be recog
nized (by the ruler or posterityL yet all are perfectly equal in their powers . 
Each has only some partial excellence; none is "complete， " for completion 
would put them beyond the capacity of envy. Yet each is complete in learning 
and the originality of his writing. Therefore the locus of their limitation must 
lie elsewhere， in some predisposition for a certain kind of writing， a predis
position that transcends mastery， skill， and originality. Ts'ao Pγs argument 
carries him inexorably closer to an important event in Chinese literary 
thought， the identification of a "kind of writing" ( tγ ) with a kind of person， a 
personality type ( tγ ) 

蓋 君 子 審 己 以 度 人 。 故 能 免 於其rr 累 而 作論 文

A superior person (chün-tzu) examincs himsclf to mcasure others ; and thus he 

is able to avoid such entanglements [c . g . ， envy and blindncss to the worth of 

others ] . Thus 1 ha vc wr的cn a discoursc on litcrature 

The impartial observer would find in the Seven Masters only cause for 
admiration; but as they watch one another from within the "horse race" there 
is only envy and competition. Perfection may be achieved in one kind of 
writing， but none of those kinds is inherently superior to any other. Implicit 
here is the idea that the only true perfection is the completion of all "kinds . "  
Completion can b e  achieved only b y  transcending the limitations implicit in 
a particular exce11ence， with which the notion of typological identity ( i .e . ，  
definition of a person as a personality type)  is becoming bound up. One must 
t叮 to be more than what one already is-to embody and therefore be able to 
recognize the full complement of variations . The means of achieving this is 
"self-examination， " tzu-sh en 白 賽， leading to self-awareness， tzu-chi en 自 見F
and the knowledge of one's limitations . As soon as one recognizes a limita
tion for what it is， something in the self has already transcended it. Only the 
chün-tzu can do this; since the Seven 此1asters cannot， they are not chün-tzu . 

A tactful silence in the argument te11s us that Ts'ao P'i， heir and son of the 
overlord Ts'ao Ts'ao， is the chün- tzu ( litera11y the "son of the prince") ，  who 
can avoid the entanglement and correctly evaluate others . l O  

Had Ts'ao P'i truly been a ch凶手tzu， his μDiscourse on  Literature" might 
have been a more morally paradigmatic work; but it would have lacked pre
cisely that undercurrent of personal concerns which gives the piece its value 
for us. The Prince criticizes the Seven 恥1asters for criticizing one another， 
while we note that "self-examination" is singularly lacking in the "Dis
course， " that dìsparagement of individual writers is only thinly veiled 
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throughout， and that the "Discourse" closes with the passionate desire to 
make the individual self known through literature . 

王 祭 長 於 辭 賦 。 徐 幹 時 有 齊 氣 。 然 梁 之 匹 也 。 如l 書是 之 初 征 O 直至 樓 O 愧 賦 。 征 思 。 幹 之 五;

猿 。 漏 后 o 圓 扇 O 橘 賦 。 雖 張 蔡 不 過 也 。 然 於 他 文 O 未 能 稱 是 。 琳璃 之 ;最 表 書 記 。 今 乏 雋

也 。

Wang Ts'an excels in poetic expositions (fu) ; evcn though Hsü Kan at timcs 

shows languid ch 'i 樁 ， s til1 he is Wang Ts'an's match . l 1 Even Chang Heng 

[78- 1 39] and Ts 'ai Yung [ 1 32- 1 92] do not surpass works likc Wang Ts 'an 's  

“Beginning of the Journey， " “Climbing a Tower， " “The Locust Trce， " or 

“ Thoughts on Travel" ;  or works likc Hsü Kan' s  "The Black Gibbon， " “The 

Syphon ， " “The Circular Fan， " or “The Orange Tree. " Yet their other writings 

are no match for thcse. In regard to memorials ，  letters ， and records ， thosc  of 

Ch 'en Lin and J uan Y ü are preeminent in the present . 

Strong here is the evaluative impulse， the duty and prerogative of the 
pnnce一to measure the men of his own age， one against another and against 
the giants of preceding ages .  The entire discourse is replete with the terms of 
valuation， from the opening assertion that literary men disparage one another 
to the later claim that ch γ is what is most valuable for the success of a work 
as a whole .  At the center of this world of valuing lies the Confucian impera
tive to "know persons， " chih ;en 知人， which first appears in Confucius '  fine 
judgments of character and personality in the Analects， and in Ts'ao Pγs 
own age begins to develop into a fascination with personality appraisal . 

Evaluative comparisons begin to pour out， at first restricted to excellence 
in purely literary matters， but soon shifting unconsciously to more general 
qualities that apply equally to the person and to the writing. 

應 f易 和 而 不 壯 。 劉 禎 壯 而 不 密 。 孔 融 體 氣 烏 紗 O 有 過 人 者 O 然 不 能 持 論 。 聽 不 勝 辭 。 以 至

於 雜 以 嘲 戲 。 及 其 所 善 。 楊班 偉 也

Ying Ch‘ang is agreeable but lacks vigor.  Liu Chen is vigorous but holds 

nothing concealed [mi; i . e . ， in reserve] . K ‘ung Jung' s  form (tγ ) and ch 'i 普 are

lofty and subtle， with something in them that surpasses al1 the others ; but he 

cannot sustam an argume肘， and thc principle (打 著 ) in his work is not up to the 
diction (tz 'u 靜 ) ， to the point that he mixes his writing with playfulness and 

spoofing. At his best he rivals Yang Hsiung [53 B . C . -A . D .  1 8] and Pan Ku. 

It is important to develop a relatively precise sense of these terms of manner. 
"Agreeable" or "harmonious， " ho 和， describes the manner of human be-
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havior， music， weather， cuisine， and so forth， in which two or more entities 
are thrown into relation and neither entity asserts its identity vis令vis the 
other(s ) .  Thus in the case of Ying Ch'ang， we have a strong sense of his "com
pliance" with us， his fitting in; there is no intimidating force in his words or 
the personality behind them. 

“Vigor， " chuang 壯 ， is the compensating term in which Ying Ch'ang is 
deficient. Chuang characterizes a man in his prime， and is associated with 
strength and assertiveness .  In this case， the reader strongly senses the sepa
rate personality of the writer as against his own. One may admire and feel in 
awe of such force， but one does not feel an easy closeness with it . Chuang is 
the virtue antithetical to ho; but the virtue which compensates for the de
ficiencies of chuang is mi， not ho. 

Mi 密 means "concealed" or "hidden. "  Here it is a positive quality， in
dicating some "reserve/' some hidden richness of thought or personality， a 
quality entirely lacking in the pure outwardness of chuang. 

Note that in this passage Ts'ao P'i has shifted to terms that may describe 
both a literary work and a personality. Throughout the Chinese literary tradi
tion， as in certain phases of Western literature， readers identified the style or 
manner of the text with the personality of its author. Although current 1iter
a叮 opinion considers such an identification misguided， the truth or falsity of 
the identification is less important than the fact that both readers and writer 
took it to be true. The powerful intuition of personality in style was a his
torical fact and a deeply held value. 

Consider the form of contrast and distinction here : "agreeable but lacks 
vigor . . . vigorous but holds nothing concealed. " We have here not binary 
antitheses， but a set of serial variations in which a quality， carried to its ex
treme， creates a lack that is supp1ied by the next quality in the series .  Y is the 
compensation for deficiencies inherent in the fulfillment of X， but Z is the 
compensation for deficiencies inherent in the fulfillment of Y.  This pat
tern of serial compensation， given in an attenuated form here， is based on 
theories of the sequence of the hexagrams in the Book 01 Changes. 12 The 
Book 01 Changes offers a powerful structural model of personality typology: 
each individual character phase， even in its perfection， is inherently incom
plete; completion exists only in the "full complement" of all the particular 
phases . The Seven Mas 
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in the world， but can somehow fail to operate in texts . On the other side of 
the antithesis， diction ( tz'u 叮 is the level on which form ( tγ ) and ch γ are 
manifest. 

常 人 責 遠 賤 近 O 向 聲 背 實 o 又 惡、 闇 於 白 見 。 謂 己 為 賢

Ordinary people value what i s  far away and fecl contempt for what i s  close at 

hand. They favor repute (sheng) and turn their backs on substance (shih * ) .  

Moreover， they suffer the il1 consequences o f  ignorance i n  self-awareness ，  

claiming to be men of great worth . 

Ts'ao P'i gradually shifts his argument from a mere overvaluing of self to an 
overwhelming concern for reputation that leaves men indifferent or blind in 
regard to their true nature. What is "far away" is related to "repute" ( sheng)， 
which depends on literature's capacity to "go far" (a  capacity that Ts'ao P'i 
takes up in a positive way at the end of the "Discourse on Literature， " 
seduced there by the ve叮 values he criticizes here) .  The value of literature 
here is balanced precariously between a revelation of the inner person (how 
the qualities revealed in a text truly and adequately manifest a person's 
nature， including its limitations ) and the concealment of the inner person 
( the hope that an excellence will appear to others simply as an excellence， 
without revealing corresponding deficiencies ) .  

夫 文 本 同 而 宋 異 。 蓋 奏 議 立 雅 。 書 論 宜 理 。 銘 誅 向 實 O 詩 賦 欲 麗 。 此 四 科 不 !吋 O 故 能 之 者

偏 也 。 惟 通 才能 備 其體

Literature (wen特 ) is the same at the root (pen * ) ，  but differs in its branches [mo， 

a “branch tip ， " the later stages of a process ] . Gcnerally speaking， memorials 

and disquisitions should have dignity (ya * ) ;  lettcrs and memorials should be 

based on natural principle (打 著 ) ; inscriptions and eulogy value the facts (shih 叮 ;

poetry and poetic exposition (ju) aspirc to beauty (l i吋 Each o f  these four 

categories is di在èrent， so that a writ凹's abi1ity will favor some over others . 

Only a comprehensive talent (t 'ung*  -ts 'a i叮 can achieve the full complement 

(peí) of these forms (tγ) . 

This is one of the earliest statements of Chinese genre theory. The structure 
and assumptions made in the passage are ultimately more interesting than 
the particular distinctions made. Generic categories are the precise counter
parts of categories of human personality: there is some prior uníty "at the 
root， " but that unity devolves into a multiplicity of particulars . The ultimate 
mastery would be a "comprehensive talent" that can reunify difference， not 
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as a simple unity but as a capacity to pass through all variations. This capac
ity obviously parallels Ts'ao Pγs own aspirations to be the "prince/' the 
chün-tzu， who "comprehends" all the limited and particular abilities of the 
writers who seek his favor. 

The passion to provide an orderly enumeration of forms and techniques 
recurs throughout traditional Chinese literary criticism. This impulse embo
dies a hope to limit and control divergence by establishing a fixed number 
(sh u * )  of normative categories， each with its own unifyi月 characteristics . 1 4
The model for treating these questions o f  unity and multiplicity i 日 traditional 
cosmogony， a history of binary division. Here we note that the number of 
forms is a multiple of two and that each characteristic has two different 
forms associated with it. Genre theory is， "at root/' lineage， an orderly s柄，
tem of identities filiated on a historical ground. 

Generic typology and the typology of personality arose together in tradi
tional China， and they are unified by a largely shared vocabulary of manner 
and quality (in the list of qualities above， this is most apparent in ya 瓣 ， Hdigni
ty" or "grace/' which can qualify style， behavior， and personality equally) . 1 5  
Each pair o f  forms i s  adequately characterized by  a quality proper to i t .  Thus a 
given personality type will manifest a corresponding manner and will appear 
at his best in those forms in which his manner is naturally appropriate .  

文 以 氣 為主 。 氣 之 清 獨 有 體 。 不 可 力 強 而 致 。 譬 諸 音 樂 。 曲 度 雖 均 。 節 奏 同 檢 O 至 於 引 氣

不齊 。 巧 J的 有 素 。 雖 在 父 兄 o 不能 以 移 子 弟 O

In literature ch γ is the dominant factor. Ch (尸 has its 110rmative forms (tγ )
clear and murky.  It is not to be brought by force. Compare it to music: though 

melodies be equal and though the rhythms follow the rulcs ， when it comes to 

an inequality in drawing on a reservc of CJ叭 聲 ， w e  havc grounds t o  distinguish 

skill and clumsiness .  Although it may reside in a father， hc cannot transfcr it to 

his 50n; nor can an elder brother transfer it to the youngcr. 

Before entering a detai1ed discussion of this famous passage， we should take 
note of several things. First， it was an age in which literary works were always 
recited or delivered out loudj moreover， there are good indications that some 
forms of literary works were composed orally and extemporaneously， then 
written down from memory. This fact greatly strengthens the analogy made 
in this passage between literary composition and musical performance. 
Second， although the music in question had melodic， structural， and rhyth
mic rules， a performance would have been far more improvisatory than a 
performance of a fully scored piece of Western music from the past two cen
turies .  Finally， the analogy drawn is clearly to flute or wind musicj thus the 
importance of "breath" or ch γ is literal as well as figurative . 

Traditional Chinese thought tended to place value on terms that unified 
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the abstract and the physical， or mental processes and physiological pro月
cesses. Indo-European conceptual vocabulary grows from the "death" of 
metaphors (and the atemporality of abstractions is closely related to the 
atemporality of death) .  In the Chinese tradition， too， terms from the sensuous 
physical world were extended into the non-sensuous， but without "dying/' 
surrendering their "root" reference to the sensuous . 1 6 Cb 'i 勞 is grounded in 
physiological "breath" and physical “air/' but it carries a weight that goes far 
beyond the apparently physical . Cb γ comes from "within" the writer， car
ried to the "outside" in the breath used in recitation (where it may become 
the "wind/' feng* that "influences" the listener) .  The cb γ in a person has 
both quantity and quality. It is not a natural endowment 1ike ts 'ai * ，  "talent/' 
though a capacity for some quantity of cb γ may be innate . Cb 'i * cannot be 
leamed or forced; it can， however， be “nurtured， " yang 養 ， stored up and de
pleted in use. Finally， cb γ is itself a "something" and not simply the energy 
impelling or infusing a something. 1 7 

Cb 'i * may be a “something/' but it is an ongoing something， something 
in process. For this reason the analogy to improvisatory music is one of cru
cial importance. The relation implied here between artistic control and its 
product differs greatly from the common assumptions of Westem poetics and 
even from the assumptions of poets in the late classical period in China. The 
terminological and procedural assumptions of Westem poetics ( especially 
visible in clichés and in popular discourse on poetry) posit complete artistic 
intention prior to the text : the text is given atemporally as an "object" deter】
mined before the object is realized in composition. Such assumptions about 
poetηT have， of course， been seriously questioned in the Westem tradition， 
but such questioning defines itself against and sustains the normative 
assumptions.  We might add here that the perfection of Westem musical nota 
tion grew precisely from the desire to textualize music， to assert and preserve 
the composer's control over the work， to make a piece of music a "thing" and 
thus absolutely repeatable (it is at this point that a performance begins to be 
conceived as an "interpretation" ) .  

In contrast to the objectification of  the text， a notion of  improvisatory 
performance engages the ongoing constructive powers of the composer
performer， who exerts control in act 
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formative， ongoing text . Later concepts in poetics such as huo-fa 弋 "lively
rules， " are attempts to recover the performative text (or more properly， the 
impression of such a text ) in a world where it could no longer be taken for 
granted. Far more than in the West， the Chinese tradition recognized， or 
hoped to recognize， the poem as an event in time. Ch 'i 棒 ， moreover， gives a 
text an animate unity ( as opposed to the master metaphor of textiles， which 
yields a sense of poetic unity much closer to the Western ) .  In later theoretical 
writing the unity of ch γ will often be described as yi-ch γ 一氣， "in a single 
breath門 it is the momentum and continuity of ongoing movement. The 
T'ang writer Li Tê-yü 李 德裕 ( 78 7-850) in his "Discourse on Letters， " Wen 
chang lun 文章論， explained this passage as follows : 

魏 文 典 論 稱 O 文 以 氣 為 主 O 氣 之 清 濁 有 體 。 斯 已 盡之 矣 。 幸存; 氣 不 可 不 貨 。 不 貨 則 雖 有

英 辭 麗 藻 如 編珠 綴 玉 。 不得 為 全 璞 之 寶 矣 。 鼓 氣 以 勢 壯 志b 美 。 勢不 可 以 不息 。 不息 則

流 右 而 忘 返 。 Z!J、 猶 絲 竹 繁 奏 必 有 希 聲 窈 彤、 。 聽之 者 悅 間 。 如 川 流 迅 激 必 有 個袱還進 。

觀之者不厭 。

Emperor Wen of the Wei [Ts'ao P'iJ in his Authoritative DiscOUIses said “In 
literature chγ 的 the dominant factor. Ch γ has its normative forms-clear 
and murky. "  These lines say it all .  But the ch γ must pen巳trate through con
tinuously. If it does not penetrate through continuously， 出en even the most 
splendid phrases and fine flourishes will be like pearls or pieces of jade on a 
string: they will not attain the condition of a single， complete jewel. It is 
loveliest when the ch 'i * is driven with forceful vigor， but that force must 
necessarily come to rest. If it doesn't come to rest， th巳n it will be swept away 
組d never retum; it is also like woodwinds and stringed instruments played in 
concert : there must be some very faint tones for subtlety， so that the audience 
will hear it with pleasure. It is like a swiftly flowing stream: there must be 
whirling eddies and meanderings so that the viewer will not get bored with 
it. 18 

Ch γ is that by which all other elements which contribute to the formation 
of a poem一talent， learning， personality， the affections-are animated. Thus， 
"in literature ch γ is the dominant factor"-everything else remains inert 
without it. 

If we want to hear the human being in any discourse， even in a "Discourse 
on Literature/' we must pay close attention to the joints of the discourse， to 
those points where its movement falters and it jumps.  The transition be
tween this passage and the final paragraph is particularly rich in conflicting 
impulses; and that conflict makes Ts'ao Pγs "Discourse on Literature" great， 
without being theoretically profound. His passage on the impossibility of 
transmitting ch γ from father to son or brother to brother unmistakably 
echoes the sto叮 in the Chuang-tzu of the Wheelwright Pien， who tells his 
duke that the writings of the Sages are only the "dregs" of their being: 1ike his 
skill in wheel-making， which is performed by instinct and cannot be passed 
on， the Sages' essence is precisely that which eludes the written word . 1 9  
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Although Ts'ao here wanted to speak only of the untransmissibility of ch γ 
as the most essential quality in writing， the story tells of writing's own in
capacity to transmit what is most essential in a person: the echoes of the 
s to叮 of Wheelwright Pien threaten Ts'ao's whole "Discourse. " Ts'ao P'i 
wants very much to be the t 'ung* - ts 'ai 戶 ， the "comprehensive talent. "  Its 
value is stated explicitly in the "Discourse on Literature" and implicitly in 
the experimental variety of his own poetry. Ts'ao P'i wants to be the Sage， the 
comprehensive judge of men who transcends all merely partial excellence. 
He longs to make all this permanently manifest in his own writing. But if， as 
Wheelwright Pien says， words-even the words of a Sage-are mere "dregs， " 
then all this is in vain : his true achievements will not be adequately trans
mitted. To that threat Ts'ao P'i responds with a grand declaration. 

蓋 文 章 經 閻 之 大 業 。 不朽 之 處 事 。 年壽有時而盡 。 榮樂 止 乎 其 身 。 二 者 必 至 之 常 期 。 未 若

文章之無窮 。

1 would say that literary works (wen九chang* ) are the supreme achievement in 

the business of state， a splendor that does not decay. A time will come when a 

person' s  life ends ; glory and pleasurc go no further than this body. To carry 

both to eterni句， there is nothing to compare with the unending permancnce of 

the literary work. 

First we must recall the old promises that through words and literary works a 
person's inner nature might be known: Mencius' “understanding words叮
Confucius '  "if a person does not use language， who will know what is on his 
mind ? 叮 the canonical statement "the poem articulates what is on the mind 
intentlY"i or the Book 01 Changes ' (Hsi-tz'u chuan )， "the affections of the 
Sages are revealed in their statements . "  Add to these the assertions in 
Mencius， "The Great Preface， " and "The Record of Music， " that the quality 
of an age and of a government is manifest in poet叮﹒ Then suppose that the 
person who reflects on these received truths is someone who will be a 
future ruler， one who is the heir of the Lord Protector， and one who will 
finally end the fiction of Han rule and establish himself as the emperor of 
the new Wei dynasty: that person is the present writer Ts'ao P'i. And he 
must wonder how future ages will know how he governed， the moral legit
imacy of his rule. How will the future know who he was ? Only the literary 
works of his age will be the truly perfect and transmissible outcome of all 
his accomplishments. These works will be his true yeh， translated above as 
" achievements叮 yeh is "patrimony， " something one stores up and transmits 
to one's posteritYi it is a term used for capital， property， learning， merit ( the 
accumulated merit， yeh， of an official might be passed on to his children and 
increased or dissipated by their own acts ) . 20 In later ages yeh is Buddhist 
karma， an accumulation of good or evil deeds that determines one's next 
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1ife. At this point Ts'ao P'i rea1izes that 1iterary works are the ultimate yeh 
of government， the sole trustworthy legacy free of the decay that attends 
upon the vegetative cycles of dynasties . A frivolous heir can dissipate a per
son's wealthj barbarians can lay waste your landj only in 1iterature might 
there be a reliable transmission of a person's accomplishments， that "splen
dor， " sheng也shih 盛事 (1iterally "an event of full flowering"L  that admits no 
decay. Or are those texts only the "dregs作

One pecu1iarity here deserves note : according to the passage， what is 
transmitted is jung-10 榮樂 ， “glory and pleasure . "  It is the 10 樂， the "plea
sure/' which first gives us pausej for the "pleasure" experienced in this life 
would seem to be one of the things that would not be transmitted. On further 
reflection， we discover that jung 榮， “glory/' is much the same. And we real
ize that Ts'ao P'i does not conceive of either as purely private sensations:  for 
Ts'ao P'i both conditions exist in being recognized and appreciated by others . 
The pleasure of a banquet is not in what 1 alone am doing-there would be 
less， perhaps no joy in eating and drinking alone-but rather it is a pleasure in 
collective enjoyment and making one's delight visible to others . If  that plea
sure is permanently recognized， the pleasure is， in a strange way， permanent 
itself， even though 1 may not be present . The experience of "glory" is an even 
clearer example of this : it is not a purely private sensation， but rather a satis
faction contingent on recognition by others . Thus the literary work that 
embodies present "glory and pleasure" seems to Ts'ao P'i to preserve not 
simply the knowledge of the condition， but the condition itself. 

But a problem remains : "literary men disparage one another. "  Having de
scribed the jealousies， the vanity， and the one-sided capacities of the literary 
men around him， how can Ts'ao P'i trust men like them with the perfect 
transmission of his achievements ?  Perfect transmission would require some
one who unites all partial excellences .  Trustworthy transmission can thus 
come only from the prince himself. 

是 以 古 之 作 者 。 寄身 於 翰 墨 。 見意於篇籍 。 不假 良 史 之 辭 。 不託飛馳之勢 。 而聲 名 自 傳於

後 。

So writers of ancient times entrusted their persons to ink and the brush， and let 

their thoughts be seen in their compositions;  depcnding neither on a good 

historian nor on momcntum from a powerful patron， their reputations were 

handed down to posterity on their own force. 

When His Majesty [Ts'ao P'iJ was first in the Eastem Palace [as Crown PrinceJ， 
a great pestilence came and people were wasting away. His Majesty was deep
ly moved， and wrote in a letter to Wang Lang， a man whom he had long 
respected: "Alive we have a form six feet in lengthj dead we have soil enough 
for a casket. Only by establishing his virtue and spreading his reputation can a 
man avoid perishing. Next to that the best thing is to be a writer. Pestilences 
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arise oftenj men sicken and die. Who am 1 that 1 can live out my full span of 
years ? "21 

The fear of death permeates the last part of "A Discourse on Literature . "  
When Ts'ao P'i speaks of "entrusti月 their persons/， h e  uses the term chi

shen 寄身， a word from the vocabulary of battle ( a  brave soldier "entrusts his 
person" to the sword) .  As is fitting， then， for the heir of Ts'ao Ts'ao， the 
greatest of the warlords， Ts'ao P'i here speaks of writing in terms of a bold 
risking of the self. 

In the preceding passage， Ts'ao P'i had looked to "a splendor which does 
not decay， " and that phrasing inescapably recalls the ancient sententia from 
the Tso chuan (Hsiang 24) of "the three things that do not decay， " san pu hsiu 
三不朽 "establishing oneself by virtue， " li-tê 立 德 "establishing oneself by 
deeds， " li-ku且g 立 功 j and "establishing oneself by words， " li-yen 立言 . Ts'ao 
P'i offers a us a triad-the work of a historian， the momentum from a patron， 
and compositions from one's own brush-but only one of these can ensure 
transmission of the three things that do not decay. Even a good historian who 
records a man's virtues， deeds， and words may overlook some excellence in 
his subject. The "momentum from a powerful patron" (literally， a "headlong 
gallop， " a metaphor for political patronage) may provide opportunities for 
deedsj but establishing oneself in this way may be thwarted by one-sided 
people who can value only the qualities they themselves possess .  Only in his 
own writing， "establishing himself by words， " can a man take full charge of 
his own immortality. 

故 西 伯 幽 而 演 易 。 周 旦 顯 而制膛 。 不 以 隱 約 而 弗 務 。 不以 康 樂 而 加 思 。 夫 然 則 古 人賤尺璧

而 重 寸 陰 。 懼 乎 時 之 過 已 。 而 人 多 不 強 力 。 貧 賤 JlIJ 儡 於 饑 寒 。 富貴 則 流於逸樂 。 遂 營 目 前

之 務 。 而 遺 干 載 立 功 O 日 月 逝於 �: 0 體貌衰於 下 。 忽 然 與 萬 物 遷 化 。 斯志士之大 痛 也 。 融

等 已 逝 。 惟幹著論成一家 言 。

The Earl of thc West [later made King Wen of the Cho吋 when imprisoncd， 

amplified the Book of Changes; the Dukc of Chou， though in his glory， pre

s cribed the Rites . The former did not ignore this [the importance of literary 

work] in spite of hardship; thc latter was not distractcd by health and pleasure. 

From this we can sce how thc anci凹的 thought nothing of large j ade disks 

[marks of wealt叫 ， but valued each momcr哎， fearful lest  their time pass thcm 

by .  

Yet people usually do  not exert themselvcs : i n  poverty and low station 

they fear the hunger and cold; amid wealth and honor they drift with the 

distractions of pleasure. They busy themselves with the demands of what lies 

right before their eyes ， and ncglect an accomplishment lasting a thousand 
years . Overhead， thc days and months pass away from us; here below， face 

and body waste away. Suddenly we wiU movc off into transformation with all 
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the other things of the world-this is the greatest pain for a person with high 

aspirations (chíh * ) .  K‘ung ]ung and the others have already passed away， and 

only the discourses composed by Hsü Kan are thc fully realized work of an 

individual writer. 

The "Discourse"  runs on to its melancholy conclusion : lives are wasted in 
common worries and bustlings， passing away into silence and the futu間's
forgetfulness， with few caring enough to  secure their immortality. The voice 
in the passage carries somethi月 of the tone of a Christian moralist， express
ing pastoral concem that the flocks of the church are not sufficiently con
cemed for their immortal souls .  Of all the writers Ts'ao P'i has known， only 
Hsü Kan has written well enough to "establish himself" and be remembered. 

There is an emotional intensity in 芯'ao Pγs "Discourse on Literature"
partially in the elegiac reflection on his dead friends and partially in fear for 
his own immortality-that drives this work， 的 迢 "in one breath， " yi-ch 'i 

一氣 ， and carries it through sharp shifts in mood and antithetical positions .  
He ends as he began， evaluating. In the beginning of the "Discourse"  the 
"Seven Masters" galloped with an "equal pace， " neck and neckj now most 
have fallen behind， leaving only Hsü Kan at the finish line.22 Ts'ao P'i began 
contemptuously， commenting on their competitive passion for recognition 
and reputationj he ends lamenting them and discovering the highest of 
values precisely in such a quest for literary immortality戶 Along the way he 
criticizes them for "valuing what is far away and feeling contempt for what 
is close at hand . . . favoring repute and tuming their backs on substance" 
he ends ye臼aming h 站lms臼elf for what is far away and for reputation in f臼ut仙ur跎e 
a呵ge臼s . Now they are criticized for "busy(ing) themselves with the demands 
of what lies right before their eyes， and neglect(i月) an accomplishment 
lasting a thousand years . "  He has told us that "ch γ 的 the dominant factor 
in literature" and "is not to be brought about by force" pu k 'o li-ch 'iang 
erh ch的 不 可 力 強 而致j he closes lamenting that people "do not exert them
selves"  pu ch 'iang 1i 不 強 力， do not apply themselves seriously enough to 
literature ( the same characters with the order of the compound reversed ) .  
And we  must wonder what has happened in  the writing o f  this "Discourse 
on Literature" to so change his tone and position. 

Somehow in writing about these literary men， former companions， many 
of whom are now dead， he comes to share their values j  by the end of the work 
we find him writing from precisely the position that he was coolly evaluating 
in the opening. The greatness of "A Discourse on Literature" lies precisely in 
the way that princely and magistral voice is driven by its reflections into a 
desperate hope in the power of literature. And if we trace back to where the 
voice bends in a new direction， we find that moment of tuming in the d尬，
turbing echo of Wheelwright Pien. His questions of transmission to a son or 
brother are of concem to Ts'ao P 'i， heir of Ts'ao Ts'ao， who had been both a 
poet and the most powerful man in China. And not only is Ts'ao P'i Ts'ao 
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Ts'ao's heir， he is also the elder brother of Ts'ao Chih， who was widely re
garded as the greatest writer of the day. Suddenly Ts'ao P'i finds himself in 
the position of the Seven Masters， surrounded by competitors j and at this 
moment he puts aside the magistral voice and enters the competition， prais
ing the power of literature and enjoining a fierce devotion to the pursuit as 
necessary to win undying fame. "A Discourse on Literature" is perhaps the 
best piece Ts'ao P'i ever wrote， and its power comes from anxieties that cut 
Ts'ao P'i to the core. 
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Both in literature and in literary thought， we encounter now and then a work 
of such originality that it could not have been anticipated from the works 
that preceded it. "The Poetic Exposition on Literature" ( Wen fu 文紙 ) by Lu 
Chi 陸機 (26 1 -303 ) is such a work. Not only had nothing like it ever been 
written concerning literature， Lu Chi himself never wrote anything else quite 
like it. By his time there was already a set of established questions regarding 
literature and an established vocabulary of terms with which to address those 
questions. But Lu Chi took up genuinely new questions， and the vocabulary 
he used to address those questions was drawn from a variety of sources， a 
vocabulary whose application to literature still remains， in many cases， prob
lematic. Ts'ao Pγs "Discourse on Literature" was a personal， even idiosyn
cratic organization of literary issues; as unique as it was， however， it was still 
comprehensible as a transformation of certain old questions regarding writ
ing. Lu Chi makes occasional raids on that older tradition of literary thought， 

but the greater part of "The Poetic Exposition on Literature" deals with 
aspects of the writing process that had never before been seriously consid
ered. Much in later literary thought， especially in the literary thought of the 
Southern Dynasties， consists of following through questions first raised by 
Lu Chi . 

"The Poetic Exposition on Literature" is a work that is both literature and 
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literary thoUghti and at least part of its originality follows from the conjunc
tion of the topic ( "literature， " wen 叮， which would normally have been 
treated discursively， 的 in "A Discourse on Literature， " and the form of the 
poetic exposition ( 如 賦) . Two aspects of the poetic exposition in thε Tsin 
seem to have exerted a particularly powerful influence on the shape of "The 
Poetic Exposition on Literature" and thus contributed to its originality : 
first， the tendency to situate the topic of a poetic exposition in some cos
mological frame of reference and to understand the topic as a construct of 
balanced members or as an orderly processi second， the conventional tech
niques of rhetorical amplification which， though much less stringent than 
the formal structure of chapters in Liu Hsieh's later Wen-hsin tiao-lung ( ca .  
500)， nevertheless had their own analytic momentum， which exerted pres
sure on Lu Chi to develop the topic in certain directions. 

Many scholars have noted how Lu Chi moved away from the usual issues 
of literature， such as its ethical purpose， its social grounds， and the inscrip
tion of personalitYi instead we find in μThe Poetic Exposition on Literature" 
an interest in the Neo-Taoist theory of mind and the cosmological grounds 
on which the operations of mind are understood. As a model for the orderly 
unfolding of the compositional process， this had scarcely been touched on by 
earlier writers . In the "Record of Music， " mind is caught amid uncontrollable 
stirrings from external thingsi in Lu Chi's "Poetic Exposition on Literature， " 
mind wanders through the microcosm within， looking for encounters that 
will be the origins of a literary work. 

These new interests are in part shaped by one kind of contemporary 
poetic exposition， such poetic expositions do what Lu Chi says a poetic ex
position should do : "give the normative form of the thing" ( tγ -wu * )， and 
place its topic in the largest and most universal context . l To give just one 
example， a master of the preceding generation， Ch'eng-kung Sui 成 公 經 (23 1 -
2 73 )  had written a poetic exposition on "Heaven and Earth， " as well a s  one on 
"Whistling， " treating the latter as the primordial music generated from the 
ch γ of the human body. 
in this tradition of the physiological間philosophical treatment of a topic， with 
the more circumstantial and personal voice of the pref且ce servmg as one prop
er way to introduce such a topic.  

We will remark details of the structure of rhetorical exposi 
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Second， arguments tend to be built on diaresis (antithetical divisions of 
each issue) and the aggregation of antithetical terms. For example， in the 
preface the problem of writing is broken down by diaresis， into "concepts" 
not being adequate for the things of the world， and writing not being adequate 
to express the concepts; this distinction aggregates with another antithesis 
between one's own thought and what one learns through reading (presumably 
because reading enables a person to become skillful enough to present his 
concepts adequately in writing) ;  this further aggregates with an  antithesis  
between present ( one's own thinking) and past (what is encountered in read
ing ) .  Although the alignments are often less clear than in these exemplary 
cases， there is a strong tendency to antithetical division and to joining each 
member of an antith凹的 with a member from a previous antithesis .  

A third rhetorical structure i日 resumptive amplification : after an anti
thesis has been announced， each member is developed， sometimes repeated
ly in different contexts .  This structure can be schematically presented : 
AB/ AAA/BBB/ AAA/BBB. 

The fourth and final principle， while closely related to diaresis， is less a 
rhetorical structure than a general impulse of thought:  this is the compensa
to月T countermovement. Whenever Lu Chi develops one position fully， he 
shows an almost instinctive anxiety regarding its one-sidedness and im
mediately compensates with a counterstatement . What appears to be con唷
tradiction in "The Poetic Exposition on Literature" is often a sequence of 
movements and compensatory countermovements . 

μThe Poetic Exposition on Literature" cannot be understood apart from 
its genre . In its early stages， the poetic exposition ( 如 ) was an epideictic form 
( i .e . ，  the rhetoric of verbal display) that made extensive use of catalogues and 

lists . Its aim was always to "give the full measure of， " to say all that could 
be said about its topic. This generic legacy survives even in such a late and 
sophisticated work as "The Poetic Exposition on Literature . "  The genre 
is not adapted to linear exposition; rather， in seeking to say all there is to 
say about a topic， it can cheerfully allow contradictory impulses to exist  
together in close proximity. Lu Chi usually presents a relatively consistent 
position; but when there are contradictory elements in the exposition， the 
attentive reader will note that these are often treated as c 
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Southern Dynasties and even in the T'ang. Only a small part of his original 
collected works survives， but i此t remains one of the largest in吋di吋Vl吋 dua叫1 collec
tions from t由he Western T口sin. In the context of such p戶op仰ulari叫lty机F
Exposition on Li扛te叮ra仗tu盯1江re" was well known in subsequent centuries and 
exerted a powerful influence on the development of literary thought in the 
Southern Dynasties. In the Wen-hsin tiao-lung Liu Hsieh often criticizes Lu 
Chi; but as commentators on "The Poetic Exposition on Literature" have 
frequently pointed out， many elements in Liu Hsieh's own work are devel
oped directly from short passages in μThe Poetic Exposition on Literature . "  

The date o f  the composition o f  "The Poetic Exposition o n  Literature" is a 
matter of fierce scholarly debate . A line in a song by the T' ang poet Tu Fu 
says that Lu Chi wrote it when he was twenty ( or in his twenties) ，  that is， in 
the early 280s. Since many more texts of the period were extant in Tu Fu's 
age than now， it is hard entirely to discount such precision ( though it is also 
true that unre1iable biographical anecdotes circulated freely in the T'a峙， and
Tu Fu， if he had heard that Lu Chi wrote "The Poetic Exposition on Litera
ture" at twenty， would not have hesitated to repeat the story ) .  In the other 
camp， an ambiguous reference in a letter by Lu Chi's brother suggests the 
date of composition was around the year 300 .2  

A NOTE ON THE FORM OF COMMENTARY AND 
DOCUMENTATION 

"The Poetic Exposition on Literature" cannot be understood without a de
tailed attention to its particular uses of words， for which there is an extensive 
commentarial tradition. After translating a passage， 1 will discuss in detail 
particular words， phrases， or pairings of phrases. The premodern commenta喝
rial tradition， beginning with the T'ang commentaries to the Wen hsüan by 
Li Shan and the "Five Officers， " the Wu-ch'en commentrary， has been col
lected in Chang Shao-k'ang's Wen fu chi-shih， given in the bib1iography. Here 
and in other modern 1ine-by-line commentaries， 1 will not give page numbers， 
unless the comment is elsewhere than under the line in discussion. For con
venience the excellent commentary in the Wen Chin Nan-pei-ch 'ao wen

hsüeh shih ts 'an -k 'ao tzu-liao will be referred to simply as TL ( tzu占ao ) .
Other modern commentaries will be  identified by their authors ' names ;  
full documentation for these works can be found in Section I .D. l of the 
Bibliography 

THE POETIC EXPOSITION ON LITER凡 TURE

Prφce (Section A) 

余每觀才士 之 所 作 。 竊 有 以 得 其 }甘 心 。 夫其 放 長 遠 辭 反 多 變 矣 。 研豈一好惡 。 可得 而] 頁 。
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Whenever 1 consider what is made by persons of talent (ts {a i汁 ， there is some

thing within me that lets me grasp their strcnuous cfforts (or “use of mind ， " 
yung-hsin * ) .  Though there are indeed many mutations (pien 特 ) in the way they 

let loose their words (yen) and expel phrases (tz {u * ) ，  still we can grasp and 

speak of value and beauty in them. 

What is made， so-tso : The application of the verb {{make， 叮so， to the com
position of literary works came into common usage in the Han and perhaps 
earlier.3 This application of tso to literary works was closely related to a more 
primordia1 {{making" associated with the ancient Sages and the formation of 
the C1assics ( see below) .  However， {{making" in t出hi必s context shou1d not be 
C∞onfus泊se吋d with p叫6臼si必s and its lineage in Westem literary thought ({{勻'fic此ctions， "
“吃C叮r記ea仗ti叩onσ1ν"叮，
poetν /ma此ke叮r i沾s a {{ma此ke叮r of p抖10叫ts" (poiêtês muthôn )  rather than a {{maker of 
verses" ( poiêtês metrôn ) .  In Aristotle poiêsis， an intemally complete struc
ture of necessity unfo1ding in a story， applies regard1ess of whether that story 
is a received myth (Aristotle uses the term muthos both as {{myth" or {{story， " 
and as ({p1ot") or an invented one. That is， literary μmaking" or poi臼is is 
something entirely distinct from the question of the referentia1 truth of what 
is said. Thus the versified phi1osophy of Empedocles is excluded from poiêsis 
on the grounds that it is versifying rather than {{making" a p1ot. Empedocles 
wou1d， however， be eligible for the origina1， sagely sense of tso， again not 
because he made verses but because he gave paradigmatic verba1 formu1a
tions to {{what is . "  This origina1 sense of tso， as practiced by the Sages， is to 
say what is true or right in authoritative， paradigmatic words.  It is  in this 
sense of {{formu1ating" that tso is used in Analects VII . l ，  where Confucius 
modestly disclaims his sage1y status by saying of himself : {{I transmit but do 
not make， " shu erh pu tso 述而不作. The ancient Sages 句nake， " put the way 
the wor1d works into words . In the {{Record of Music， " the meaning of tso is  
clarified in an amplification of the distinction between {{making" and {{trans
mitting川 {{Those who know the disposition of Rites and Music are capab1e of 
making; those who comprehend the texts (wen 勢 ) of Rites and Music are cap
able of transmitting. Those who make are known as Sages; those who trans
mit are known as ones who understand (ming 明) . " Given the fact that the 
Sage on1y formu1ates a prior knowledge of {{the disposition of Rites and 
Music， " he operates on a more empirical 1evel than the {{maker of p1ots" 
(Aristotle ) who reformu1ates old stories according to transcendent 1aws of 
necessity and probability. The Aristotelian maker ( poiêt訂) rewrites a story 
according to how it {{ought to have 

“ The Poetic Exposition on Literature " 77 



picked up the full sense of fictionality. This was especially true in regard 
to the idea of creating βx nihilo "another world" or heterocosm， on the model 
of the creative God， as we begin to find in discussions of poetry in the late 
Middle Ages and Renaissance. 

There is something within me that lets me grasp， ch 'ieh yu yi tê: Ch'eng 
Hui-ch'ang in Wen-lun yao-ch 'üan cites Analects VII. l for the polite and self
deprecatory ch 'ieh， untranslated but carrying something of the force of "1 
dare say . . . " The use of ch 'ieh was not uncommon in Lu Chi's time; but 
because Analects VII . l is the primary source for the opposition between 
"making" ( tso)  and "transmitting， " it seems that here Lu Chi is lightly 
assuming the voice of Confucius and his role of "transmitting but not mak
ing. " The kind of exposition of the literary art that Lu Chi gives in this piece 
would fall roughly in the domain of shu 述 ， "transmission" in the sense of 
"exegesis . "  The choice of tê ( “to grasp" or "attain吋 instead of some other verb 
of understanding， suggests that Lu Chi not only recognizes their strenuous 
efforts， but also takes them to heart . The capacity to understand others， in 
this case to grasp the mind or efforts of others behind their writing， has a deep 
resonance among the Confucian virtues， from Mencius' "understanding 
language" back to Analects 1 . 1 6 :  "He said， 'It does not trouble me that others 
do not understand me; what troubles me is not understanding others ."' 

Strenuous efforts (or “use of mind吋， yu且g-hsin * : Lu Chi continues lightly to 
echo the voice of Confucius， here Analects XVII .22:  "He said， 'One who fills 
himself with food all day and exerts strenuous efforts at nothing is a problem 
indeed" 于 日 O 飽 食終 日 無所 用 心 難 矣 哉 . Yung-hsin， literally "to employ one's 
heart/mind， " had long been used in the sense of "exerting strenuous effort" 
(as in Mencius I .A.3 ) ;  but considering the special role of hsin 弋 "mind， " in the 
definition and discussion of literature， it seems likely here that Lu Chi is 
playing on the literal sense of the phrase.4 A similar play on the phrase (prob
ably echoing Lu Chi叫 can be found in the "Afterword" of the Wen-hsin tiao
lung: 

'intense effort' )  in writing" (see p. 292 ) .  Implicit in the notion of yung-hsin * 
as "strenuous effort" is the assumption that composition is an intentional 
and voluntary act. This assumption recurs throughout "The Poetic Exposi
tion on Literature， " and it is significant : the role of voluntarism in composi
tion had usually been absent or muted in earlier discussion of the role of 
"mind" in composition. 

Mutations， pien * : Among the many terms for "change， " pien * usually car
ries the sense of variation from a norm， sometimes carrying the pejorative 
sense of "deviation. "  Based in the tradition of commentary to the Book of 
Songs， pien * was the most common term used to describe literary historical 
change. Lu Chi is using it here in as neutral a sense as possible， and the term 
becomes largely neutral in later discussions of literary change in the fifth and 
sixth centuries. 
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Let loose their words and expel phrases， fang-yen ch 'ien- tz'u : This is a com
mon rhetorical form based on the division and recombination of two synony
mous compounds (AB and XY becoming AX and BY: fang-ch 'ien and yen-tz'u 
becoming the formulation above) .  Here the second verb-object compound， 
ch 'ien-tz 'u， receives its force from the established meaning of the first com“ 
pound， fang-yen . Once again the source is the Analects (XVIII . 8 )  where fang
yen， "let loose one 's words， " means "to speak as one pleases"i this implies a 
lack of restraint and rashness， though the rash words on which Confucius 
comments are matched by a purity of behavior. Lu Chi's adoption of the 
phrase suggests a boldness in language that creates rich variation ( pien * ) .  

Beauty and value， yen-ch 'ih hao-e:  This phrase is literally translated “beauty 
and ugliness， good and bad . "  Caution is required regarding the many Chinese 
descriptives that get translated as "beauty. "  Yen is an alluring feminine beau
tYi ch '品 的 both ugliness and doltishness .  If we want to understand the 
concept of 'beauty' in the Kantian sense， then yen would be more properly 
translated as "attractiveness . "  Hao叫 "good and bad， " appeals to a relatively 
general sense of value. 

In poetic expositions of this period， μprefaces， " hsü 序， often establish the 
circumstantial ground of a literary work : what stirred the writer to do this 
particular work， his qualifications for the task， the failures or limitations of 
previous writers on the subject. Although Lu Ch戶.i voices his seH-doubts at 
the end 0吋t
of the work describes t出he question 0吐f writing in its most general case. Here 
in the preface， however， Lu Chi speaks of his own capacities and motives， 
which are the grounds for his composition of "The Poetic Exposition on 
Literature. "  And as is appropriate when speaking of purely circumstantial 
questions ( as opposed to what "the writer" does)， Lu Chi makes reference 
here to Confucian issues of transmission and knowing others . 

Two rather different claims are made in the first sentence of the preface . 
First， Lu Chi says that he can "appreciate their effort， " can see how much 
effort went into their writing， and， more important， can see precisely how 
that effort went in: "use of mind" or "勻strenlωus ef丘for此t" ( yu月-hsin ) in this 
sense is craft . The second claim is more archaic， and its established authority 
sustains the initial foray into this new concem with literature as craft . The 
archaic claim is that Lu Chi can know the operations of the author's mind 
from reading his work. The distinction here between writer as writer and 
writer as person is crucial to the development of the new literary theory of 
the Tsin and Southem Dynasties. When we read a work like Wang Ts'an's 
( 1 77-21 7 )  famous poetic exposition "Climbing a Tower， " Teng-lou fu 登樓賊，
do we perceive in it Wang Ts'an's feelings on climbing a tower and gazing 
toward his home， or do we perceive Wang Ts'an trying to write about his 
feelings on climbing a tower and gazing toward his home? The second case 
places the act of writing and its particular problems in the foreground. The 
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ambiguity of the opening sentence permits Lu Chi to forestall a decision 
between these two very different interestsi but as the exposition progresses， 
Lu Chi increasingly shows that his true interest lies in the second case， the 
question of writing. 

Rich multiplicity， both in the world and in literary expression， fascinates 
Lu Chi throughout "The Poetic Exposition on Literature. "  Here he shows 
awareness of the chief danger inherent in such variability: the lack of norma
tive criteria that permit evaluation. Lu Chi， in fact， never really offers any 
standards of judgment， except in the most general waYi but the recognition of 
their necessity survives as an impulse. Thus whenever he speaks admiringly 
of the infinite variety of images in the world or of words used-the lure of 
daring and freedom that accompanies the new voluntarism in composition
he usually compensates by speaking of the possibilities of failure， of dangers 
and the necessity of restraint and limits .  

Note that the first criterion by which Lu Chi sets himself up as critic and 
theorist is his capacity as a reader with insight. The second criterion by 
which he claims the critic's role is his position as a self conscious author. 

Prφce (Section 的

每 自 屬文 。 尤見其惰 。 恆患意不稱物 。 文不逮意 。 蓋非知之難 o 能 之 難也 。

And whenever 1 myself compose a literary piece， 1 perceive full well their state 

of mind (or " the situatiol丸 " ch 'ing * ) .  1 constantly fear failure in my concep

tions ' ( yi 勢 ) not being equal to the things of the wor1d (wu * ) ，  and in my writ

ing' s  (wen * )  not being equal to my conceptions . 1 suppose it is not the under

standing that is diffìcult， but rather the diffìculty lies in being able to do it well. 

Whenever 1 myself compose a literary piece， mei tzu chu wen : The repeti
tion of mei， "whenever， " sets up an antithetical balance with the preceding 
section: "0n the one hand， whenever 1 read . . . i on the other hand， when
ever 1 compose . . . " ( see Ch'ien Chung-shu， pp. 1 1 76- 1 1 77 ) .  Chu is a less 
weighted term than tso 作F “to make川 chu implies the "putting together" of 
words and phrases， in exact correspondence to the Latin root of "compose. " 

1 perceive full well their state of mind (or “the situation")， yu chien ch 'i 
ch 'ing: "Full well" or "especially well， " yu， implies that in composition the 
problems become even clearer than in reading. This prepares us for the 
apothegm， "it is not the understanding that is difficult， but rather the difficul
ty lies in being able to do it well . "  Ch 'i ch 'ing may be the "state of mind" 
experienced by other writers on encountering the difficulties of composition 
( thus demanding "strenuous efforts， " yung-hsin 弋 on their part ) .  However， it 
may also echo the broader sense of yung-hsin 耨 as "use of mind，" and thus may 
be a claim to have insight into their "state of mind" in a more general sense.5 
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The context inclines us to the first of these interpretations， that Lu Chi be
comes aware of their feelings about the difficulties of compositionj but be
hind his phrasing are echoes of older texts ( such as "The state of mind of the 
Sages can be seen in their words" 聖 人 之 情 見 乎 辭 from the Hsi-tz 'u chuan )  
which would support the more general interpretation of ch 'ing* ，  "state of 
mind. "  In essence， Lu Chi is building a new attention to literary and composi
tional issues (perceiving Wang Ts'an trying to write about his feelings on 
climbing the tower) on the base of older notions of the perfect transparency of 
the literary text (perceiving Wang Ts'an's feelings on climbing the tower) .  

1 constantly fear failure， heng huan :  Literally， “1 am constantly troubled 
( lest )  . . . " This is perhaps the earliest statement of anxiety regarding the suc
cess of composition， though such anxiety follows quite naturally from the 
"horse race" of competition before the evaluating prince， described in Ts'ao 
pγs "Discourse on Literature. '1. This anxiety is closely related to the shift in 
interest described above， from the extraliterary circumstances that are man
ifest through composition to the act of composition itself. In reference to the 
preceding comments on "knowing others ，"  it is worth noting that "troubled， " 
huan， here is the same quality of anxiety felt by Confucius in Analects 1 . 1 6 :  
“He sa試， 'It does not trouble m e  that others d o  not understand mej what 
troubles me is not understanding others . ' "  

M y conceptions' not being equal to the things of the world， and my writing' s not 

being adequate for my conceptions， yi pu ch 'eng wu， wu pu tai yi : 
T'ang Ta咧ian ( Wen-fu chi-晶晶， p .  4 )  offers an important observation 
here， associating the relation between conceptions and the things of the 
world with "thought， " and the relation between writing and conceptions 
with "learning" or the experience of reading. This antithesis， between per
sonal thought and reading， becomes one of the central oppositions around 
which the main body of the poetic exposition is developed. Kuo Shao-yü has 
attempted to discriminate between the many senses of yi * .6 While we 
may express the same reservations here that we expres8ed about the schol
arly debate over the meaning of ch γ in "A Discourse on Literature， " 
we can agree with Kuo's conclusion， that yi 耨 here is an individuated act 
of mind， someone "forming an idea" about the world. Thus what we see in 
a particular work is not a Ulliversal "concept" or y尸， but rather a particular 
way of understanding that implicates the individuality of the writer. Ch'ien 
Chung-shu cites a number of earlier and later examples in which operations 
of reference are described in terms of a tripartite structure . Ch'ien's example 
from the Mohist Canon includes "singling out， " chü 舉 (literally "raising up" 
out of a field of possibility)， "name， " ming 名 ， and "substance， " 晶晶 質. In 
fact， 的 Chang Shao-k'ang points out in Wen-fu chi-shih (p .  5 )， the similarity 
is only in the tripartite structure per se :  the Mohist "singling out" is the 
semiotic operation relating "name" and "substance. "  In contrast， Lu Chi's 
formulation has yi 耨 ( "conception" ) as an individual act of subjective structur
ing that mediates between w口普 ( "the things of the world") and wen * ( "writ-
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ing" ) .  In Mohist linguistic theo叮 the communality of language would require 
that everyone "raise up" the same class of things usi月 the same μname"; the 
structuring (rather than naming) function of yi 督 is individual and not repeat
able. In Mohist linguistics the relation between "name" and "substance" 的
purely conventional and is thus neither adequate nor inadequate ( i .e . ，  words 
are not claimed to have any organic relation to the things they name) ;  in 
contrast， the individual yi 特 is measured against the inherent structure of 
things and thus can be judged adequate or inadequate. The passages from 
Wen-hsin tiao-lung cited by Ch'ien Chung-shu are more to the point and 
probably reflect the influence of this passage. 

The source of Lu Chi's tripartite structure of reference is most likely one 
not cited by Ch'ien Chung-shu， but rather the process of adequate manifesta
tion， moving from yi 特 ( "conception叫 to hsiang* ( "image" )  to yen ( "words" )  
described in Wang Pi's "Elucidation of  the Images， " Ming Hsiang ( see above 
pp. 33-34) .  This source is conflated with the radical statement of the essen
tially inadequate relation between words， writing， and concept in the Book of 
Changes， Hsi-tz'u chuan (see above p .  3 1 ) . As early as the time of Hsü Ling 
(507-583)  Lu Chi's passage above was associated with that famous passage 
from the Hsi-tz 'u chuan ( Wen-fu chi-晶晶， p. 5 ) .  Although the terms of the 
process described by Wang Pi are very different from those in Lu Chi's pre
face， the essential question of adequacy in serial manifestation is shared by 
both texts .  From Wang Pi would come the sense that the structure of refer勵
ence (or more properly， of "manifestation" )  is tripartite， occurring in neces
saηT stages， each one seeking to be adequate to the stage before . Lu Chi com
bines serial adequacy with a disposition from early texts in literary thought 
to understand that process as a transformation from the "external， " wai 外
( "things of the world吋 to the "internal， " nei 內 ( "conception") ， then again to 
the "external" ( "writing" ) .  Such transformations between external and inter
nal are most prominent in the "Great Preface" to the Book of Songs and in the 
"Record of Music" in the Li chi . Lu Chi's formulation， however， swerves in 
some interesting ways from these canonical texts : 

l .  In the canonical texts the transformational series between internal and 
external is usually described as an involuntary process， proceeding through 
som 
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problem continually refined and readdressed， corresponding both in magni
tude and provenance to the great Platonic critique of the secondariness or 
tertiariness of mimêsis. What is given in the Hsi-tz 'u chuan as a rule of im
possibility becomes in Lu Chi's preface a possibili旬， and hence a source of 
anxiety. The terms Lu Chi uses are ch 'eng， "to equal on a balance" ( translated 
as "being equal to")， and tai， “to reach up to" ( translated as "being adequate 
for叮

3. Of the three terms Lu Chi uses， the one that differs in the most in
teresting way from those in the "Great Preface" and the "Record of Music" is 
the mediating term， the "internal" (nei ) term. In the "Record of Music" the 
internal term is ch 'ing* ，  "state of mind" or "emotion叮 in the "Great Preface" 
the internal term is chih 弋 "what is intently on one's mind. "  In Lu Chi's 
preface the mediating， internal term is yi弋 "conception"; and this choice 

clearly reveals the new voluntarism and accompanying sense of reflective 
distance in composition. Writing has become an act of will， something pro
posed in the mind before enactment， and thus open to reflection. Unlike 
ch 'ing* and chih * (which must be instigated by something external)， "con
ception， " yi* ，  is not essentia11y passive and affective. 盯著 is both a mental act 
of relating of "things of the world" and a sense of the significance immanent 
in those relations. To take the famous aphorism of the Huai-nan- tzu 准南子，
"when a single leaf falls， a11 the world knows it's autumn. "  According to the 
"Great Preface" and "Record of Music， " the single falling le址， a "thing of the 
world， " would be an essentia11y affective force， stirring the inner person， and 
later emerging as a poem or as music; Lu Chi， instead， would have it that a 
writer observes this "thing of the world" and forms a "conception" of its 
relation to other things and the implications of that relation. We should take 
particular note that the involuntary emotional force has not disappeared 
altogether; rather it has been transferred to the anxiety of composition
whether or not "conception" can adequately grasp the fu11ness of the "things 
of the world. "  

1 suppose it i s  not the understanding that i s  difficult， but rather the difficulty 
lies in being able to do it well， kai fei chih chih nan， neng chih nan yeh . Cαh'i昀巴n1 

Cαhung-
doubt a commonplace， and at the same time points out that Lu Chi could not 
possibly have known the passage from the Book of Documents forgery that is 
cited in the Li Shan commenta叮 to Wen hsüan .  One may detect a slight 
refinement over the Tso chuan source and its subsequent variations in Lu 
Chi's substitution of neng， "to do we11， " for hsing 行， “to do， " "to carry out. " 
Lu Chi's concern is exce11ence rather than mere doing. 1 take the opposition 
here to be between knowing how to write well and actually doing SO.7  Ch'ien 
Chung-shu， however， gives this passage as the source for another passage in 
the "Spirit Thought" chapter of Wen-hsin tiao-lung : “whenever a person 
grasps the writing brush， the ch 'i * is doubled even before the words come. 
But when a piece is complete， it goes no further than half of that with which 
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the mind began" ( see p. 206 below) .  This suggests that Ch'ien Ching-shu 
understands this passage from "Thε Poetic Exposition on Literature" as an 
antithesis between what one "knows" of the wor1d and the ability to put that 
knowledge on paper. This is close to the standard Romantic position， as in 
Shelley's "Defense of Poetry" : “for the mind in creation is as a fading coa1， 
which some invisible influence， like an inconstant wind， awakens to transi 
tory brightness . . . Could this influence be durable in its original purity and 
force， it ís impossible to predict the greatness of the results; but when com
position begins， inspiration is already on the decline， and the most glorious 
poetry that has ever been communicated to the world is probably a feeble 
shadow of the original conceptions of the poet .崎 Such an interpretation of 
the p且ssage in "A Poetic Exposition on Literature" creates inevitable difficul
ties in the following lines， leading to ingenious attempts at solutions by va】
rious scholiasts . That is， if Lu Chi claims an absolute difficulty between 
knowing what one wants to write and actually writing it， then how can he 
claim here to "have minutely exhausted the subtleties of the subject付 But if 
the difficulty lies between "knowing how to" (which can be adequately pre
sented in the "Poetic Exposition" )  and actually writing a literary work， then 
he is free to say that here he has said everything that might be said about the 
topic， with the qualification that this does not guarantee that the reader of 
the "Poetic Exposition" will be able to write brilliantly after thoroughly com
prehending this work . 

Prφce (Section C) 

故作文賦 以 述 先 士之盛諜 。 因 論 ff 交: 之 利 害 所 白 。 他 日 殆可 謂 曲 盡其 妙 。

Thus 1 write ( t50) “A Poetic Exposition on Literaturc" ; 的rst to transmit (shu) 
the splendid intricacy of craft ( tsao) of previous writcrs ，  and sccond， thereby to 

discuss the origins of success and failure in the act of writing (tso-wen叮 . 1 hopc 

that at some time it will be known for minutcly exhausting thc subtletics of thc 

su句ect .

Transmit， shu :  This is a good ex且mple of how the force of tso， "to make， " has 
been weakened (see section A ) .  Here shu and tso are no longer antithetical 
terms as they were in Analects vn. l ;  instead， Lu Chi "makes" precisely in 
order to "transmit. "  

1 hope that at some time it will be known for minutely exhausting the subtle
ties of the subject. This sentence has disturbed various scholars : the reason， 
one suspects， is the indecorous vanity in the most obvious construction of 
this sentence. To restore to Lu Chi a modicum of proper modesty， scholars 
like Yü Cheng-hsieh ( cited in Ch'ien Chung-shu; and W，βn-fu chi-shih， p. 8 )  

84 Chapter Four 



would take wei 請， "to be said to， " as  an interpolation and suggest an inter
pretation that Lu Chi hopes some future writer will "minutely exhaust the 
subtleties . "  This interpretation is followed by Ch'eng Hui-ch'ang. Ch'ien 
Chung-shu suggests that Lu Chi is referring to previous writers who "can be 
said to have virtually exhausted all the subtleties [of writing] . "  Although this 
relieves the potential vanity of the statement， it remains a rather forced inter
pretation of the lines . The interpretation 1 have given in the translation is the 

oldest， most natural， and most widely accepted one， derived ultimately from 
the T'ang Wu-ch'en commentary to the Wen hsüan .  Despite its vanity， it is 

consonant with the last statement of the preface : "What can be put into 
words is all here. " To boast of the thoroughness and originality of one's 
achievements was commonplace in prefaces of Western Tsin poetic exposi
tions， such as Ch'eng-kung Sui's T'ien -ti fu 天地賦 and Tso Ssu's 左 思 San -tu fu 
三都賦 . The way in which Lu Chi conceives his procedures is worth our atten
tion : the central terms are chin， "exhaust"  (one of  the main terms used in the 
question of adequacy) and miao *， the μsubtleties， " the "fine points . "  The goal 
of Lu Chi's exposition is not some definition or structure that determines the 
essence of a topic， but rather exhausting a fieldj perfect understanding must 

involve an understanding of detail . Aristotelian expository procedure offers 
an excellent contrast :  one de1imits a topic by differentiating it from a field of 
related topics， then proceeds to distinguish the essential divisions and sub
divisions within the topicj the goal in that case is to identify only those 
divisions which follow necessarily from essence一the very opposite of 
"exhausting the subtleties . "  Lu Chi offers no definition of "literature"  (no 
marking of boundaries by which this phenomenon can be distinguished 
from "non-literature'' ) ;  instead of a set of internally complete sections， we 
have several sets of oppositions repeated in various frames of reference and 
amplified in ever-increasing detail . 

We can see the initial movements of these procedures already in the pre
face. Lu Chi begins with an opposition between reading the works of others 
and writing himself; this strategy of opposition is repeated in the antithesis 
between knowing and "being able to do it well . "  It reappears here in the goal 
of "transmitting the splendid intricacy of craft of previous writers 

Prφce (Section D) 

至 於 操 斧 伐 柯 。 雖取 則 不遠 。 若 夫 隨 手 之 變 。 夏 難 以 辭 逐 O 畫畫所能 言 者 具 於 此 云 爾

When i t  comes t o  taking a n  a x  i n  hand t o  chop a n  ax-handle， the model i s  not 

far from you; howcver， it is hard indced for language (tz 'u 叮 to follow the 
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movements (p iet 戶 ， “mutations") of the hand. What can be put into words is 

a11 here. 

Taking an ax in hand to chop an ax-handle， the model is not far from you， 
ts 'ao fu fa k 'o， sui ch 'ü tse pu yüan. This is a free restatement of the aphor
ism at the beginni月 of Book of Songs 1 5 8 :  

To chop an ax-handle， to chop an ax-handlc， 
The model is not far. 

By Lu Chi's time this aphorism had become common wisdom and was often 
cited in prose， with no direct reference to its source in the Book of Songs . 
Sui， “although， " ( translated as "however" and transferred 10 the head of 
the second predicate ) grants the truth of the aphorism， but prepares for a 
problematic refinement or alternative case. 

It is hard indeed for language to follow the movements of the hand， sui shou 
chih pi凹， liang nan yi tz 'u chu. Most commentators here cite the story of 
Wheelwright Pien， as told in the T'ien Tao 天道 chapter of the Chuang-tzu 

( see above p .  35 ) .  The wheelwright argues for the essential untransmissibility 
of the Way of the Sages on the model of the prereflective and intuitive mas咖
tery of his own craft : "you achieve it in your hands， and those respond to the 
mind. 1 can't put it into words， but there is some fixed principle there. 1 can't 
teach it to my son， and my son can't get instruction in it from me. " Although 
the parable is clearly relevant to Lu Chi's statement here at some level， there 
is no direct verbal allusion. 

As is often the case in classical arguments， one linguistic level is clear， 
but the finer linguistic level， requiring the choice of one of several possible 
determinations， is far from clear. The first question is whether the second 
predicate ( "however . . . 吋 is an extension of the example given in the first 
predicate : that is， is Lu Chi referring here specifically to the movements of 
the hand in chopping an ax-handle ?  If this is indeed the case， the weight of 
the antithesis lies in the difference between a static model ( an ax-handle in 
hand when one chops another ax-handle )  and any performance involving 
change and movement， 的 in the execution of something according to a 
model . This， of course， would follow from the opposition between "knowing 
how to" and actually doing. If， on the other hand， the second predicate refers 
directly to Wheelright Pien and does not directly extend the metaphor of 
the ax-handle， then we have not an antithesis between model and execution， 
but between two different kinds of acts-those which have clear models at 
hand and those which are based on intuitive knowledge. Although these two 
alternatives can be reconciled to some degree， they are essentially different : 
the former stresses the difficulty of a11 performance; the latter stresses the 
difficulty of a certain kind of performance. A third possibili呵， which does not 
exclude either of the others， is to place the heaviest weight on the inability of 
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language to convey the μmovements of th巴 hand. " In this case， when one has 
an ax-handle in hand， one can readily chop another ax-handlej but that 
process cannot be described in language (doi月 may be more difficult than 
knowing， but describing the doing is virtually impossible ) .  In this case the 
stress is not on the difference between model and execution， but between 
the intuitive execution of an act and a description of that execution. 

The example is ambiguousj the app1ication to the context at hand is 
equally so. Lu Chi may be speaking of the difference between those activities 
that have static models， 1ike chopping ax-handles， and other activities， like 
writing， that are intuitive and performative， and thus untransmissible. A 
second possibility， remote but attractive， 的 that Lu Chi is ob1iquely referring 
to his own work here， whose literary qualities are an "ax咱handle in the hand" 
and offer a more immediate and intuitive model for his readers than a less 
literary attempt to describe the writing process . 9  A third possibi1ity is that Lu 
Chi is referring specifically in the first predicate to "previous writers/' thus 
continuing his established antithesis between reading and writing， knowing 

and doing: in this case the sense here becomes something like "the models 
for writing are right here before me， but it is impossible to describe exactly 
how they did it" . l O  The fourth possibi1ity， which stresses the antithesis be
tween a rough， static model ( the ax-handle )  and the fine points of the act， 
would lead to the final statement of limitation: some of it can be expressed in 
words， but not all of it， not the most subtle motions of composition. 

佇 中 區 以 玄 覽

2 頓情志、於典墳

He stands in  the very center， observes in  the darkness ，  

2 Nourishes feeling (ch 'ing* ) and intent (ch ih 叮 in the ancient canons .  

Line 1 :  As the T'ang scholar Li  Shan， the most authoritative early commenta
tor on "The Poetic Exposition on Literature/' notes， chu means "to stand for a 

long time"j  it often carries a note of expectation. The most common word for 
"stand/' li 立， would stress location， taking a particular place. Chu stresses 
duration， with the implication that the inner journey is something eagerly 
awaited. 

Chung-ch ';函， translated as "the very center/' is the "central region/， some
times referri月 to the capital ( as it is taken by the Wu-ch'en commentary)， 
but here referring to a central position in the wor1d or cosmos ( Ch'eng Hui
ch'ang， cited in TL) . l l  

Observes in darkness， hsüan-lan : Li Shan cites Lao-tzu for this phrase and 
gives the Ho-shang kung 河上 公 exegesis of the usage (which would probably 
have been known to Lu Chi ) :  "the mind resides in a dark and mysterious 
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place， there observes and knows all things; this is called 'observing in dark回
ness . ' " The Wu-ch'en commentary， followed by Ch'ien Chung-shu， wants to 
take this as "to observe literary works from afar. " Ch'ien would take this 
couplet as referring to the reading process， matched by the experience of the 
world in the second couplet ( lines 3-4 ) .  But he misses the rhetorical struc
ture : the first couplet involves an initial antithesis between an imaginative 
experience of the things of the world (A) and reading (B ) :  the topic of the first 
line is subsequently amplified in lines 3-8;  the topic of the second line is 
amplified in lines 9一 1 2 ( see below) .  This expository form AB/ AA/BB is more 
common than the primitive AA/BB form proposed by Ch'ien Chung-shu. 
Furthermore， the less mundane interpretation of "the very center" is sup
ported by the repeated injunctions in Lao-tzu to cleave to the empty center. 

Hsüan -lan was originally a technical term of spiritual experience; and 
along with other words of roughly the same class， it acquired a loose， secular 
frame of reference in the Han， becoming something like "imagination . "  This 
set of terms of spiritual vision and spirit journeying became the model for 
operations of the literary imagination， as in the chapter on "Spirit Thought" 
in the Wen-hsin tiao-lung: "Thus when one broods fixedly and in silence， 
thought reaches to a thousand years in the past; and as one's countenance 
stirs ever so slightly， vision has crossed over ten thousand leagues" ( see p. 202 
below) .  Throughout "The Poetic Exposition on Literature， " when Lu Chi 
speaks of encountering the "things of the world" (wu 叮， he is referring to an 
imaginative encounter， an "envisioning. " That the model of mystical experi
ence remains very strong in this early stage of conceiving the literary im
agination is witnessed by the demand that the writer occupy "the very 
center . " 1 2  The shift from purely empirical μthings of the world" implicit in 
earlier literary thought (e .g . ，  in the "Record of Music" )  to these "things of the 
wor1d" discovered in a spirit journey within the mind parallels the shift from 
the involuntarism of earlier literary thought to Lu Chi's voluntarism. 

From Aristotle on， the long and complex history of the theory of the im 
agination in the West is based on the metaphor of forming pictures in the 
mind. It should be obvious how such a model easily accommodates itself to 
the idea of original creation ( as late as Dilthey the idea of the poetic i 
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fictionality but a strange "interior empiricism， " and thus developed a richer 
and more interesting notion of literal truth. 

Line 2: Nourishes feeling and intent， yi ch 'ing* chih 祥 Ch 'ing* "feeling， " 
tends to be the passive and receptive aspect of "mind， " 卸的 外 ; here it has a 
capacity to be nourished or fed， and in this sense is perhaps closest to English 
μsensitivity. " Although also stirred by things， chih 勢 is an active component 
of mind， that which "goes out" or "goes toward" something. This opposition 
between receptive and active is amplified in lines 7-8 (although there the 
general category hsin * takes the role of the more purely receptive ch 'ing叮

These two faculties， ch 'ing and chih 弋 are neither wholly innate not wholly 
learned; they are capacities that can be "nourished， " and here， nourished by 
reading. 

Although no doubt both ch 'ing* and chih 耨 are stirred by reading， that 
stirring in itself is less significant than developing the capacity to be stirred. 
This capacity is put to use when speculatively encountering the "things of 
the world" and when engaged in one's own composition. 

The ancient canons， tien -fen : The "five Tien " and the "three Fen" were 
mythical writings of the Sage Emperors of high antiquity. Here they are used 
as a general reference to old， authoritative writings. 

In the rhetorical structure of 
C∞oup抖le前t opens the main body 0吐f t由he work by responding to the double anxi昀叫et叮y 
of “my conceptions '  not being equal to the things of the world" and "my 
writing's not being adequate for my conceptions . " 1 3  "Observation" of the 
things of the world ( in the spirit journey or imagination) is a means to resolve 
the potential inadequacy of one's conceptions. Reading， to develop a sense of 
the correspondences between words and feelings， is a means to resolve the 
potential inadequacy of one's writing. This double requirement of experience 
and reading remains strong in the Chinese theoretical tradition. The "Spirit 
Thought" chapter of Wen-hsin tiao-lung amplifies this into five precondi
tions of composition : 1 )  vacancy and calm (corresponding here to the position 
in "the very center") ，  2 )  learning， 3) understanding natural principle (li* )， 4) 
experience， and 5) knowledge of earlier literature . The third and fourth of 
these correspond roughly to Lu Chi's "observing in darkness叮 the second and 
fifth would be the sort of things obtained from the "ancient canons . "  
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遵 四 時 以歎 逝

膽萬物而恩紛

悲洛葉於勁秋

喜柔條於芳春

心懷懷 以 1宴霜

志砂砂而臨雲

3

4

5

6
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He moves along with the four seasons and sighs at their passing on，  

Peers on all the things of the world， broods on theiτ profusion， 

Grieves for the falling leaves in strong autumn， 

Rej oices in the p1iant branches in sweet spring;  

His mind shivers ， taking the frost to heart; 

His intent is remote， looking down on the clouds . 

3

4

5

6

7

8

 

Lines 3-4 :  Moves along with . . . peers. . . ， tsun . . . chan : 1n parallel construc
tions such as this， the semantic field of a word is determined not only by the 
syntagm in which it occurs， but also by the parallel term. Often such parallel 
terms collapse into a common complementary eompound， and in such cases 
the mutual definition of each term is clear. However， an uncommon anti
thesis such as this one stresses some essential diHerence， in this case be
tween a passive participation in natural cycles ( tsun implies acquiescence ) 
and the distance of observation and reflection. This opposition is sustained 
by the further opposition between the objects of the verbs :  thus the "four 
seasons" encompass the poet as well as things， while the "things of the 
world" refer specifically to that which is external to the self ( e .g . ，  wu 川的

物 我 ， “things and self， " object and subject ) .  This opposition between parti
cipation in change and reflective knowledge of change is further supported by 
the opposition between the verbs :  the immediately affective μsighs" set 
against the more reflective ( though also affectiv叫 “broods， " ssu 特 ﹒

Sighs at their passing on， t 'an -shih : This phrase constitutes the title of 
anoth巳r poetic exposition by Lu Chi， a lugubrious elegy on the imperma
nence of things . Shih， like "to pass on， " is a polite way of referring to death. 

“Passing on . . . profusion . . " shih . . . fen : This uncommon opposi tion is a 
rhetorical variation within a common family of antithetical compounds， best 
represented by sheng-shuai 盛 衰 ( “splendor" or "full flowering" and "de
cline叫， which is associated with the cycles of fortune， dynasties， the seasons 
and their vegetation， and human life . Thus μpassing on" is related to autumn 
and winter， and is picked up by line 5 "profusion" is associated with spring 
and summer， and is picked up in line 6 .  

Broods o n  their profusion， ssu * -fen : Most commentators choose to violate 
parallelism here and read "my thoughts become ( as )  profuse. " 1 4  Ssu * ，  here 
translated as "brood， " is a verb of thought， often carryi月 the imp1ication of 
care， and sometimes the implication of longing or desire. The things of the 
world， in all their splendid profusion， are "on his mind";  but it is unclear 
whether he is anxious about their future passing or desires a similar profusion 
in himself. 

Lines 5-6:  Grieves . . . rejoices . . . ，  pei . . . hsi :  Li Shan reads chia 嘉， "consiι 
er excellent， " "admire， " in place of "rejoice . "  The two terms， p臼-hsi， as they 
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appear in the antithesis here， constitute the primary antithesis in “emotion， "  
ch 'ing* ;  and used together， they circumscribe the full range of emotion. This 
is an essential point in understanding parallelism in both Chinese poetry and 
prose. Classical Chinese forms its counterparts of abstract categories often 
from established antitheses ( e .g. ，  yüan-chin 遠近， "far-near， " "distance吋j
therefore the division of such terms in parallel construction often indicates 
the full range of distinction in a categorical abstraction， and not simply the 
two spec出c extremes . Thus， while the determinations made by the specific 
propositions are true (he "grieves"  in autumn and does not "rejoice" ) ，  the 
couplet implicates a full range of emotional response to the cycles of nature. 

Line 7-8: Lin占n 懷懷 (also written 凜 ) evokes the mood of encountering 
something fearsome， awesome， or cold; hence "shivers . "  Huai， translated 的
“take to heart， " combines the sense of physically "embracing to one's breast" 
and the psychological sense of "caring for， " "having on one's mind. "  The line 
emphasizes the genuineness of affective response :  thinking of the frost， he 
feels a genuine shiver of cold/awe/fear. Frost was associated with purity， 
moral severity， punishment and destruction， and， of course， with autumn， 
the season for exercising those qualities ( cf. 1 .  1 5 ) .  

Clouds d o  not have a determinate association with spring， thus breaking 
the symmetry of alternation between autumn and spring in the two preced
ing couplets and initiated in this couplet with the mention of frost. This line 
is based on the common qual的cation of "intent， " chih 贅 ， as "lofty" 阱。。 高 !
or "far-reaching" ( yüan 速 ) . "Mind， " hsin * (more properly ch 'ing* ，  the affec可
tions) responds passively to external impulses ( "shivers" in the precedi月
line) ;  the active counterpart and outcome of being stirred is chih 弋 "intent， "
which "goes out" ( the old etymological gloss for ch的 特 being "that to which 
mind goes" 心乏所至也) . In  this line "intent" goes so  far and so high that i t  i s  
above the clouds. This "going out" of intent is one form of spirit's "going out" 
in imagination. Note the perspectival distance of "intent" from the speaki月
subject in the modal descriptive miao-miao， describing the quality of some 
thing that is tiny and faint in the distance. 

These eight lines treat the problem of "conceptions ' not being equal to the 
things of the world" and amplify the resolution of that problem by "observing 
in da 
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we share; but this does not change the fact that such associations may be 
experienced as if they were organic .  

The final couplet of the passage， moving from passive stirring to active 
response in "being intent， " takes us to the condition of composition， in 
which "being intent" plays a central role .  The language continually links 
physical states and emotional states ( "taking the frost to heart， " "intent is 
remote吋 in order to reinforce the correspondence between outer and inner; 
thus the condition of "being intent， " which goes out and becomes the literary 
composition， will be stamped by the same correspondence. We might note 
that even though Lu Chi emphasizes the voluntary and self-conscious dimen
sion of composition in his anxi巳ty about his "conceptions' not being equal to 
the things of the world， " the only way he can resolve that anxiety is by 
appealing to older notions of involuntary affect， the power of outer things to 
impel the human mind involuntarily. 

Lu Chi's altemation between seasons and between moods here indicates 
that he is making a general proposition and not referring to the world at hand 
And it is about such a capacity for generalization that Lu Chi is writing: the 
full range of nature's changes can be known speculatively as well as directly 
and empirically; this is the function of "observing in darkness， 刀 hsüan-lan .
These "things of the world" which conception hopes to equal are not experi司
enced by the outer senses; they are known through a joumey within the self. 
Now， having amplified the speculativ巳 experience of things， Lu Chi may be 
expected to treat the parallel term， the necessity of reading. 

9 詠世德之駿烈

1 0  誦 先 人 之 清 芬

1 1  游 文 章 之 林 府

1 2  嘉麗藻之彬彬

9 He sings of the blazing splcndor of moral powcr (tê) inheritcd by this age， 

10 Chants of the pure fragrance (or "rcputation") of predecesso凹 ，

1 1  Roams in the groves and treasure houses of litcrary works， 

1 2  Admires the perfect balance o f  their intricate and lovely craft. 

Lines 9- 1 0 :  Sings of . . . chants . . " yung . . . sung . . . : Sung was often inter
changed with another sung 頌， also applied to chanting recitation， but often 
carrying the implication of "praise . "  This raises the question whether ancient 
and modem worthies are the object of his own writing， or whether he is recit
ing their works . Line 9 inclines slightly to the former interpretation， while 
line 10 inclines slightly to the latter possibility. In terms of the rhetorical 
amplification， these lines should treat his experience of earlier literature 
rather than what he writes about (the stage of actual composition is many 
lines ahead) .  
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Blazing splendor . . . pure fragrance . . . ，  chün -lieh ch 'ing-fen . . . : Lieh， 
“b1aze， " often refers to a brightly manifest excel1ence. Fen， "fragrance， " is a 
member of a group of olfactory metaphors associated with reputation. The 
opposition， involvi月 dir巳ct and indirect perception (with "fragrance" the 
source can be absent )， is an appropriate distinction between the ways in 
which we apprehend present and past excellence. 

Moral power inherited by this age . . . predecessors， shih -話， hsien -min : Both 
of these phrases are taken from the Book of Songs . 1 5  My inte中retation of this 
as an alternation between present and past is based on one possible inter恥
pretation of shih -tê， as a mora1 force accumu1ated by generations of predeces 
sors and possessed by people in the present. To “sing of" this might a1so be to 
write about the past， those predecessors in whom such mora1 force was 

accumulated. The source passage in the Book of Songs would support either 
interpretation. 1 6  What weighs the interpretation strong1y in favor of refer
ence to the present is the common attributive use of shih in Lu Chi's time to 
mean "of this age . "  

Lines 1 1 - 1 2 :  "Roams， " yu * :  see Glossary. 

Groves and treasure houses， lin -fu : These are two standard metaphors for the 
received corpus of writing. Wu-ch'en overingenious1y distinguishes between 
the "grove， " as referring to the amount， and "treasure house， " referring to 
va1ue. 

Intricate and lovely craft， li-的。o (Wu-ch'en reads tsao-li ) :  Note the repeti
tion of tsao from the Preface， Section C; such repetitions help sustain the 
chain of antitheses. Here， as before， this marks reading of earlier literary 
works， as opposed to the experience of the things of the world 

Pedect balance， pin-pin . Pin-pin is virtually defined by its use in Analects 

VI. 16 :  "Only when refinement (wen * ) and substance ( ch且 特 ) are in perfect 
balance do we have a gentleman" 文 質 彬 彬 然 後 君 于 . In the context of the 
Analects， "refinement" ( wen 弋 "patterning什 and "substance" refer to be
havior and character; but they became central terms in literary thought. Lu 
Chi is still able to use pin-pin， "perfect balance， " in conjunction with "intri
cate and lovely craft， " li-tsao; in later literary theory "intricate and lovely 
craft" would suggest an imbalance， a preponderance and perhaps an excess of 
wen 弋 "patterning， " “refinement. " 

This section treats the experience of earlier literature as an answer to the 
danger that "writing not be adequate for the conceptions . "  The experience of 
reading earlier works gives one the capacity to express one's own concep
tions. The exposition here is less interesting than that of the preceding sec
tion. Note that here the reader's "roaming" corresponds to the spirit journey 
in the experience of things. 
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1 3  慨投篇而援筆

1 4  聊宜之 乎斯文

13 With strong feeling he puts  asidc the book and takcs his  writing brush 

1 4  T o  make it manifest in literature 

Line 13 :  "With strong feeling， he puts aside his book， " k 'ai t 'ou p 'ien : 

Although "strong feeling" must follow from both the experience of things 
and readi月， its position here suggests that readi月 is the immediate stimulus 
for the process of composition， l 7  

Line 14 : “To make i t  manifest， " hsüan chih ﹒ Manifestation ( encompassing 
hsüan and other， allied terms such as ming 吼 叫make bright吋 is the move
ment from interior to exterior and the essential conceptual ground of all 
literary activity. The related terms that we gather under the rubric of "mani
festation" have a stature roughly equivalent to the lineage of mimêsis 

( "imitation， " and in its later transformations， μrepresentation" )  in Western 
literary thought . Manifestation may be somewhat closer to the Romantic 
idea of "expression"; however， one qualification should be added : in China 
th巳 poet never occupied the role of the rhapsode in "Ion" or the role of the 
aeolian harp among the Romantics; that is， the poet is never simply a 
vessel through which divinity or some grand force of the universe manifests 
itself. Even the closest formulation， that of "Its Origins in the Way" in Wen

hsin tiao-lung， has the manifestation of universal pattern mediated by con
scious mind. Properly， manifestation should be the organic "outcome" of 
what lies within， that is， hsin * ，  "mind"l"heart" ( "expression" 的 in the sense 
of "the expression on someone's face， " a condition that may reveal， but does 
not "imitate" inner life as an act of voluntary self-expression ) .  Here， as a 
volitional act， it follows immediately from an intense mood ( "with strong 
feeling吋.

Literatu間1 ssu-wen :  This is an Analects usage， referring to "culture" in a 
broad sense， as received from ancient texts and traditions . By the Han this 
phrase had come to be used in a loose sense as "belles lettres";  Lu Chi 's use of 
the compound is in that spirit， referring to "literature， " but lending an archaic 
authority to the activity. 1 8  

Lines 13  and 1 4  conclude the first section o f  "The Poetic Exposition， " 
treating the two preconditions for composition : imaginative experience of 
the "things of the world" and the experience of literature . Although more 
elaborate lists of preconditions are given in later theoretical texts， Lu Chi 
diverges significantly from the assumptions made in the earliest texts of liter
ary thought on the preconditions of writing. These early traditions， finding 
their fullest expression in the “Record of 此1.usic" and in the "Great Preface" 
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to the Book 01 Songs， assume that composition follows from a state of mind 
involuntarily stirred by a direct experience of the world ( even the more 
purposive theories of the origins of the Book 01 Songs， tracing their composi
tion to the moral intentions of the "historians of the states， " depend on an 
initial response to the condition of the age rather than a desire to write a 
poem) .  Lu Chi retains vestiges of the notion of emotional stirring， but substi
tutes a voluntary and speculative experience of the "things of the world， " 
attained by a spirit j ourney within the self. Equally important， Lu Chi adds 
the experience of other literature as a precondition to composition; and in 
this we have an early acknowledgment of the historicity of literature that 
inevitably accompanies a shift to "the intention to write a poem， " as opposed 
to a response to the out巳r world. The role which such necessary experiençe of 
earlier literature should play-the degree to which the language of the Other 
mediates the language of the self-eventually raised problems that have 
remained with Chinese literary thought down to modern times. Western 
poetics began in the Greek notion of technê， an "art" in the sense of a sys
tem of production whereby a certain thing could be made ( poiêsis ) ; indeed， 
the term "poetics， " poiêtikê， is originally an attributive modifying technê.  
This led to an analysis of  the object of  production ( "a thing made， " poiêma， a 
μpoem叮 into its component parts .  The term for a description of that system 
of production is， properly， a technologia .  In essence this is the status of 
Aristotle's Poetics， and in a more diffuse way， of the Peri Hupsous attributed 
to Longinus (which explicitly calls itself a technologia ) .  Although in the 
later tradition a "poetics" became a description of what the thing "is" rather 
than how it can be "done， " the way of thinking about what it "is" had deep 
roots in the idea of production. 

There were later Chinese critical genres that came very close to the West
ern genre of technologia (e .g . ，  shih -Ia 弋 “methods for poetry" ) .  But Lu Chi's 
poetic exposition and the majority of traditional Chinese theoretical works 
make very different assumptions : they describe the stages in a process of 
commg-to七e， not the relation of a "maker" to a "thing made" ;  there is no 
analysis of component parts. Although some of the things Lu Chi describes in 
his poetic exposition could be elements of a technê， more often composition 
is made possible 
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identification of stages in a process must show how the process begins， 的pe‘
cially how it begins out of something else .  1ts concerns are not with bound
aries and definitions but with the clarification of relations and the establish
ment of grounds for the event. Lu Chi is remarkable in not tracing literature 
in some way back to the lived， extraliterary world; but he does obey the im訕
perative to establish the preconditions of composition-in his own peculiarly 
private way， alone in his speculative imagination and with his books . 

1 5  其始也 。 皆收視反聽 O

1 6  耽忠傍訊 。

1 7  精驚八極 。

1 8  心遊萬i1J 0 

1 5  Thus i t  begins :  retraction o f  vision， revcrsion o f  listening， 

1 6  Absorbed in thought， seeking all around ， 

1 7  My essence galloping t o  the world's  eight bounds ， 

的 My mind roaming ten thousand yards ， up and down. 

Lines 1臼5一-16缸:
a品s a paragraph marker in  poetic expos位iti叩ons . The preceding lines described 
the preconditions of writing; this "beginning， " the next stage， seems to be the 
process of meditation or speculation that precedes an individual act of com
posltlOn. 

Retraction of vision， reversion of listening， shou-shih fan -t 'ing :  There is 
a complicated r跎elation between t由hi臼s and s缸1血1址 la缸r passages in 
Expos釗ition on Li此te叮ra訓tu叮I叮re" and Taoist quietism， both in its early versions in 
Lao-tzu and Chuang-tzu， and in its Neo-Taoist versions elaborated by Lu 
Chi's contemporaries. Most Chinese exegetes since Li Shan and the Wu
ch'en commentary interpret this passage as a cutting off of sense percep
tions， taking shou ( "retract什 in a common usage as "cease， " and apparently 
taking fan ( 勻evert吋 as the attention of listening "reverting" to non
attention. Chinese theorists often spoke of the necessity of cutting oneself 
off from the determinations of the lived world in order to write .  Of un
certain date but close in time to Lu Chi， "The Miscellaneous Records of 
the Western Capital， " Hsi-ching tsa-chi 西京雜記 contains an anecdote 
about the great Western Han writer of poetic expositions， Ssu-ma Hsiang-ju， 
which not only speaks of the writer's disengagement from the ordinary 
world but also describes the writing process in a grand manner similar to 
that of Lu Chi : 

When Ssu-ma Hsiang-ju wrote the Shang-lin Park poetic exposition， his 
thoughts ( yi人ssu 著 ) were dispersed， and he no longer paid attention to 巳xter-
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nal things. He drew in all Heaven and Earth， commingled past and present; 
suddenly he would be as if sleeping， then in a flash he would bestir himself. 
After a hundred days it was finished. His friend Sheng Lan asked him about 
the writing of a poetic exposition， and Hsiang-ju said， ". . . the mind of a wri
ter of poetic expositions encompasses all the universe and makes general 
observations of things and people.  But th泌 的 something attained within; it 
cannot be grasped and transmitted. " 1 9  

The cosmic scope of  the writer's thoughts here is similar to what we find in 
Lu Chi， but the initial concentration in order to  write is described in some
what more mundane terms : he didn't "pay attention to external things . "  
Others， however， described something very much like a state o f  Taoist vacui
ty as the precondition for composition. For example， in the "S句pi汀ri抗t Thought" F 

chapter in Wβ白凹n白hs泣m t吋iaω0-1扣ung we read : 
the most important thing is emptiness and stillness wit由hin. Dredge clear the 
inner organs and wash the spirit pure . "  Wen fu chi-shih cites a passage from 

Chuang-tzu ( chapter 1 1 )  that can serve as an excellent example of the Taoist 
model behind Lu Chi's description. In it an allegorical sage， Kuang-ch'eng-tzu 
(Master of Extensive Perfection)， is advising the Yellow Emperor on how to 
achieve long life : 

The essence of the perfected Way is dark and mysterious; the ultimate in the 
perfected Way is a murkiness and absolute silence. There is no seeing and no 
listening， clasping one's spirit in stillness; then the body will be right. There 
must be stillness and clarity， with nothing troubling your body， and then you 
can achieve long life. When the eyes see nothing， and the ears hear nothing， 
and the mind knows nothing， your spirit will protect your body， and your 
body will achieve long life. Take care of what is within you and close off what 
lies outside you : much knowledge brings destruction. Then 1 will lead you to 
a place above， the supreme brightness . 

There is no question that in his own lines Lu Chi is using a Taoist model of 
spiritual movement， from cutting off the outer wor1d to a dark stillness and 
finally to inner light. But it is important to distinguish between a useful， 
attractive model for the operations of mind in literary composition and true 
Taoist values.  We might note that Lu Chi never rejects knowledge， that rejec
tion being essential to the Taoist spiritual project. Lu Chi is simply transfer
ring the Taoist spiritual model to the writer's quest for words and ideas . In 
place of the Taoist negation of perception， Lu Chi chooses a somewhat differ
ent phrasing， one more appropriate for his purposes : reversion or inversion of 
the senses . Ch'eng Hui-ch'ang cites a source for this phrasing in the Shih chi 
史 記 (Historica1 Records ) : “Reversion of listening is called quickness of mind; 
internalized vision is called understanding 呵。 This source passage and the 
context in the present exposition suggest that the meani月 is not a vacuity 
achieved by "cutting off" the senses， but rather a true "inversion月 of the 
senses-looking and listening within the microcosm of the self. 
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Lines 1 7- 1 8 :  Li Shan takes "essence， " ching， as "spirit， " in the sense of indi
vidual consciousness . lt is given in parallel with "mind， " hsin \ 

Seeking all around， p 'ang-hsün : P'ang， literally "on the sides ( s ) ， " is here used 
as "all around， " "everywhere . "  P'an -hsün is a neologism modeled on simi1ar 
compounds such as p'ang-ch 'i日 傍求， "to search everywhere" ( see Ch'ien 
Chung-shu， pp . 1 1 83- 1 1 85 ) .  The seeking here i s  obviously interior， i n  the 
microcosm of mind. 

The world's eight bounds . . . ten thousand yards (up and down) . . . ， pa-chi， 

wan-jen :  Pa-chi are the eight directions carried to their extremesi the phrase 
is used to refer to the horizontal limits of the world and all within. Wan-jen 

(which is literally closer to twenty-five thousand yards )  emphasizes the dis
tance up and down. The opposition is between an extreme range of horizontal 
and vertical movement. 

The reflective process before writing demands an μinversion" of the senses， 
which becomes an intense quest within. In the spirit j oumey the mind oper
ates under none of the limitations imposed on the extemal， bodily senses .  
This sense of absolute mastery goes with the voluntarism of the inner questi 
but still， whatever he "thinks of" is treated as something "encountered， " not 
something invented or made. 

1 9  其致 也 。 情 瞳 嚨 市i彌鮮

20 物昭晰 l前互進 。

21  傾翠 言 之瀝液 。

22 敕六草書之芳潤 。

23 浮 天 淵 以安流 。

24 濯 下 泉 而 消j吏 。

1 9  And when i t  i s  attained: light gathers about moods (ch 'ing * ) and they grow 

in brightness ，  

20 Things (wu 著 ) become luminous and draw one another forward; 

21 1 quaff the word-hoard' s  spray of drople俗，

22 And ro11 in my mouth the swcct moisture of the Classics ; 

23 1 drift betwecn Hcavcn and thc abyss ，  at rcst in thc current ，  

24 1 bathc in the fa11ing strcam， immcrsed in its  watcrs ; 

Lines 19-20:  Light gathers . . . becomes luminous， t 'ung-lung . . . chao-che :  

These two descriptive compounds suggest different stages o f  brightening. 
T'ung-lung is a hint of light， as just before sunrisei chao-ch e  is full brightness .  
Recall that the initial condition was "observing in  darkness， " hsüan-lan 
( although hsüan is not "dark" in the sense of "hard to see， " but rather the 
"mysterious dark color" of the Heavens ) i  when speculative consciousness 
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encounters an object， there is a brightening. As in the West， consciousness， 
knowing， and perception are spoken of in light metaphors ( both dead 
metaphors and active ones ) .  The strongest of these terms is ming 明 ， "to be 
bright" and transitively， "to brighten， " hence "to admit understanding" and 

"to understand. " In the passage from the Chuang-tzu quoted above， ming is 

the term used to name the goa1 of the spiritua1 progress， "the supreme bright
ness . "  Consciousness seems to cast light on its object. TL stresses the 

metaphoric model of sunrise here and is probab1y correct， but it is a1so pos也

sib1e to think of a 1amp revealing something in darkness .  

Moods . . . thing， ch 'ing* . . . wu * ﹒ Lu Chi's treatment of ch 'ing* ( "mood/' 
"emotion， " "the affections" )  in this coup1et is anoma10us in traditiona1 
Chinese psycho10gy and epistemo10gy (and occurs here probab1y out of a need 
to find a para11el for "things . " )  Ch 'ing* is usua11y an aspect of hsin * ，  "mind， " a 
condition of perception rather than an object of perception. "Things" (附 * ) 
are said to stir ch 'ing大 But in this coup1et it is clear that the first stirrings of 
ch 了ng勢 are treated as objects for consciousness， discovered in the spirit j our
ney. This prob1em might seem to be somewhat reso1ved if we were to take 
ch 'ing* in its other sense as μcircumstance叮 but even in this usage ch 'ing* is 
proper1y a condition of knowing and perception rather than an object of it .  

Lines 2 1 -22:  The Wu-ch'en commentary exp1ains "word-hoard， " ch 'ün-yen 
as "a11 books" 翠書 Ch'eng Hui-ch'ang exp1ains it as "the phi10sophers" 
諸于 首家 . But Li Shan is certainly correct in the citation of Yang Hsiung's 
Fa-yen， where ch 'ün-yen means something like "a11 avai1able words . "  The 
trans1ation of "word-hoard" is somewhat misleading in that ch 'ün】yen does 
not mean sourceless "vocabu1ary items叮 rather it means "a11 that has been 
said or written and the words availab1e therein. "  

The classics， liu -yi :  Liu-yi i s  1iterally the "six arts . "  L i  Shan i s  incorrect in 
citing the traditiona1 "six arts" (rites， music， archery， charioteering， writing， 
and arithmetic ) .  Ch'ien Chung用shu engages in a 10ng exp1anation to prove 
that liu-yi may be "the C1assics" (although TL's citation of Ho Cho shows 
that this interpretation has been around since the Ch'ing) .  Liu-yi may a1so be  
a veηT 100se phrase， suggesting the kinds of  things an educated person shou1d 
know， as opposed to the words necessary to describe them， ch 'ün-yen .  One 
cannot help here reca11ing Socrates'  interrogation of Ion on the tβchnê of 
poetry， that if a poem presents a description of charioteering， wou1d not the 
technê of charioteering be better by a charioteer than by a poet? 

Lines 23-24: T'ien-yüan， trans1ated as "between Heaven and the abyss， " may 
a1so be interpreted as "Heaven's gulf" (Wu-ch'en)， an asterism or mytho10gi
ca1 p1ace to be discovered in the imaginative j ourney through the cosmos 
whi1e "observing in darkness . "  1 have followed Li Shan in taking it as "the 
range between Heaven and the lowest watery depths川 it is this sense which 
is amplified in the following couplet ( 11 . 鈞一26) ， repeating yüan， there trans回
1ated as "the deepest pool . "  1 have followed the Wu-ch'en commentary and 
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later Hsu Wen-yü in taking the topic here and in the fo11owing line to be the 
movement of spirit thought. Many commentators， however， have taken the 
topic to be the “phrases" referred to in the fo11owing couplet， phrases that 
come from afar， drifting in the currents， waiting to be caught. 

Falling stream， hsia-ch 'üan : This is a phrase from Book of Songs 1 53， with 
relatively little resonance here . Its other meaning as "the underworld"  is a1so 
inappropriate in this context . 

To summarize the situation : The writer who has accomplished the necessary 
preconditions of composition begins a "search within" to find the “stuff" that 
goes into the generation of a work of literature-"things， " moods， words， and 
knowledge. These elements are presented as roughly coordinate . That is， it is 
not that "things" provoke moods or that words name things， but rather that 
a11 seem to be encountered， mixed together in an inner search. This will lead 
to the model of the writer as on巴 who "composes" or "arranges"  the elements .  
This section describes the primary encounter with such "stuff" :  a movement 
from darkness to light， from emptiness to plenitude， from active searching to 
being swept along and inundated. A mood "dawns"; things appear; then we 
have ever more things in a flood of presence 

The metaphor of light for the activities of consciousness should be famil
iar to Western readers ( even though Lu Chi's extension of it is striking) .  Less 
familiar are the metaphors of eating and drinking， and the related "flood" 
metaphors; these are very powerful in the Chinese tradition ( and in other 
parts of Lu Chi's poetic exposition) .  As sight and hearing are turned inward 
for the spirit journey， what is encountered is "quaHed" and "ro11ed in the 
mouth"-savored and swallowed. Knowing is not only 1ight， it is also inges
tion. Since language and， in particular， learning are often spoken of in 
metaphors of ingestion， when Lu Chi turns from moods and things to the 
encounter with words and 1earning， it is appropriate that he shift metaphor 
sets. The word "moisture， " jun 潤， often implies the power to make fertile， an 
apt way to describe the effect of "absorbing" the Classics ( or knowledge in a 
more general sense ) .  With the happy illogic of a metaphorical paradigm， the 
"spray of droplets" and "sweet moisture" become a flood that sweeps him 
along in his speculative journey through the inner cosmos， and eventua11y 
pours over him in a IIfa11ing stream . "  Before he was a 
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will turn in the next couplet to active metaphors of fishing and hunting. As a 
genre， the poetic exposition ( 如 ) aims at inclusion rather than exclusion， a 
totality rather than unitYi reconcili月 contradiction-though moves are 
sometimes made in that direction-is less important than compensating for 
one-sidedness. In addition to giving the inventory of a totality， these antithe
tical movements are also essential to the description of processesi and since 
it is a process of composition being described here ( rather than the anatomy 
of a "thing") ，  the process will be understood as movements between opposed 
terms. 

25 於 是沈辭惋悅 。 去游魚銜鈞 。 而 出 重 淵 之 深 。

26 浮藻聯翩 。 若 翰烏縷繳 。 而墜層雲之峻 O

25 Then， phrases from the depths cmcrge s truggling as when the swimming 

晶晶， hooks in their mouths ，  cmerge from the bottom of the deepest 

pool ;  

26 and drifting intricacies of craft flutter down， as when the winging bird ， 

caught by stringed arrow， plummets from the tiered clouds . 

Phrases from the depths， ch 'en -tz 'u * :  Ch'en-tz'u is literally "sunken 
phrases . "  In addition to continuing the water metaphor of the preceding lines， 
ch 'en has two strong associations here : first， "deep in the self " (e .g . ，  ch 'en -ssu 

沈思 ， “sinking though t/， "brooding" )  i second， "hidden， " something to be 
drawn to awareness by this fisher of words.  

Emerge struggling， fu-yüeh : This is a descriptive compound glossed by Li 
Shan as μthe manner of being hard to bring forth. "  The Wu-ch'en commen嘲
tary amplifies the compound preposterously， explaining fu as "the manner of 
not yet having emerged， " and yüeh as "the manner of faintly emerging. " 
Ch'en Chuo ( Wen fu chi-shih ) explains this by another， homophonous com
pound that describes fish， either hiding deep in the waters， or， as seems better 
in this context， hard to draw up . 

Drifting intricacies of craft， fu-tsao :  For tsao ( "intricacies of craft" ) ，  see 
Preface， Section C， and line 12 .  Used as a modifier， "drifting， " f口， usually 
suggests insubstantiality， even frivolity. Although fu often carries negative 
implications， its use here is positive， a "lightness" appropriate to intricate 
craft . It also lightly continues the water metaphor. 

Drifting between Heaven and the abyss:  The poet reverts here to the active， 
seeking mode as a fisher and fowler， "catching" words and rhetorical graces. 
From an initial location in a central position (1 . 1 )， the poet travels to the 
limits of the cosmos (11 .  1 7- 1 8 )， and in this couplet returns to a central posi
tion between water and sky. The baroque ornamentation of the metaphors 
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here， while familiar enough to Western readers， is uncommon and extreme in 
the Chinese context. These metaphors suggest a particular relation to lan
guage : the words and phrases used in composition have an existence apart 
from the poet; they are neither made nor used， but "taken" by skill and good 
fortune (note also that the eating metaphor lies in the background of these 
metaphors of prey) .  Like the things of the world， language is encountered. 
The consequences of this model for a concept of originality are apparent in 
the two following couplets. 

27 收百般立欄文 。

28 採 千載之遺韻 。
29 謝 朝 亭 於 已 被 0
30 般 夕 秀於未振 。

27 He gathers in writing (wen * )  omittcd by a hundred gcncrations ， 

28 Picks rhymes neglected for a thousand ycars ; 

29 It falls away-that splendid floweri月 of dawn， already unfurled， 

30 But there opens the unblown budding of evening .  

Liness 27-28:  Gathers in . . .  picks， shou . . . ts 'ai: To complement the 
fishing and fowling metaphors of the preceding lines， the language here is of 
harvesting: shou is the word for harvesting grain， and ts 'ai is the term used 
for gathering vegetables and fruit .  Such words support the set of food 
metaphors . 

Writing omitted， ch 'üeh-wen : All commentators refer this to Analects 

XV.25， a passage that refers to the practice of leaving a blank in a text when 
the truth of a topic was unknown; "Even in my time a historian would omit 
writing something . . . Nowadays that's gone . "  This is as good an example as 
one can find of how a classical phrase can be reused without reference to its 
source context. Were it a serious echo of the Analects passage， it would be a 
most unfortunate one. Confuciu日 is praising a quality of human character 
that will prevent a person from writing anything of which the person is not 
certain; Lu Chi here wants to fill in those blank spaces， to write down what 
was not written before. While there is a profound difference between the 
historian and the literary man， one can be certain that Confucius would have 
seen Lu Chi 's advice as an example of the fact that "nowadays [such restraint] 
is gone. "  

Rhymes， yün : Since the great seventeenth-century scholar Ku Yen-wu 
erroneously singled out this passage as the first discussion of rhymes in 
Chinese， the passage has been discussed intensely. 恥1.ost scholars have 
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pointed out either that there were earlier di日cussions of rhymes， or that 
rhymes per se was not what Lu Chi meant here . As Ch'ien Chung-shu points 
out， this does not refer literally to avoiding rhymes used before， but rather to 
avoiding borrowing from ear1ier writing. We may， with Ch'ien， take this as 
specifically "rhymed writings， " or we may interpret yün in a general sense as 
"manner， " what "chimes with" others . 

Lines 29-30:  In parallel with ch 'i， "open， " and in this context， hsieh trans
lated as μit falls away， " should refer to the falling of flowers . The more fre
quent interpretation of hsieh，  however， is not impossible :  the poet "rejects" 
(hsieh ) the blossom already blown， and "brings to open" ( ch 'i ) the bud of 
evemng. 

This passage， speaking of something like "originality， " makes interesting 
presumptions， which are consonant with the notion of "capturing" words and 
rhetorical graces :  all the possibilities of verbal expression already exist and 
have always existed; earlier writers have simply μneglected" them or "omit
ted" to use them.21  Since language is encountered， one looks to encounter 
what has never been encountered before . Language is treated as an organic 
growth， but one that is external to the poet and available to him in his quasi
agricultural work. 

As he "gathers in" and "picks， " the poet gleans what has been overlooked; 
but the vegetative metaphor suggests yet another category of concern
timeliness .  This concern is amplified in the flower couplet. Not only are 
words and phrases "picked， " they also blossom in their own season; the poet 
should avoid the full-blown blossom ( i .e . ，  a phrase used before ) in favor of the 
fresh bud. Language itseH is understood as a process of becoming : the phrase 
picked in the bud wil1 blossom， but the full blown flower wil1 fade and fall .  
There is here a desire for freshness in language， but there is something more : 
as elsewhere in the tradition， there is an attention to incompletion and 
incipi閃閃一that which holds the potential for further growth and change. 
All that is in "full flower" contains the promise of overripeness and rotting. It 
is perhaps too much to say that the phrase "picked in the bud" will "blossom" 
later when the reader encounters the text， but that sense of potential in re
serve is an important aesthetic quality. 

Lu Chi is intensely aware of the "hundred generations" and the "thousand 
years" which lie behind him， whose words have blossomed and now are fad

ing. He feels a strong sense of belatedness and identifies his own world with 
the evening. The concern for "originality" manifested here can occur in a 
tradition only when there is great disquietude at the magnitude of what has 
been written before . 

31  觀 古 今 於 須 與

32 撫 四海於一瞬
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3 1  He observes all past and present i n  a single moment， 

32 Touches all the wor1d in the blink of an eye. 

This couplet summarizes the spirit j ourney and brings to a conclusion this 
section on encountering and gathering material before writing. On the spirit 
journey， the poet can instantly encompass all time (in the Chinese sense con司
ceived as past and present ) and space . 22 This process includes reflective con
sideration (kuan，  "observes" )， which is emo的onally neutral， and encounters 
that are more emotionally engaged ( fu，  "touches" or "caresses， " sometimes 
with a strong association of "care" )  

33 然後選義按部 。

34 考辭就班 。

35 抱 景 者成 叩 O

36 懷響者 畢 彈 。

33 Only afterward he selects ideas ，  setting out categori凹 ，

34 Tests phrases ， putting them in their ranks ，  

3S Striking open all that contains light， 

36 Plucking everything that embraces sound wíthin . 

Lines 33-34: Selects ideas . . . tests phrases， hsüan -yi 著 . • • k 'ao-tz'u : Placed 
in parallel construction， "select" and "test" are the language of evaluating the 
qualifications of aspirants to government service. The thoroughness with 
which the poet inspects the flood of words and ideas that seek to be used is 
the thoroughness of someone charged with seeking talent for government 
service ( yung 用 ， "use" ) .  When Lu Chi must speak of evaluation and judg
ment， this is the model that would come most readily to mind， related to the 
contemporary practice known as p 'in -t 'i jen-wu 品 題 人 物， "evaluating and 
categorizing persons and things to judge where they would best fit in" 
( although Lu Chi touches on the more particular aspects of p 'in - t 'j jen-wu 

only very lightly in his poetic exposition ) .  Note how the poet's attitude shifts 
from anxious seeking to plenitude to reflective judgment. The yi耨 ( "idea， "

"principle， " "a truth" )  used in this line is very close to yi 弋 "conception叮 but
yi * ，  "a truth， " is more of a constant principle independent of a particular 
exercise of mind and， because it is a truth， carries strong overtones of positive 
moral value (Confucian philosophy often calls moral principles yi 弋

"truthS" ) . 23 Coordinate with tz 'u * ，  "phrases， " and given as an object of judg
ment， this yi 弋 "a truth， " is more appropriate than yi贅 ， "conception. "  Hsü 
Fu-kuan sees the particular sequence of these lines as significant : he beheves 
this means that the writer is first supposed to arrange the ideas， then select 
the phrasing. 
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Setting out categories . . . putting them in their ranks， an-pu . . . chiu-pan : 
These phrases also belong to the 1anguage of politica1 judgment， making 
assignments that match a particu1ar talent to an office. An-pu， used to de
scribe the establishment of a military tab1e of organization， describes the 
creation of a structure of functions ( in Chinese wei 位， a hollow "position" 
which may be held by different individua1s ) .  Hsü Fu-kuan points out that pu， 

"category， " is the term used for the divisions in the ear1y 1exicographical 
work， the Shuo-wen 說 文 by Hsü Shen (ca. A . D .  1 00 ) ;  such divisions are 
semantic categories and wou1d be closely related to the formation of anti
theses in parallelism.24 Chi日-pan， the act of assigning individual persons to 
appropriate positions， complements an -pu .  The metaphor of govemment 
structure seems to be applied thus : one selects and frames a structure of 
preexisting "ideas" (or "truths， " yi 普 )， then assigns individual phrases to 
appropriate places in that structure ( the phrases culled in the inner search ) . 
This political metaphor suggests something of the dispassionate judgment so 
often assumed in Westem neo也lassicism; but the ana10gy breaks down when 
we consider that this is not the sculptor's limae labor ( " the 1abor of the file" 
that Horace enjoins )， but rather the mode1 of a structure of relations between 
elements， each with is own autonomous disposition， like human beings in a 
political structure .25 

Lines 35-36: That (which) contains light . . . that (which) embraces sound 
within， pao-ying-chβ huai-hsiang-che :  Compounds and antitheses based 
on sight and sound often comprehend a full range of sensuous attributes (see 
commentary to 11 .  5-6 ) .  "Contain， " pao， and "embrace within， " h uai， refer 
not only to the possession of these attributes， but also to "withholding" 
them， requiring the poet's active intervention to bring them forth. Embedded 
in this antithesis is th巳 common compound huai-pao 懷 抱 ， a person's μcher
ished feelings， " often withheld from expression. Although this couplet 
speaks primari1y of bringing out and putting to use the latent qualities of the 
things of the world， the metaphor of politica1 judgment and assignment re
mains strong: someone charged with seeking out talent for office is enjoined 
to discover and bring out hidden (or withheld) capacities in those examined 
and to put those capacities to appropriate use. There is disagreement regard
ing the frame of reference here. The phrases may refer to the sensuous qua1-
ities of things ( although Chang Shao-k'ang disagrees strongly with this possi
bility) . It may refer to rhetorical "flash" (in Chinese， rhetorica1 flourishes are 
often described as light and color emanating from the text ) and the auditory 
qualities of a text . Or it may be， as Huang K'an and Chang Shao-k'ang sug
gest， the deve10pment of "poetic ideas， " bring out their latent possibilities .  

Striking open， k 'ou :  Originally meaning "knock， " k'ou ear1y took on the ex
tended sense of to "bring forth， " as in Analects IX. 7 .  

This important passage concems the ordering process that must follow the 
encounter with plenitude. The dominant model is one of building a govem-
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38 

39 

40 

41 

42 

43 

44 

ment out of an unorganized body of persons with various kinds of potential. 
One must build a structure of positions or functions， then judiciously match 
individual capacity with function， taking great care to discover everything 
and overlook nothing. Like a founding emperor (conventionally called a 
"Sage吋， the poet does not create out of nothing， but rather uses what is avail
able to give natural order to chaos .  

The preface echoed the voice of Co吋肌ius ( the Sage ) in several places; 
and， in Lu Chi 's time， the spirit journey could easily be associated with the 
cosmic authority of an emperor ( Sage )， imperial panegyric having often been 
based on the spirit journey， as in the "Great Man， " Ta-;en fu 大 人娥， by the 
Western Han writer Ssu-ma Hsiang-ju 司 馬 相 如 . Following the associative 
transformations of the writer as Sage， in this section we have the model of 
discovering talent to form a government. It should be stressed that any anal
ogy between the actions of a poet and those of the Emperor-Sage are veηr 
subdued and nowhere explicit. 

In Western literary thought， divinity was a recurrent model for the work 
of a poet， from the god's control of poetic utterance in Ion to the long lineage 
of "creation" theory， in which the poet as "maker" was equated with the 
加laker， that began in the early Renaissance . Lu Chi looks to a very different， 
but equally powerful model， to the Sage and his utopian state : this model 
promises a human understanding which makes it possible to enact the coun
terpart of Nature's harmonious order， where everything is living relation. 

The structure of categories ( pu )  that informs a composition 的 not conceived 
as a logical or persuasive "argument， " but rather as a system of productive 
differences and relations . This section seems to address the question of "con
ceptions' being equal to the things of the world叮 the writer is supposed to 
organize a literary structure that corresponds to the structure of Nature . It is 
important to note that words and things have their own inherent natures : 
their qualities in a literary work are not something that is "given" by the 
poet. Rather the poet orders them according to their natures and "calls forth" 
their latent qualities. The following section amplifies with illustrations of 
some of the essential relations which organize the literary work just as they 
organize Nature. 

或 因 校 以振葉 。

或 沿 波 以 討 源 。

或 本 隱 以 之顯 。

或 求 易 而得難 。

或虎變而獸擾 。

或 龍 兒 而 鳥 瀾 。

或妥帖而 易 施 。

或組出吾而不安 。
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37 He may rely on the branches to shake the leav白，

38 Or follow the wavcs upstream to find the sourcc; 

39 He may trace what is hidden as thc root and reach thc manifest ，  

的 Or seek the simple and obtain the difficult .  

41 It  may be that the tiger shows its  stripes and bcasts are thrown into agita-

的on，

42 Or a dragon may appear and birds fly off in waves around it. 

43 It may be steady and sure， simply cnacted， 

44 Or tortuously hard， no casc in Ít. 

Lines 37-38: The antithetical pair of relations comprehended in this couplet 
was so common that it would have been immediately recognized by all read
ers， thus establishing expectations regarding the structural significance of the 
less common examples in the lines that follow. Branches to leaves is a move
ment from origin to consequ巳ncei waves to source is the contrary movement 
from consequence back to origin. Relations between origin and consequence 
( often expressed in Chinese as pen -mo 本末， "root and branch-tip" )  constitute 
an essential category of yi 瞥 ， “conception， " and include temporal， causal， and 
hierarchical value relations. The question arises whether Lu Chi intended 
these and the following relations to apply to the internal structuring of the 
text or to operations of significance : is the movement from origin to conse
quence the way of developing an idea within a text， or is it how "meaning" 
means ( that is， when the text mentions somethi月 that might be taken as an 
origin， will the reader think of the consequence-as in T' ang poems when 
the poet mentions wind and flowering trees， the reader is to think of the fall 
of the flowers ) ?  The T'ang Wu-ch'en commentary seems to take it as an op
eration of meaning: "One writes of the branches and thinks of the leaves . "  
And indeed "relies on the branches t o  shake the leaves" does suggest an op
eration of meaning: by means of one movement a second movement is impli
cated. But the etiological movement of "following the waves upstream to find 
the source" suggests the structural development within the text， investigat
ing a phenomenon back to its origins . It may be that we have here a Chinese 
rhetorical figure known as hu-wen 互 文 : "A is Xi B is Y" may be understood 
"A and B are X and Y. " If this is the case， Lu Chi might be lightly implicating 
both operations in one general principle :  these relations that inform μconcep
tion" may apply both to the structure of the composition and to how one may 
understand any particular element in that structure. 

Lines 39-40:  The paradigm in lines 37-38 is a movement between origin and 
consequencei a similar paradigm of change is given to the opposites in this 
couplet. The relation described here seems to refer to a term that resolves 
into its opposite:  1 )  in the movement of the discoursei or 2) through move
ment in the process of understandi月 (for example， a difficult point that 
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becomes clear when examined， or a clear point that reveals hidden 
complexities ) j 26 or perhaps in this case， 3) through a movement in the act of 
composition. As the movement between origins and consequences ( pen -mo)  

describes one essential category of  relations， the same is true of  the move
ments between the "hidden" ( or "obscure" or "1臼at忱ent'什')川and "manifes仗t . " The 
O叮n堵gm o吋f t出hi臼s lin即1臼e i臼s in Ssu 且ma Cαh廿仙l'甘'ie凹n'旭s e凹va叫1u叫at臼lV問e cωomme凹nt on the "B血io呵gr昀a
phy of Ssu咀-ma Hsiang卡1" in the Shih chi : μThe Book of Changes takes what 
is hidden as the root and reaches the manifest .月7 The scholiasts explain this 
as the latent (and also obscure ) principles of the Book of Changes that become 
manifest in human affairs . If Lu Chi has this source text strongly in mind， 
then he would be suggesting that a literary work may be obscure or its signifi
cance latent， only unfolding in its application . An opposition similar to Lu 
Chi's yin and hsien occurs in the chapter "Latent and the Out-Standing" of 
Wen-hsin tiao-lungj but there yin and hsiu refer to two distinct qualities in a 
text， qualities closely related to affect and significance. In the chapter "The 
One Who Knows the Tone， " when Liu Hsieh refers to the reading process， he 
uses the same terms Lu Chi uses here : "in the case of reading a work of 
literature， one opens the text and enters the affections [of the writer]， goes 
against the current to find the sourcej and though it may [at first] be hidden， it 
will certainly become manifest . "  

Considering this discourse o f  obscurity and obviousness， ease and diffi
culty， it is perhaps not improper to carry the question back to the lines them
selves. Lu Chi 's lines read easily in Chinese， but a modicum of reflection ( on 
the original ) or a quick survey of the Chinese exegetes assures us that the 
lines have so many possibilities of interpretation that no single one of them， 
however attractive， can completely win out over the aggregate of other read
ings . To offer a few examples of divergence on the line about ease and difficul
ty : Hsü Fu-kuan takes it as understanding something basic and applying it to 
what is difficult ( "either first to investigate the hidden， then with that as a 
basis， to move to the resonances j  or first to investigate what is easy， then 
move from the easy to resolve difficulties" ) .  Chang Shao-k'ang thinks the 
second line refers to seeking an easy phrasing and thereby getting t 

Lines 4 1 -4 2 :  This coup1et is notoriously obscure . Li Shan is correct in refer
ring the first line to the hexagram Ko in the Book of Ch anges ‘ "The Great 
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Man shows his stripes [literally， "d吐does a t位ige叮r-mu叭1此ta仗ti昀on'ν"叩F
is gleaming. " This metaphor for nurturing oneself in seclusion is based in the 
folk belief that the tiger will hide away and let its pelt brighten， so that it can 
later emerge with its stripes clearly visible， showing itself for the powerful 

beast it is. Important here is the play on "pattern， " wen 弋 which is the ade

quate external manifestation of inner nature， be it in the stripes of a tiger or 

in a literary work. Without reviewing the full history of the dispute over 
these lines， let me say that Ch'ien Chung-shu's interpretation is the most 
cogentj his interpretation of jao as "submissive" is， however， forced ( even 
though in line with Li Shan ) .  The ordinary sense of jao as "disturbed" or 
"agitated" is quite the appropriate response to a tiger showing itself in its 
true colors . The verbal or adjectival use of lan， "waves， " is most unusual， 

and must refer， as Ch'ien Chung-shu suggests， to the sea birds flying off in 
droves when a dragon shows itself.28 

After clarifying some of the images， we must wonder to what kind of 
relation they refer. In both cases a new， powerful element， something with 
the capacity for transformation， enters the scene， establishing a hierarchy， 

changing the stance of previous members of the scene by showing itself. In 
general terms， the relation described seems to involve a change in value by 
juxtaposition， so that the appearance of a particular element in a composition 
( in this case， a powerful image， line， thought， etc. ) revalues what went before .  
The relation seems to  correspond to  lines 1 27一 1 28 :

Set a suggestive phrase in an essential spot， 
And it will be a riding crop for the whole piece. 

Or in lines 1 53- 1 54 :  

Thorn bushes and medlars need not b e  cut down一
They too can become glorious by the roosting kingfisher. 

The interest in the “strong image" or "strong line" is here probably a more 
general relation of relative value through juxtaposition.29 

Lines 的一44: This opposition between steady ease of movement and diffi愉
culty is a fundamental antithesis， but less complex than the preceding ones .  
As with the preceding couplets， it may apply to the internal development 
of a piece， to the process of understanding， or to composition. Applied to 
composition， it recurs several times later in the poetic exposition. 

Note that Lu Chi 's μrhetoric" 的 indeed comprised of something like lexis 
( "word choice" )  and taxis ( μarrangement' ' ) ;  but the differences are striking 
and significant . The poet encounters things and words (and perhaps "moods， " 
ch 'ing瓣 ， as well ) in an abundant and happy disorder. From these he selects 
and organizes according to the fundamental rules of relation and transforma
tion. All this is accomplished in the mind before writingj composition can 
occur only when this stage is complete. 

" The Poetic Exposition on Literature" 109 



45 草書澄心以凝思 。

46 砂芳、慮而為言 。

47 籠天地於形 內 。

48 挫篤物於筆端 。

49 始擲燭於燥吻 。

50 終流離於寫翰 。

45 He empties the limpid mind， fixes his thoughts ， 

46 Fuses all his concerns together and makes words . 

47 He cages Heavcn and Earth in fixed shap亡，

48 Crushes all things beneath the brush ' s  tip 

49 At first it hesitates on his dry lips ，  

50 But finally f10ws frcely through the moist pcn 

Empties the limpid mind， ch 'ing ch ‘eng hsin : In the preceding stage of 
meditation before composition， the poet's mind was anything but 1impid and 
empty. The modifier "limpid" may best be understood here as the result of 
the emptying process : "he empties the mind so that it becomes 1impid. "  Each 
of the three stages-attainment of the preconditions of composition， medita
tion before composition， and here， composition itself-repeats the essential 
process， beginning in emptiness and proceeding to fullness .  

Fixes his thoughts， ning-ssu : This is  the compound for "concentration川
thoughts that had previously been moving about， now become "fixed"  on a 
single point . 

Fuses all his concerns together， miao chung-lü : This very difficult phrase is 
based， as Li Shan notes， on a passage in the Shuo-kua 說卦， "Discourses on the 
Trigrams， " in the Book 01 Changes : "Spirit [in]fuses (miao* )  all things and 
works in them" 神也者， 妙萬物而為言 者 也 . " A proper understanding of Lu Chi's 
1ine depends on just how Lu Chi understood the Shuo-kua passage， and par
ticularly on how he understood the use of miao* . He may have understood 
miao* as "fine" or "subtle， " in the sense of what is as if seen remotely or in 
miniature . In any case， the early commentaries on the Shuo-kua are not pre
cise enough to clarify the passage fully and give us a precise sense of how Lu 
Chi would have read it. Hsü Fu-kuan and some other modem exegetes take 
miao* in a philosophical sense as a perfection in union， a fusion in which all 
differences disappear. In this context it does seem highly likely that Lu Chi 
understood wei-yen， "works in them， " as "makes language . "  The Shuo-kua 

passage seems to describe how spirit operates in even the finest (miao* )  

transformations of things， thus fulfilling and unifying them. If this is the 
case， the compositional parallel would be that the poet begins writing only 
after having drawn all the individual elements ( described in the preceding 

1 1 0 Chapter Four 



section) into a seamless unity. A far simpler alternative would be simply to 
ignore the Shuo-kua passage， take mia♂ in a transitive sense of its common 
meaning of "remote， " and construe the line : "he puts all concerns far from 
him" (or in the very similar interpretation of Chang Feng-yi and Fang T'ing
kuei， "transcends the concerns of ordinary people吋. Considering Lu Chi's 
interest in and familiarity with the Book of Changes， however， it seems he 
would not be ignorant of  such an attractive source passage . 

He cages Heaven and Earth in fixed shape:  Li Shan cites Huai-nan- tzu t1í 南 于 :
"Ultimate Unity encompasses [encages] Heaven and Earth" 太 一 者， 牢 籠 天
地 也 . The statement o f  maste叮 in the following line leads m e  here t o  the 
stronger， more literal renderi月 of lung "cage . "  The Wu-ch'en commentaηr 
suggests that "fixed shape， " hsing耨 形 ， is here the "form" of a literary workj 
but hsing* is not commonly used in this way， and it seems that Lu Chi 's 
statement is more directly cosmogonic.30 

This is a remarkable passage， suggesting through the allusion， that the 
poet is the counterpart of T'ai-yi 太-， the deWed principle of "Ultimate Uni
ty. "  Along with the statement attributed to Ssu-ma Hsiang-ju in the Hsi
ching tsa-chi ( see commentary to 1 .  1 5  above )， this and a few other roughly 
contemporary statements constitute the beginning of a tradition in Chinese 
literary thought in which the poet becomes equivalent to the forces of 
Ongoing Creation ( Tsao-hua 叮 In contrast to Lu Chi's other versions of the 
poet-the anxious seeker， the vessel through which things become manifest， 
the Sage-Emperor organizing an orderly society of words and ideas-this no
tion of the poet as Tsao-hz扭 著 is much closer to the Western notion of literary 
"creation. " The similarity can， however， be deceptive . The stress here is not 
on voluntary creation ex nihilo， but on a comprehensive and animate whole 
in which the operations of  a poet's mind reenact the animate totality of Na
ture . The work is a heterocosm， "another world" or "second nature" j  but it is 
one of ultimate realism， reenacting the principles that inform this world.  The 
poet's quasi-divine power lies in his capacity to carry out these complex pro
cesses， not in invention. The central difference between this vision and the 
Western concept of literary "creation" lies in the Western concept of free will 
and its relation to creative divinity: from the late Middle Ages on， the poet's 
work was explicitly compared to God' 

In fixed shape， hsing* -nei : Hsing誓 ， here translated as "fixed shape， "  is the 
corporeality that all things possess. Earth and all things already have hsing普 j

whether Heaven has hsing* i日 a matter of dispute (but if it does， it is round) .  
But Lu Chi i s  not referring t o  Heaven and Earth per se， but rather t o  an entire 

world. There seem to be two possibilities for "caging in fixed shape" : First， Lu 
Chi may be referring not to the abstraction of "literary form， " but to the 
physical text and the physical "shape" of the characters j thus a whole world 
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is captured in these ink-shapes. The second possibility i日 a reference to an 
envisagement， through a text， of quasi-corporeal forms and relations : if a poet 
wrote of "clouds blowing through the sky， " these are not mere words but 
indices of a determinate envisagement . Through the poet's power， as through 
the power of Tsao-hua弋 these things， which existed only in potenti祉， be
come physical and have the relations of physicality. 

We should stress the impulse toward limitation and stasis in this and the 
following line : "cages" and "crushes . "  The outer world is always in trans
formation， coming-to-be. Given in written language， the things of the world 
are tom out of transformation and fixed : in a text the words “autumn leaf " 
will never fall to the ground and decay， to be replaced by a spring leaf six 
months later. The poet not only puts things in fixed form， he "cages" them 
there in a particular form. That very power of transmutation in which the 
poet exults also fails to recreate the outer world in its most important 
attribute-the capacity for change . From this arises a problem which Lu Chi 
will address later in the poetic exposition. 

Lines 48: The antithesis between "all things" and "Heaven and Earth" com
prehends the totality of the extemal world. This is a remarkable sense of 
violent power over some "thing， " which passes through mind and emerges in 
the written character， "flattened" under the tip of the bent brush. This flat
tening and crushing that occurs in the physical act of writing adds to the 
impression that the things of the outer world have been transmuted into an 
inanimate stasis . 3 1  

Lines 49-50:  The traditional antithesis that govems this couplet is t 'ung*  -se 

通塞， "passage through and blockage. "  The unwritten composition swells 
within the poet， hangs blocked at the "exit" ( the li阱， for the composition is 
first recited)， then flows out through the writing brush. The opposition be
tween "dry" and "moist" links this process to barrenness followed by fertil
ity. The metaphors of liquid and ingestion earlier are completed in the over
tone ( certainly not consciOl叫y intended ) of urination or ejaculation， as the 
liquid flows out from the writing brush.  If something is "taken in" and 
"stored up" ( common metaphors for experience and study)， then something 
must finally "come out. " This pattem of storage and sudden discharge be司
came a favorite model for the psychology of composition， as five centuries 
later in Han Yü's famous "Letter in Response to Li Yi" :  " [After much study] 
what my mind has chosen pours out through my hand in a swift stream 
. . . and only when it has gone on like this for years does it become a wild 
flood . . . Ch γ is water; words are the things that float upon it; when the 
water is in flood， then all floating things large and small are bome up upon it; 
such also is the relation between ch γ and words . 吋2 Supporting the sexual 
metaphor in Lu Chi's lines is the close relation in provenance， sense， and 
sound (which in Lu Chi's time may have been even closer) of tzu 字， the 
"written character" ( also meaning "nurture， " "give birth to什 and tzu 子，

“child" or "seed . "  There is a minor tradition in later literary thought that uses 
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the metaphor of offspring for a writer's work; and there is a more powerful 
tradition that speaks of the literary work as a human body ( as in the Western 
treatment of the poem as sômaton， the "little body" ) .  But tzu in the sense of 
"seed" may be related to one of the most powerful of traditional metaphors 
for the literary work， the literary work as tree， developed in the following 
couplet. 

51 理扶質以立幹 。

52 文垂條而結繁 。

5 1  Natural principlc ( l i叮 supports thc substancc ( ch ih 特 ) ， a trce ' s  trunk; 

52 Pattern (wen叮 hangs down in the branchcs ，  a net of lushncss .  

Through the tree metaphor this couplet outlines the organic relations be
tween some of the most basic terms in Chinese literary thought : “natural 
principle" (li 特 )， "substance (chih 祥 )， and "pattern" ( wen * ) . For convenience the 
Western reader may think of the relation between form and content as a point 
of departure， but the particular implications of this tree metaphor make the 
Chinese ideas quite different. 

First we should note that a diachronic relation is immanent in the syn
chronic relation described: the essential structure of the tree and of a literary 
work is their process of formation; describing their parts is also tracing their 
coming-to-be. "Natural principle" is anterior to the trunk/substance; trunk/ 
substance precedes the twigs and leaves that grow from it . The movement 
between these terms is also a process of "becoming outward"; and investigat
ing the terms is a contrary movement "inward. "  

Li 楞 ， "natural principle， " is the universal structure that inheres in any liv
ing， formative process :  it is not "treeness" but "treeing， " "elming， " "oaking
in七ad-soil她without位lOugh-water" ( though 1i 勞 is concei ved as something uni
tary and universal operating in the particular case ) .  Chih 弋 "substance， " is 
the "stuff" of the tree， its inner materiality， which is informed by 1i 特 . Even 
though the emergence of twigs and leaves is also governed by 1戶 ， they do not 
have the claim to "be" the material tree; thus if we looked at a leafless winter 
oak or an oak from which all the branches had been cut， we would still say， 
“That is an oak" (as we would not say looking at a pile of oak leaves or oak 
twigs ) .  The trunk has "priority， " both in the process of coming-to-be and in 
the hierarchical claim to "be" the tree. 

Wen 弋 "pattern， " is the lavish exterior of leaves and twigs and branches， 
that which is most visible. Setting aside the botanical fact that we see some
thing of the trunk in most trees ( though if we follow the Wu-ch'en commen
taηT and take kan as "root" rather than "trunk， " w巳 have something truly 
concealed)， the point here is that the pattern of leaves and branches surrounds 
the trunk， at once conceali月 it， and at the same time revealing its shape and 
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nature. Wen * ，  the "pattern" of leaves and branches， is the final stage of 
growth ( ignoring a few more botanical facts )， the most exterior stage of "be固
coming outward， " that to which a tree grows . To the untutored eyes， li 特 and
chih * are concealed in the lush intricacy of wen * ;  there is the illusion of the 
autonomous and arbitrary in forms that are， in fact， highly determinate . The 
tutored eye sees 1i * and chih * immanent in wen * ;  in fact， 1i * and chih 勢 (as
inner materiality) can be perfectly manifest only in w，仰 著 ﹒ These three terms 
form an organic whole : none can be complete or vital without the others . 1 
should point out here that the relation is nowhere worked out with this com
pleteness in Chinese t巳xts ( except in Yeh Hsieh's μOrigins of Poetry" in the 
Ch'ing) ;  but such a system of relations can be loosely extrapolated from a 
wide range of uses of this metaphor. 

Wen 瞥 is， of course， the profuse intricacy of a literary text， "literarity. "  
Most important， the organic tree metaphor redeems wen 普 from the complex 
issues of secondariness inherent in concepts of mimêsis and later， of "repre
sentation. "  Wen 弋 the literary text， is the outside of an inside， the final stage 
of a process .  The inside can be known through wen *， but wen 替 does not 
"represent" the inside any more than the expression on a person's face "repre
sents" a state of mind. Wen * is posterior to 1i * and chih 弋 but it is necessary 
to their completion. Something imitated or represented can exist indepen
dently of the imitation/representation ( and in the modern version， the quon
dam "representation" can exist without anything represented:  the strange 
flight from secondariness into self-referentiality) ;  but 1i * and chih 特 cannot be 
complete without wen * :  the inside must have its organic outside or it is 
"bare， " incomplete. The purpose of this comparison is not to show superior
ity in the traditional understanding of wen * over Western concepts of mimê
sis or representation; it is simply to demonstrate that issues that have been 
central to the long tradition of Western literary thought will not， and indeed 
cannot arise here . Other problems-substantial problems-do， however， 
anse .  

The question remains exactly of what is wen * the outside. The most ele
gant answer is given in the theory of poetry， shih 詩 : as in the "Great Pre
face， " the literary text is the outside of a certain kind of state of mind， a state 
of mind qualified by the condition of "being intent upon， " chih 持 . But wen * is 
a muc 
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being chih 楞 ， "substantial， " giving the "bare facts" ( even though as a written 
text it will also be spoken of as wen * )， and contrasted with other texts that 
have the quality of wen 弋 more "ornamented" or "literary . "  The fuzziness of 
the term wen 弋 which is the hope of an organic relation between the world 
and literary writing， 的 the strength of Chinese literary thought before the 
Sung. Many theorists in the Sung decided against an organic relation， claim
ing that wen 勢 was only a vehicle to carry the Way: it was necessary for trans
mitting the Way， but was not itself the outer shape of the Way. This was the 
symptom of a profound loss of faith in writing. 

53 信情貌之不差 。

54 故每變而在顏 。

55 思涉樂其必笑 O

56 方 言 哀 而 已 歎 。

53 Truly mood and manner are never uncoordinate : 

54 Each mutation is right there on the face. 

55 When thought fares through j oy，  there will surely be laughter; 

如 Whcn we speak of lament， sighs have already come. 

Ch'ing * ，  here translated as "mood， " is the condition of mind whenever it is 
stirred by something. But even if the mind were in a state of perfect balance， a 
condition of being "without ch 'ing* ， "  that a1so would be visible in a person's 
manner. "Manner， " mao， is the ground of sensuous variation in appearance， 
especially the "expression" on a person's face . It would not be improper to 
translate the line as "mood and the expression on a face . "  Mao is often used in 
glossing descriptive compounds : “the manner of . . . " (e .g . ，  of rugged moun
tains， the sun just coming out， a look of uncertainty) .  Thus mao is neither 
static form (hsing特 ) nor coloration ( se * ) but a quality of appearance that re句
veals some attribute ( in this case， ch 'ing* ) .  Ch'en Shih-hsiang's trans
lation， "should never fail to correspond， " misses the radical quality of the 
indicative here : the two "never do fail to correspond. "  

Mutation， pi叩 門 Reference here i s  made t o  the changes in mood o r  emotion， 
ch 'ing* ﹒  

Fares through， she :  The use of this verb with a mood or emotion is relatively 
unusual and probably derives from its extended sense as something like 勻x
perience， " "to pass through" and thus "to have been in" something. Ch'ien 
Chung吐lU takes this as reviewing an experience of joy in reflective consid
eration. There is nothing in the verb itself to demand such an interpretation; 
and whi1e the statement would indeed be true of remembrance and reading， it 
is no less true of an original experience of the world.  
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There will surely be laughter， pi-hsiao:  Ch'ien Chung-shu takes this as the 
response that comes from reflection on an earlier time of j oy， also suggesting 
that those who read will laugh as well . This is possible. There is little， how
ever， to indicate that the lines do anything more than reaffirm the perfect 
coordination between state of mind and outer manner. The phrasing here 
makes it very possible to take this as the affective response of the reader as 
well .  1t is also remotely possible that， in conjunction with the following line， 
pl 也hsiao means "[When thoughts fare through joy， J it is necessary that one 
have [actually] laughed叮 that is， real experience is a necessary precondition 
for reliving that experience "recollected in tranquility" or for creating an 
aHect in presenting that experience.3:3 

When we speak of lament， sighs have already come: Ch'ien Chung-shu takes 
these as the sighs of recollected experience that precede actual writing; in 
this case， however， it seems we ought to read these as the sighs of a genuine 
emotional response that must precede writing lament. Hidden here is the 
sequence of manifestation in the μGreat Preface川 first the experience ( j oy) 
followed by expression in sound (laughter) ;  then 且n expression in mere sound 
( sighs )  followed by expression in words . 

Lu Chi here asserts the principle on which the great tree metaphor and 
indeed all early Chinese literary thought is founded : there is a perfect corre
spondence between inside and outside'. Since this principle would have been 
awkward to illustrate through the tree metaphor， Lu Chì shifts to something 
much closer to the actual situation of literature， the relation between ch 'ing祥

( “mood/' "emotion")  and manner or the expression on the human face. The 
principle articulated here is directly opposed to one of the deepest assump 
tions in Western literary thought， that truth can appear best when displaced 
into a fiction or into the mask of another. This Western assumption finds an 
extreme and oddly personal expression in Oscar Wilde's famous aphorism: 
"Man is least himself when he talks ìn hì日 own person. Give him a mask， and 
he will tell you the truth . ";34 

Not only is every mood apparent in writing， every "mutation" ( pien 叮 ln

mood appears as a change in outer expτession. It is not paradoxical to say that 
Lu Chi 's assertion of perfect correspondence is no less a response to the threat 
of deceptive appearances than Oscar Wilde's theory of the mask : both tradi
tions ( including the brief Western swerve toward the Chinese position with 
the interest in "sincerity" in the nineteenth century) base literature on an 
answer to the danger of deception and untruth . Lu Chi's radical claim in 
these lines is a hopeful promise : if only one knows how to look or read， the 
true inner state will be revealed. If one looks at a deceiving appearance， one 
should be able to see "the act of conceali月 one's true emotions" ;  the skilled 
viewer or reader will not be deccived. One can always read the inner state 
from the surfacej if there is deception， both the deception and its motives will 
be part of what one sees. We take Lu Chi 's lines here in the context of Men
cius ' claim to "understand language" ( II .A.2 .xvii; see above pp. 22 -23 ) .  
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While Lu Chi's principle of perfect correspondence can comprehend the 
problematic case of attempted deception， he speaks here in terms of the 
direct， unproblematic examples . He uses the two primaηT emotions to en
compass the full range of emotion ( see commentary to 11 . 5-6 above ) .  In doing 
so Lu Chi seems to be articulating another fundamental principle， the repro
duction of mood in the process Of manifestation : the originating mood in且
heres in the texts and r巴curs in reading the text， and perhaps， as Ch'ien 
Chung回shu suggests， in reflection on the originating experience that occurs 
before writing. 

That the original state of mind or mood ( ch 'ing* ) is reproduced through 
the text is another hopeful promise .  If we read this to mean that convincing 
literary presentation can originate only in genuine emotion， it might be mar
ginally tenable .  But if we take it to mean that the writer's state of mind is 

reproduced perfectly and accurately in the r巳ader， then we have a promise 
more fraught with difficulties than the principle of perfect correspondence 
between inner and outer. 

57 或操組以率爾 。

58 或合毫問道然 。

57 He may havc graspcd the tablct and dashed it off lightly， 

58 Or may have held the brush in his li阱 ， [his mind] far in the distance. 

This antithesis between instant composition and slow， reflective composi
tion has parallels throughout "The Poetic Exposition on Literature" ( and in 
the later dispute in Buddhism between instant and gradual enlightenment ) .  
As  i s  often the case in  Chinese rhetoric， antithetical terms that in  alternation 
define a process may also appear as synchronic alternat凹的. We have already 
seen a version of the antithesis in this couplet given as describing the stages 
of a process : 如st the leisurely spirit j ourney that led to a storing up of mate
rial， which then hung for a moment on the writer's dry lips j  then the pouring峙
out through the writing brush. Here this antithesis between gradual and 
instantaneous appears as alternative modes of writing ( cf .  also 11. 22 1 -224， 
229-230， 235-248 ) .  We might note further that the gradualist position cor
responds roughly to the tree metaphor， while instantaneous manifestation 
corresponds to the changing moods appearing immediately on the face. 

59 伊茲事之可樂 O

60 [èi 聖 賢 之所欽 。

59 In this event can bc found j oy，  
60 Firmly hcld in honor by Sages and men of worth . 
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This general comment marks a transition and may echo the tradition that 
Sages “make" ( tso 作 )， while "men of worth" (hsien 賢) "transmit" ( shu 述 i see 
Preface， Section C ) .  The union of j oy and ethical valuing ( "held in honor吋 has
deep resonance in the Confucian tradition. Note that here Lu Chi is referring 
specifically to the "event" (晶晶 仆， the act of writing， not to the product. 

There is a rich discourse of j oy in the Chinese tradition， beginning with 

the first ent叮 in the Analects . Ch'i巴n Chung-shu cites a number of examples 
in which writing is given as a means to release a person from sorrowi but this 
is quite different from the simple pleasure of the activity. One passage， 
however， cited by Ch'ien Chung-shu is quite apt in this context， a fragment 
of a letter by Ts'ao Chih ( 1 92-232) : " . . . so 1 followed my whim and wrote 
由is letter， first holding back my good cheer as 1 grasped the brush， then with 
a great laugh letting the words come out : this may even be the ultimate 
in pleasure . "  As in the eighteenth centu叮 in the West， in China literature 
is often associated with play， or rather a liberty and ease of movemem 
a "wandering away" from the limitations and demands of the world. Ir:; 
Analects VII .6， after various injunctions on duty and moral action， Confucius 
concludes "wander freely in the arts， " yu 串串 yü yi 遊於藝. Although by yi， 
"arts， " Confucius meant a variety of noble pastimes that probably did not 
encompass the composition of literary works， the meaning of the word had 
shifted by the Hani thereafter， for most people， literature was the first thing 
to come to mind when thinking of Confucius ' phrase .  

61  課虛無 以 責 有 O

62 叩 寂 寞 而 求 音 。

61  A trial of void and nothing to  demand of i t  being，  

62 A knock upon silence， seeking sound 

Line 6 1 :  The use of k 'o ( μtryJF “test， " "evaluate against a standard" )  is remark
able here， and none of its common usages fit the sense comfortably. Less 
active than in the following line， the writer here seems to "put void and 
nothing to the test" to see whether it can produce being， 的 it did in the 
primordial cosmogony. It may be， however， that the writer himself is making 
the attempt， "put to the task， " in the void. "Void and nothing， " hsü-wu 虛 無 p

was， by some accounts， the original condition o f  the universe out o f  which 
"being" or "presence" ( the "there-is" ) ，  yu 有 ， occurred.

This passage is of particular comparative interest because it explicitly 
refers to a second cosmogony and creation ex nihilo， both recurring concerns 
in Western literary thought. A close examination of this passage， however， 
shows that the poet seems to be more the midwife of this second creation 
than its maker. He compels ( or tries to compel ) nothingness again to produce 
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being-he "puts it to the test"-but the ro1e of his will is limited : if some
thing is produced， his will plays a ro1e in the fact that something is produced 
and perhaps even in what is produced; but the will does not itself do the 
producing. The description of the role of the μcreative" poet differs here from 
the Western notion of second creation found in such Renaissance works as 
Boccaccio's De geneologia deorm妞， Julius Caesar Scaliger's Poetics， and Sir 
Philip Sidney's "Apo10gy for Poetry， " not only in its 1ack of a theo10gical 
model， but also in its conception of self. Obviously this literary "being" ( y叫

that is produced does indeed emerge out of the self in Lu Chi's version， but 
"mind" (hsin 汁， in which consciousness and volition are 10cated， is not the 
whole of the inner self; "mind" rather moves in a microcosmic void and from 
that draws forth the "being" that is the literary work. 

Line 62: Although the poet is here in a more active， productive re1ation， he is 
still "seeking" rather than "making門 的 in the preceding line， sound here 
comes into being through an active relation between mind and something 
else within the self. Note that the "knocking， " k 'ou， is the same word as 
μstriking open" in line 35 .  

Both in  China and in  the We鈍， cosmogony has been one o f  the most 
powerful mode1s for understanding the genesis of the literary text， just as 
nature has been one of the most powerfu1 models for understanding the dy
namics of the text . In traditiona1 Chinese intellectua1 culture the dominant 
view of cosmogony was the spontaneous generation of being (more properly 
"presence， " the "there廿叮 out of nothingness ( "absence， " the "there封-not" ) .
Unlike the primordia1 cosmogony， however， literary "cosmogony" requires 
the conscious mind， and its ro1e in the process will be a prob1ematic one. Lu 
Chi's solution to this prob1em i日 an ingenious one : mind is neither "creator" 
nor mere bystander， but rather an "initiator， " an agent who sets in motion 
and governs a natura1 process， calling forth being and sound. 

63 函1 縣 邀 於 尺 素 。

64 吐 i旁 沛 乎 寸 心 。

的 He contains remotc distanccs on a shcct of writing silk， 

“ Emits a boundless torrcnt from the speck of mind .  

Contains， han :  Li Shan exp1ains this by a Book 01 Songs gloss， equating this 
han with h an 合， "to hold within . "  This h an， however， carries a slightly 

different semantic force， particularly appropriate to the context here : “to 
admit， " "to be big enough to contain. "  

A sheet of writing silk， ch 油-su : Later ch 'ih -su came t o  mean simp1y " a  1et咱
ter";  here it retains its force as a physical object， "a foot ( ch 油 ) of silk" on 
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which any kind of work can be written. The measurement ch 'ih ( in Lu Chi's 
time about 24 cm. ，  though intended loosely rather than precisely) is still liter
al enough to make the line oxymoronic .  

Speck of mind， 的'u且間的in : A ts 'un was about 2 .4 cm. ;  the mind， the seat of  
consciousness， was popularly conceived as being a "square ts 'un 月 方 寸 in

dimension. 

In the preceding couplet the antitheses were arranged as a movement of pro
cess :  presence generated out of absence， sound generated out of silence. In 
this couplet the antitheses are arranged oxymoronically， as opposites :  vast 
space contained in a foot， a torrent out of a "speck . "  The earlier metaphors of 
ingestion and expulsion find a counterpart here in movements of contraction 
and expansion， in which the poet and the text are nexi . The vastness of the 
outer world seems to enter the minute space of mind; out of that minute 
space a torrent of words or thought emerges; that torrent， and its origins in 
the vastness of the universe， are again contracted into the "foot" of writing 
silk. Lu Chi began his poetic exposition concerned with one stage of the com
positional process "being adequate" for the preceding stage. One aspect of the 
question of adequacy is qualitative; this aspect is addressed in the theory of 
correspondence given earlier. Perhaps the more serious aspect of the question 
of adequacy is quantitative : Lu Chi is fascinated by the multiplicity and com
plexity of the outer world， and he must wonder by what principle such rich
ness can be reduced to the limitations of the text . These movements of con
traction and expansion， by which the vast can be contained in the tiny and by 
which the tiny can reproduce the vast， are essential in solving the problem of 
quantitative adequacy and anticipate the role of understanding as the organic 
expansion of the limited text . 

的 言 恢 之 而彌 廣 。

66 思接之而逾 深 。

65 Language givcs it brcadth ， expanding and expanding;  

66 Thought pursues 此， growing dceper and deeper . 

Both the grammar and the sense of this couplet are extremely difficult. 1 have 
followed the Wu-ch'en commenta叮 in taking "language" and "thought" as 
the subjects of their respective verbs ( the Wu-ch'en commentator's para
phrase is literally μextends it by language" with the second line interpreted in 
parallel ) ;  but many commentators take "language" and "thought" as the 
objects of the verbs : “Language-give it breadth . . . ; thought-curb/pursue 
it . "35 

Pursues， an : An here may mean either "restrain" or μinvestigate . "  This leads 
to a rough division in the possible interpretations of the line : either thought 
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curbs the expansion of language by an intensive process 01 organization that 
counterbalances language's extensive movement ( copia ) ;  or one should ex
tend the treatment in language and at the same time pursue the thought ever 
deeper. If we take "thought" as the object of an interpreted as "restrained， " 
then a movement of mind which is obviously held back gives a sense of 
depth， of unspoken possibilities. 

The difficulti 巴s of this couplet are， in mÍniature巳， t由he d品if丘恤t鈺i比cu叫1址ltie臼s of 
Poetic Exposition on Lμit臼er凹且t伽ureσ11 as a whole :  because the lines use familiar 
antitheses， they follow smoothly on first reading; but reflection yields a 
welter of possibilities that obscure any easy "sense" one might find in the 
couplet. The terms of the couplet are obviously related to the motif 01 "ex-
pansion" and "contraction，" treated from lines 6 1  to 70 :  language is related 
to extension， while the “depths" pursued by thought would be associated 
with the intensive movement of contraction. One characteristic feature of 
the taxis of Chinese rhetoric is that the order of presentation follows the 
presumed order of process :  first things are given first .  Thus (using the kind of 
observations mad巳 in later rhetorical analysis) ，  t晶h巴 statement
out of b廿re位at由h because he ran so f臼as仗t" would be an μ 勻lnve叮r昀si叩on'ν" ( tao t對� ); the 
normal order shou1d be "He ran so fast， he was out of breath . "  If this couplet 
referred to composition， the proper sequence of presentation would have been 
"thought， " ssu (with allied terms such as "conception， " yi * )， then "1anguage， "  
yen . The sequence as given here leads to a possible interpretation of the coup
let ( roughly followed by Ch'en Shih-hsiang) in which "thought， " ssu， refers 
to the process of reading and understanding the text : first we have language， 
expanding either in copiousness of treatment or in its associations ; as that 
occurs， the reader pursues the significance ever more deeply. 

On the other hand， we may choose not to grant any significance to the 
sequence here : "1anguage， " then "thought . "  Thought， "pursuing" a question 
to its depths， may occur in the process of a copious treatment in language : "as 
the words extend ever more broad1y， the thought is pursued ever more deep-
1y. " If we take an as "restrain， " it may refer to a compensatory balancing that 
is mentioned elsewhere in the poetic exposition : words seem to have an in
nate tendency to profusion， requiring a compensatory restraint on the part of 
thought ( cf. the section beginning at 1. 33 and 11 .  75-76 ) .  There are other 
1egitimate possibilities .  In a couplet such as this， it is impossib1e securely to 
adjudicate Lu Chi's intentions :  the reader comes to this coup1et with ex
pectations derived from what he has read before， both earlier in this poetic 

exposition and elsewhere， and his "natural 
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( or inner) world to a contraction in the "speck" of mind and on the "sheet 
of writing silk叮 the next stage of the process would be an expansion， occur
ring in reading， engaging the extensive associations of limited words and 
thought's pursuit of the intensive concentration of significance in the words .  
In the following couplet that movement of expansion is carried still further. 

67 播芳君主之稜餒 。

68 發育條之森森 。

69 雪是 風飛而區建壤 。

70 鬱雲起乎翰林 。

67 It spreads the rich scent of drooping blossoms ， 

的 Produces the dark density of grcen twigs :  

69 Sparkling，  the breezes fty and whirling gusts commence; 

而 Swelling， clouds rise from the forest of writing brushes . 

Speaking of this final stage in the literary process， Lu Chi returns to the tree 
metaphor， specifically to the outer pattern of leaves and branches， which is 
the domain of wen * (1. 52 ) .  Later， the language of vegetation was to become 
very important in the development of a vocabulary of styles and moods (e .g . ，  
ku 枯， "bare and leafless， " a spare， rugged style ) .  Here， the fragrance of  blos
soming trees provides a metaphor for good reputation， which is born on the 
"wind" or "breeze， " feng* ， the primary term for literature's influence or aff叩開
tive power. From the constriction into the "speck of mind" and into the writ四
ten word (whose "characters， " tzu 字 ， may be associated with tzu 子， "seed") ，  
there grows this lush forest in all its intricate outwardness， a "forest of writ向
ing brushes， " the world of literature . These lines conclude the first section of 
"The Poetic Exposition on Literature， " passing from the preconditions of 
writing， to the process of reflection before an actual composition， to this 
vision of intricate lushness， whose fragrance is born outward on the breeze. 

71  體 有 萬 殊 。

72 物無一量 。

73 紛耘揮霍 。

74 形 難 為狀 o

71  There are ten thousand diffcrent normative forms ， 

72 The things of the world have no single measure: 
73 Jumbled and j ostling， ftceting past ，  

74 Thcir shapes arc hard to dcscribe .  
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Normative forms， tγ : All commentators take this as the "normative forms 
of literature， " wen * -tγ ; that 芯， either as genres， categories of occasion and 
theme ( subgenres )， and normative sty1es ( thinking perhaps of Ts'ao P'i's 
"literature is not of one form") ，  or as the variations that must occur in any 
particu1ar form to treat adequately the variety of its possib1e topics (in the 
1atter case we wou1d trans1ate the line "in a form there are ten thousand 
differences ) .  Given the common coordinate construction between literature 
and the things of the wor1d (both of which provide materia1s for the poet to 
select)， such an interpretation cannot be entirely excluded at this stage . 
Ch'eng Hui-ch'ang exp1ains the relation between 1ines 7 1  to 72 by saying "the 
divergent paths of literary forms arise from the distinctions that exist in the 
images of things ( wu *  -hsiang* ) " ;  that is， the diversity of normative forms in 
literature arises from the categorica1 diversity of the things of the world.  
There are two prob1ems with this interpretation : first， the "normative forms 
of literature" (wen * -tγ ) are usually spoken of in smaller and limited num
bers ( although the infinite variability of a particu1ar form is often discussed ) ;  
second， the things of  the wor1d have tγ， “normative forms， " just as literature 
does ( see 11. 99- 1 00， commentary) .  If the t γ here refers to the normative 
categories of form in things， then "ten thousand" is no exaggeration. More
over， the passage as a whole seems to be restricted to the difficulty of describ
ing the transient， ever-changing shapes of things. Note a1so that in compound 
tγ -wu *  ( "to give the normative forms of things" ) 的 the definition of the 
poetic exposition ( fu )  as a genre ( 1 .  86 ) .  Thus it seems best here to take tγ (as 
Ch'en Shih-hsiang does ) as referring to the “normative forms" of things in the 
world， rather than to the "forms" of literature .36 

No single measure， wu yi liang: This simp1y means that things are various， 
with no measure of quantification or qualification that can apply equally to 
all ( size， co1or， number， etc . ) .  

Jumbled and jostling， fleeting past， fen -yün hui-ho :  These are two descrip
tive compounds， the first giving the quality of disorder and numerousness， 
the second giving the quality of swift movement. 

Shapes， hsing* : This is the "fixed shape" of line 47， in which the poet "cages 
Heaven and Earth. " The usages of various words for 呼orm" in classical 
Chinese overlap， but there are significant differences in their semantic ten
dencies. To give some rough examples of these tendencies : tγ ，  "normative 
form， " would be the word used for body in the phrase "the human body叮

shen 身 wou1d be the "body" in the phrase μmy body叮 looking at someone's 
body in a particular stance at a particular moment， one might identify it as 
t 'i 楞 ， the normative category which is the human body. If something "has 
form" or "has shape" (or conversely， if it is "formless竹， however， hsing* 
would be the appropriate word. If a piece of wood were carved into the like
ness of a human being， jen -hsing替 人 形 wou1d be the appropriate compound， 
though that would not be the "human form， " jen -t γ .  Thus hsing勢 tends to 
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refer to form in general and especially to external appearance; tγ tends to 
refer to a particular normative fonn or the concept of normative form， and 
tends to comprehend the totality of form of what a thing "is， " rather than 
simply its appearance. 

Describe， chuang: Chuang is yet 且nother form word， referring to μmanner" 
or "stance"j here， used as a verb， it means something like "to catch the man
n盯 of， " thus "to describe . "  Here and throughout "The Poetic Exposition on 
Literature" there is a fascination with the infinite variety and constant 
change of the external world， accompanied by a sense of language's inadequa
cy to make that variety manifest. Stated in Western terms， the external world 
is one of Becoming， while the world of language is one of Being ( containing 
the profound intuition that Being is somehow essentially a linguistic event ) .  
Composition i s  a translation from the world o f  Becoming into the world of 
Being; it is an act of mastery (11. 47-48) and an act of granting permanence (11 .  
25 1 -262)， but it is also an act fraught with the danger that in some basic way 
language may fail adequately to present the essential character of the external 
world. 

75 辭和才以效佼

76 穹: 司 契 T1ii f?;匠

75 Diction dispbys its talcnts in a contest of artfulness ;  

76 Concept holds the creditor's contract and is  the craftsman . 

Diction， tz'u * :  Tz'u * has a much less limited range than English "diction" :  it 
may vary from language in general， to the particular utterance， to "phrases， " 
to IIflowery language . "  Used here in opposition to μconcept， " yi * ，  tz '口 特 的
treated not as a product of "concept， " but rather 且s a rhetorical elaboration 
driven by its own impulses， an operation that must be brought under control 
by "concept. " 

A contest of artfulness， hsiao chi : Li Shan and many subsequent commenta
tors take hsiao as "present" or μshow， " thus rendering the line : "Language 
displays talent and shows artfulness . "  While this is a legitimate extension of 
hsiao， I prefer the root sense of 可mulation and competition" :  displays of 
craft were often spoken of in terms of competition. Thus it is as if each phrase 
( tz 'u 叮 is trying to be more lovely than the last .3 7 The implicit danger of dis 
order and disharmony in such competition is answered by the next line . 

Concept holds the creditor's contract， yi ssu-ch 'i : 5s心ch 'i is to take the cre
ditor's half of a tally in a hnancial ιontract. Alrcady in Lao-tzu LXXIX the 
phrase is used figuratively: / lOne of virtue holds the creditor's contract， " 
though he makes no exactions from the people .38 As Lu Chi uses the phrase， 
lt means μbeing in control" in a limited， rather than in an absolute sense-
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something like English "to have the upper hand . "  The relation of conc巳pt to 
language is one of a governing authority: concept is neither the creator nor 
something that exercises absolute control ;  rather it has the authority to gov
ern， organize， and restrain 1anguage's tendency to showiness .  The submerged 
metaphor of government appears also in the term chiang， here used in its 
basic sense as "craftsman/' but often applied to the skillful application of 
authority by a statesman. 

The translation given above is weighted to emphasize the dangerous auton回
omy of diction， but it might also be trans1ated so as to stress the divided 
impulses of the writer: 

Through diction he dìsplays hìs talent and competes ìn artfu1ness; 
Through concept he holds the credìtor's contract and acts as the craftsman. 

There is a similarity in manner between the things of the world and language 
(and perhaps literary forms as well ) :  both are lush and varied; both are hard to 
get under control in their richness. The primary means for limitation and 
organization is "concept/' yi * .  Previously Lu Chi had spoken of his anxiety 
regarding the adequacy of his concepts for the complexity of the things of the 
wor1d; now the function of concept is to govern that multiplicity. The 
writer's consciousness is filled with popu10us provinces of things and 
words， attractive in their richness， but a1ways threatening chaos; thus the 
writer's task is a form of governance-to get this teeming comp1exity to work 
together in orderly fashion. Through the course of Lu Chi's poetic exposition， 
"concept， " yi弋 undergoes interesti月 transformations， beginning as a general 
principle of organization， gradually acquiring ( as here ) a sense of conscious 
contro1 and intention， finally to become something very much like "in
tended， unifying meaning" ( see commentary to 11 . 1 23一132 ) .

77 在 有 無 而個 倪

78 當淺深而不讓

79 雖離方而i塵區

80 期 窮 形 而表相

77 There he strives betwecn being and nothing ，  

78 In deep or shallow， not giving up . 

79 Though it may depart from the geomctry of circlc and square ，  

80 He hopes to  exhaust thc 1imits of shape and countenancc .  

Line 77:  This and the following line are very obscure . Ch'ien Chung-shu 
rightly points out that "being" ( “ presence/' the "勻叫't吐there-叮-is"叫H什') and "叮旭nothing"
( "a油bs倪enc臼e/' the "t由he臼re合『甘 notγ" ) re吐fe盯r back to the moment 0吋 fthe lit臼erar叮y wo臼rk's
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8 1 

82 

83 

84 

generation (1. 6 1 ) . Considering the lines that fol1ow， however， this is not an 
unqualified cosmogony， but rather one in which the poet hopes to adequately 
manifest the things of the world. 

Line 78: Ch'eng Hui-ch'ang gives a plausible explanation of this line by 
citing Book of Songs 35 :  

where the water was deep， 
1 crossed it with a raft or boati 
Where the water was shallow， 
1 swam it and waded through it .  

The application of these lines to the present context would be that the poet 
will not give up under any circumstances. The chief attraction of this inter凶
pretation is that it makes some sense of a line that is otherwise very obscure . 
There is， however， little to strongly support this interpretation戶

Line 79: As Li Shan points out， the "circle and square" are metonymy for the 
"compass and carpenter's square . "  The "circle and square" imply fixed and 
constant norms of treatment， as they imply norms of ethics and behavior.40 
The point of the line is that in order to capture the particular circumstances 
of the things of the world， it is permitted to transgress fixed and constant 
norms given beforehand (an analogy might be the ratio in size between parts 
of the body in anatomical drawingi to draw a particular body， one may find 
that one has to depart from the normative ratios ) .  On the one hand， Lu Chi 
may here be referring to purely literary normsi for instance， a poetic exposi
tion ( fu )  should treat its topic in a certain waYi but in certain topics ( the 
present case of "literature" being an excellent example)， the writer should be 
willing to deviate from those norms. On the other hand， "circle and square" 
might carry their common ethical implicationsi in this case the license 
might be to complicate normative judgments when describing persons and 
events. Whatever the uncertain practical application of this principle， Lu Chi 
is emphasizing that it is the particularity of the object that should govem its 
treatment. 

This section (11. 7 1 -80)  construes the literary art as essentially descriptive， 
or more properly， “making manifest the things of the world. "  In their 
subtlety， multiplicity， and constant change， things elude USi to present them 
properly， one must bring the impulses to showy diction under control， strive 
hard， and keep to the object， even if it means deviating from some norm. 

故夫誇 日 者 向奢

恆心者貴當

言 窮 者 無隘

論達者H佐 曠
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81  Thus to  make a brave display for thc eyes ， prize extravagance; 

82 To content the mind， valuc the apposite. 

的 That the words run out is no impediment :  

84 Discourse attains i ts  ends only in broadcning .  

The significant difficulties of thi日 passage are an excellent illustration of 
Chinese rhetoric in action. As in several cases discussed previously， under
standing the lines is radically contingent on what the reader expects the 
passage to saYi those expectations are derived from the reader's established 
assumptions before he begins to read and， consequently， from the way he has 
construed earlier passages. The central issues are : 鈺rst， whether lines 8 1  and 
82 are complementary or contrarYi second， whether yen ch 'iung che should 
be taken as "that the words run out" or as "one who speaks of being in 
hardship， " and in the parallel line， whether to take lun ta che as "discourse 
attains its ends" or "one who discusses his success . "  

Let me begin by quoting Ch'ien Chung吋m's evaluation of Li Shan's com
虹lents ﹒

According to Li Shan's commentary， "Since these two situations vary， the 
way in which the writing is done is also differenti thus someone who wants to 
make a brave display for the eyes prizes extravagance (shι 奢) in his wri ting， 
while someone who wants to satisfy the mind values appositeness ( tang 
當 ) in his writing. When one speaks of being in difficulty and in a lowly 
position， one always speaks from a sense of confinementi 4 1  when one 
discusses success， there is always an expansiveness in the way that per
son speaks . "  Ho Cho fiiJ:埠 makes the following evaluative comment on 
this : "Lines 8 1  and 82 :  the commentary [Li Shan's] is in error. "  Li Shan's 
commentary is in error in all four lines， and Ho Cho has not pointed out 
these errors completely. Ho is correct in saying that the two lines， "a 
brave display for the eyes" and "content the mind" are to be taken 
together as a single situation. The "So" here follows strictly from "He 
hopes to exhaust the limits of shape and countenance門 we can clearly 
recognize the continuity in the thread of discourse. The ch 'iung in yen 
ch 'iung is ch 'iung in the sense of "exhaust the limits of， " as in "exhaust 
the limits of shape"一-not ch 'iung in the sense of "poor" or "hardship， " as 
in "the grievances of the people in hardship. "  Likewise， the ta of lun ta is 
ta in the sense of "perfect， " as in "a perfect explanation"-not ta in the 
sense of "successful， " as in the phrase "a successful man's understanding 
of what is ordained. " Both refer to the momentum of writing and have 
nothing to do with one's mood being high or low. When one "exhausts the 
limits of shape and countenance， " the language easily spreads out in all 
its intricacy-that is "extravagance . "  But when one is "extravagant" in 
language， the purpose is， in fact， to seek appositeness . “To content the 
mind" is precisely what he "hopes" in the preceding line. "Only in 
broadening" and "no impediment" have the same meaning and are both 
amplifications of "extravagance . "  Not to be hampered and to "exhaust 
one's words， " to be unrestrainedly free in "perfectly" expanding one's 
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purport-these are what it would mean to have an "extravagant" style 
for the sake of "appositeness， " and thus the mind's "hopes" may be 
"contented 叫Z

In Li Shan's time "extravagance" ( she )  would have carried strongly pej目前ive
overtones and would have seemed a clear opposite of μappositeness" ( tang) : 

thus the T' ang critic reads lines 8 1  and 82 as opposites .  Given his personality 
and the spirit of the twentieth century， Ch'ien Chung-shu would have "appo
siteness"  follow from μextravagance" :  thus he reads line 82 as the fulfillment 
of line 8 1 .  If we examine the aesthetic values of Lu Chi 's age， we discover that 
there is sometimes a sense "extravagance" being pejorative， but that in other 
cases the language of dazzling lushness can have a positive value. Thus we 
have no clear indication here whether the couplet is complementary or 
oppositiona1 .43 

忘的thout rejecting either Ch'ien Chung自shu's or Li Shan's interpretations 
as reasonable possibilities， 1 would like to propose a third interpretation， 
which 1 believe better catches the manner of Lu Chi 's exposition. 1 would 
agree with Li Shan that "extravagance" and μappositeness" are contraries， but 
they may embody two contradictory impulses in writing rather than two 
different kinds of writers; moreover， 1 suspect that both are treated positively 
Lu Chi's poetic exposition progresses by balancings and compensations : a 
statement in one direction often must be qualified， held in check， by a state可
ment in the opposite direction. Thus "departing from the geometry 01 circle 
and square几-a necessity that Lu Chi freely admits-leads naturally to 
" extravagance叮 he does indeed enjoin us to extravagance， but restrains its 
potential for excess by a contrary demand for the apposite. 

In lines 83 and 84， 1 again depart from Li Shan and Ch'ien Chung-shu. TL 

cites Sun K'uang 孫 鎖 ， who explains these lines a s  "though the words are 
exhausted， there is meaning left over" and "a discourse attaini月 its ends 
arises from a breadth of knowledge. "  In his interpretation of line 83， Sun 
瓦'uang appeals to one of the most cherished principles of traditional Chinese 
literary thought from the ninth century on : after the words are exhausted， 
there is I'lingering significance. "  Ch'ien Chung-shu correctly associates this 
use of ch 'iung as "exhaust， " "run out， " with its usage a few lines earlier in 
line 79; but it would be more natural to read this sentence as Sun does ( "that 
the words be exhausted/run out吋 than to read i t 的 Ch'ien Chung-shu does 
( "that the words exhaust it"; i .e . ，  exhaustively describe shape and counte
nance) .  Not only is Sun's re 
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attemptl月 to give the exhaustive presentation of shape and countenance is  
no impediment to achieving your goal， because the goal is achieved only 
beyond words . "  

Sun K'uang i s  also surely correct in at least the first half of his interpreta
tion of line 84 :  the ta here seems an unmistakable echo of Analects XV.40 
"Words should attain their ends and that 's all" 辭遠 的i 已 矣 . The ideological 
prejudice that Lu Chi is not "Confucian" and therefore would not cite the 
Analects is given the lie by repeated echoes of the Analects throughout 吋he
Poetic Exposition on Literature . "  All commentators take k 'uang 曠 in the 
sense of kuang 廣， "broad and expansive . "  Sun K'uang's interpretation o f  that 
"breadth" as a "breadth" of learning would be another conventional expecta
tion of late classical poetics， but an association not entirely relevant to this 
context. Kuang， ( 廣 ， "broad and expansiv吼 叫 appears in a similar context in 

line 65 : "Language gives it breadth， expanding and expanding. "  Ch'ien 
Chung-shu's interpretation of k 'uang lies close to this sense ( "discourse 
achieves a perfect treatment only in being extensive吋 ; but this fits into the 
context only by， what seems to me， an untenable interpretation of the preced
ing line. 1 would thus like to take the μbroadening" to follow from the 
absence of impediment after the words are done， a "broadening" of signifi
cance that occurs in the process of understanding， by which the discourse 
"attains its ends . " 

To summarize， 1 would like to take these lines and their context as fol
lows : "Even if it requires departing from the norms， one should aspire to 
capture the fullness and particularity of what one is writing about; extrava
gance of description will give the reader a sense of the intricate externality of 

the thing; but one must also take care to satisfy the mind with the aptness of 
a description. It will， of course， be impossible to put everything about your 
topic into words (a fact whose truth in regard to writing about literature has 
a1ready been confessed in the Preface ) ;  however， even when the words run 
out， you will find that is no impediment to fully capturing your subject: a 
discourse achieves its ends (which was the goal of all writing as stated by 
Confucius )  only in having the significance expand beyond the words . "  

Note especially the antithesis between yen， "language， " and lun， "dis
course. " Yen here is essentially "utterance， " limited to the words actually 
used. Lun is a complete d 
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的 詩緣情 I前綺靡 。

86 賦 體 物 而 �IJ亮 O

87 碑 披 文 以 把 質 。

88 諒纏串串 而悽 愴 O

89 銘 博 約 而 溫 潤 。

90 緩 頓 挫 而 清 壯 。

91  頌 優 游 以 彬 的 。

92 論 精 做 而 朗 暢 。

93 奏 平徹 以 閑 雅 O

94 說燒烤)而 且磊諒 。

85 The pocm (shih) follows from thc affections (ch (ing叮 and is sensuously 

mtncate; 

86 Poetic exposition (fu) gives the normative forms of things ( t (i九wu 叮 and is 

clear and bright; 

87 Stele inscription (pei ) unfurls pattcrn (w仰 著 ) t o  match substance (ch ih * ) ; 

88 Threnody ( le i )  swells with pent-up sorrow; 

89 Inscription (ming) is broad and concis亡 ， warm and gcntlc; 

90 Admonition (chen) represses ，  being clear and forceful; 

92 Ode (sung) moves with a grand case， being lush; 

92 Essay (lun) trcats essentials and fine points ， lucidly and cxpansively; 

的 Mcmorial to the throne (打ou) is even and incisi間， calm and dignified; 

94 Persuasion (shu i )  is ftashy， delusory and cntrancing .  

Line 8 5 :  Li Shan relates this to  the etymological definition of  shih in  the Shu 

ching and its amplification in the "Great Preface" to the Book 01 Songs : "The 
poem is the means to articulate what is intently on the mind， therefore 
he says 'following from feeling. ' "  Lu Chi's line is indeed grounded in the 
traditional etymological definition of shih， but the substitution of ch 'ing* 

( "feeling， " “state of mind， " etc. ) for ch沾 著 ( "what is intently on the mind" )  is 
significant， and has been the subject of much discussion as a watershed in the 
understanding of poetry. As it was used in the canonical definition of 晶晶， in
the Book 01 Documents and in the "Great Preface" to the Book 01 Songs， 

chih 靜 probably had a broad psychological meaning， in which social and ethi
cal concerns were inextricable from the general concerns of mind; from that 
broad sense of chih 瓣 ， which never entirely disappeared， comes the broad 
translation used here : μwhat is intently on the mind . "  The Eastern Han tradi
tion of Book 01 Songs exegesis was， however， beginning to limit the focus of 
chih * to a much more narrow political and ethical referent : "what is on the 
mind intent旬， with special reference to one's  political ambitions， social 
values， and personal goals . "  Such a limited focus might have been adequate 
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for the poems of the Book of Songs， as Lu Chi understood themj but such a 
strictly 1imited notion of chih * would have been too narrow for poetry ( shih ) 

的 it was practiced in Lu Chi's time. By substituting ch 'ing* for chih * here， 
Lu Chi "broadens" the originary definition of shih to account more perfectly 
for poetry's true range. Ch 'i-mi， the descriptive applied to the quality of 晶晶，
is difficult to define， and particularly difficult in this period before the term 
had acquired a rich history of usage. The ch 'i is the determinate semantic 
element in the compoundj the mi was added probably primari1y for euphonic 
reasons， though it carried a strong semantic sense of "delicacy. " It was rough
ly during Lu Chi's time， during the Wei and Tsin， that the word ch 'i began to 
be transferred from a patterned silk， whose patterns ( wen * ) were not woven 
into the fabric， to a descriptive term for any attractive and intricate pattern. 
At this stage ch 'i compounds have none of the pejorative associations that 
they later acquired ( associations that caused many Ming and Ch'ing critics to 
attack this line harshly) .  One example of such compounds is ch 'i-1i 綺麗，

slightly older than ch 'i-mi which later came to suggest a seductive， but essen
tially frivolous， beauty.44 Ch 'i-mi described something brightly colored， intri
cate， and alluringj and these were precisely the qualities strongly associated 
with "feeling， " ch 'ing* 戶 Note that the essential attribute of poetry here is 
not principle (li 辦 ) or the individual 's engagement in social reality ( although 
that is by no means excluded)， but rather capturing the "quality" of inner 
life. 

Line 86:  The central problem in this line is the meani月 of t γ - wu* ，  trans
lated as μgives the normative forms of things . "  By Lu Chi 's time， poetic 
expositions tended to treat one "thing， " wu 叮 and the "thing" was usually pre
sented as a normative category， rather than as a particular. Thus if μwren" 
were the topic， one would write on "the wren， " rather than seeing any par
ticular wren. Poetic expositions that were rooted in particular occasions (as  
many in this period were) tended to treat the experience in normative rather 
than in particular terms. Thus when Lu Chi's contemporary Tso Ssu 左 思、
wrote a poetic exposition on the "Three Capitals， " San -tu fu 三者15賦 ， the rem
edy he proposed to counter the fantasy and hyperbole in the capital fu of his 
predecessors was the close consultation of written sources : in a poetic exposi
tion the interest was in the shared knowledge regarding the capitals rather 
than a personal experience of them. This notion of "normative form" or 
"normative embodiment" is implicit in tγ . Thus the writer of a poetic ex
position "gives the normative embodiment of the thing， " describing its parts， 
its essential aspects， and the stages of its coming-to-be. Most commentators 
take tγ 斗叫聲 in a reductive sense as simply "describe the thing. "  Hsü Fu
kuan， however， goes beyond this nicely， interpreting the phrase to mean "ex
presses a thing and joins with the thing to make one form ( tγ )， " by which he 

means that the form of the topic or "thing" under consideration gives form to 
the poetic exposition. The quality proper to such an act is liu -1iang 瀏亮 ，

"clear and bright川 to make those normative qualities as if present and clearly 
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perceived. Suggestiv巴ness and personal associations held in reserve were not 
virtues in poetic expositions.46 

Line 87: One way to understand the qualities given as "proper" to each genre 
is to consider their opposites . The danger that might threaten the poem is to 
be flat， to fail to capture the intricacy of inner life， perhaps by simply stating 
cat巳gories of feeling ( "1 am sad可 the failure of the poetic exposition would be 
to leave the thing hidden， not brightly manifest before us. The danger of the 
stele inscription would be another kind of failure of correspondence : some 
deed or a lifetime of deeds requires commemoration; the deeds will be hidden 
from us unless manifested in wen 叮 the stele inscription writer must steer a 
course between flatteηT and omission of what is essentialj he must write in a 
way adequate for the deed commemorated. For the relation between wen 耨

and chih 瓣 ， see commentary to lines 5 1 -52 .  Hsiang， translated as "to match， " 
deserves comment : hsiang basically means "assist， " "to join with as a pair . "47 
The use of hsiang here admits the priority of chih * ( "substance， " "the facts， " 
what was really done and the way a person really was )， at the same time 
suggesting that wen * is necessary for completion. Ch'ien Chung-shu suggests 
the inclusion of the [often] unrhymed stele inscription in this list shows that 
Lu Chi is using wen 替 in its earlier sense of "beUes lettres" in a broad sense， 
rather than in its narrower sense of 句hymed writings， " ( as the Southern 
Dynasties later tried to limit-unsuccessfully-the meani月 of wen 叮

Line 8 8 :  Ch 'an -mien， "swells with pent-up， " belongs to a group of com
pounds describing the emotions， especially sad emotions， in terms of a swell
ing or tangling up inside. Ch 'an -mien is more literally， "aU twisted and tied . "  
Ch '個-mien is also a member o f  a large families o f  metaphors， living and 
dead， in which emotions are described in terms of threads (ultimately related 
to the pun on ssu 絲， "thread， " and ssu 思， "thought， " "longing" ) .  This family 
of metaphors supports another common metaphor for the literary work as a 
fabric of some sort， 巳specially as an intricate piece of brocade. Note that the 
quality proper to threnody responds to the greatest danger that besets the 
genre， that of "frigidity" or lack of genuine emotion. 

Line 89: "Broad and concise， " po-yüeh， is， of course， oxymoronicj Li Shan 
gives a reasonable explanation， saying that μthe matters [ treated] are ' broad， 
but the writing is concise . "  Since inscriptions were often done on smaller 
objects such as ritual vessels， mirrors， and swords， we may have here an in
teresting case in which the material circumstances of the genre affect the 
stylistic qualities proper to it. "Warm and gentle， " wen-jun， describes the 
quality of personality appropriate to a μgentleman， " chün-tzu j it involves a 
softness and compliance， and is often associated with the Confucian value of 
jen 仁 ， "kindness" or "fellow feeling. " There is nothing inherent in inscrip
tion to make wen-jun a quality p'1rticularly appropriate to itj its appearance 
here seems to be a balance for the more severe qualities of admonition in the 
following line. 
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Line 90:  Tun目的0， translated as "represses， " is an interesting and important 
term， which in later usage gathered a much broader range of significance ( as a 
quality of movement in various kinds of performance and in the "movement" 
of a literary text ) .  Tun-tso describes a rapid shift "downward" between oppo
site states， a sudden repression-from rapid and frenzied movement to still且
ness， from the joyous to the pensive， and so on. Such a shift is quite appro
priate to the effect of an admonition. Rather than stressing tun -tso 's affect in 
the social function of the genre， some commentators take the compound as 
simply the restrained or indirect manner of the literary work itself. 

line 9 1 :  Yu-yu， translated freely as "moves with grand ease， " describes a 
calm， unflustered manner， appropriate to the dignity of sung ( "ode'呵， often a 
rhymed work of praise or celebration. 的n-wei， translated as "lush， " is prob
ably an original usage here and combines two distinct semantic elements . Pin 
is taken from the reduplicative compound pin -pin 彬彬， the perfect balance 
between wen 排 and chih 勢 ( see commentary to line 1 2; pin -pin can be divided 

and pin used in new compound formations， as here， but pin cannot properly 
stand alone ) .  Wei suggests a rich， vegetative luxuriance. 

line 92: This is the only truly discursive genre of the group， and it is a genre 
comparatively independent of occasion . like pin -wei above， ching斗'11m， trans
lated as "treats the essentials and fine points， " is a compound in which the 
two elements retain a degree of semantic autonomy ( in contrast， in many 
compounds， such as yu-yu， 1 .  9 1 ，  the semantic values of the individual char
acters either disappear entirely or survive only as overtones ) .  Ching is the 
"essence" of something; wei describes what is "detailed" or "minute. " In this 
case， wei may be either a complementary quality of "treating the essence of 
something" ( if the essence is "subtle" )  or it may be an opposite. Of the two 
elements of lang-ch 'ang， lang "clearly， " is an obvious virtue (a "brightness "  
that is perspicuous ) ;  ch 'ang "expansively" i s  the opposite o f  "concise" ( 1 .  8 9 )  
and permits a mode o f  exposition that would be  called "leisurely" in  English 
( though this is only relative : the normally elliptical mode of Chinese exposi
tion makes an μexpansive" exposition austerely concise in English ) .  

Line 9 3 :  "Even and incisive， " p 'i月-ch 'e， is explained by  the Wu-ch'en com
mentary as "making the words agreeabl 
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lowed by several later commentators， takes wei-yeh as simply "bright and 
perspicuous叮 but this is unlikely. Chüeh -k 'uang， translated as "delusory and 
entrancing， " is a strongly negative descriptive， implying something that is 
both strange and deceiving. In the case of shui， alone among the genres listed， 
Lu Chi gives the bad qualities that persuasions do have， rather than the posi
tive qualities they ought to have. 

Lu Chi's list of genres is important in the development of Chinese genre 
theory， an intermediary between the simpler list given in Ts'ao P'i 's "Dis
course on Literature" and the extensive treatment of genres given in the first 
half of Wen-hsin tiao-lung .“ There are many interesting questions that 
might be raised in regard to this passage : the problematic distinction between 
wen * and "plain writing" ( pi 筆 )， discussed at length in Ch'ien Chung-shu; 
the relation of this list to earlier and later lists of genres and to actual prac
tice; the qualities appropriate to each individual genre， as discussed above. 

What seems of paramount importance， however， is the way in which Lu 
Chi is thinking about genre. In contrast to Liu Hsieh， who "traces the genre 
to its root， " both etymologically and in earlier writing， Lu Chi follows in the 
tradition of Ts'ao Pγs "Discourse on Literature， " linking each genre to a 
quality proper to it .  What seems to distinguish genres here is neither formal 
properties nor purpose ( although in practice such distinctions are very 
strong)， but rather modes or manners . Genres are tγ ，  "normative forms";  
categories of quality are also thought of as t γ .  lndeed some of the categories 
of quality used above ( and even more close variations on those categories ) 
appear in later lists of tγ . What is happening here is the development of a 
rudimentary sense that there are two orders of t 'i * :  one that is "generic" and 
another that is stylistic or modal . The most appropriate way to describe a 
genre/tγ 的 to match it with an appropriate mode/tγ .  Given the fact that 
there is a clear awareness of different orders of t γ ，  the impulse to retain one 
single categorical term， t 'i 勢 ， shows the desire to have a theoretical vocabulary 
with the widest possible range of reference-to retain broad， unifying levels 
that comprehend all fine distinctions. 

Note that in the qualities of manner we find an intermingling of qualities 
locat巴d in the writer and qualities of affect. The blurring of the distinction 
between transitive and intransitive modes reinforces this;  for example， the 
writer of a threnody μswel1s with pent-up sorrow" and presumably creates 
the same affect in the reader or listener. The only case where there is a clear 
distinction between writer's mind and reader's mind is in the only genre 
presented pejoratively， a genre of deception， the shui or "persuasion" :  the 
persuader deludes but is not himself deluded. The use of the other， positive 
terms of manner or qu 
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95 雖 區 分 之在茲 O

96 亦禁邪而制赦 。

97 要辭達而理舉 。

98 故 無 敢 于 冗 長 。

95 Though fine distinctions are being madc in thesc， 

96 They prohibit dcviation and rcstrain impulsivenes s .  

97 Require that your words attain thcir en缸， that the  principle ( l i吋 come

forth; 

98 Have nothing at a11 to do with long-windcd cxccs s .  

Prohibit deviation， chin -hsieh : Commentators disagree as to whether "de
viation" here is literary or moral . It is difficult entirely to suppress the moral 
dimension of the term hsieh，  "deviation"; and 1 suspect that deviation from 
the generic proprieties described above would suggest a willfulness and 
license with overtones of some ethical failure. In this context， however， chin 
hsieh is clearly not a simple injunction against moral deviation. The phrase 
seems to echo and to transpose into primarily 1iterary associations the state
ment of Confucius in Analects 11. 2 :  "He said， The Songs are three hundred， 
and one phrase [from them] covers them a11 : unswerving in thought. " 

Require that your words attain their ends， yao tz 'u ta : This embeds 
Confucius' famous statement in Analects XV.40， quoted earli曰 "Words
should attain their ends and that's a11 . "  This demand， made in various forms 
in various traditions of literary theory， is extremely problematic， begging 
more questions than it answers : it raises questions as to the precise nature of 
the ends of writing， and questions about what is， in fact， necessary .  Read in 
conjunction with the preceding passage， the familiar principle suggests， in 
this case， that the ends of discourse can be best attained by maintaining the 
proper distinctions of generic mode. On the other hand， linked to the follow
ing line， the principle may be taken in its simplest and most common sense :  
concision. Yao， μrequire， " is a strong demand. 

That principle comes forth， li chü :  TL takes chü "come forth" (litera11y "rise 
up" or "be raised up")， as "complete. " The Wu-ch'en commentary takes it as 1 

have here. See also Preface， Section B， for the use of chü in early theories of 
linguistic reference . Li chü seems to define the "ends" that one's words 
should attain : words should stop when the principle is clear. ( Some alterna
tive "ends" of discourse might be the successful accomplishment of a persua
sion or internal completeness of structure. )  The phrase does not mean that 
principle is "named" (presuming that naming of principle is possible)， but 
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rather that it is adequately “indicated" ( one sense of chü )  or immanent in the 
literary text . To give an example using the ever popular tree metaphor: a few 
essential strokes， in painting or in poetry， could "indicate" a willow tree in a 
certain kind of topography in a certain kind of weatheri the goal is neither a 
photographic presentation of the tree nor an abstraction， but rather a mini
mal presentation of externals in which the principle is immanent and can 
be recognized. 

Long-winded excess， iung-chang: Although this line is the earliest attested 
use of the term in this sense， jung-chang became the standard term in classi
cal Chinese for "diffuseness" or “long-windedness" :  it combines a sense of 
excessive verbiage with disorder. 

Cαhν扎，吐i臼en Chung 
have a counterbalance to the license give凹n in lir肘1昀e 70 tωo "de叩par此t f釷rom the 
geome前tr叮y o吐f c臼u凹cle and square . "  He also takes the demand for concision here 
as a balance for his interpretatìon of line 84 as an encouragement to copious
ness . He describes this balancing process as "giving free rein， then reining in， 
preserving by opposition each from the dangers inherent in the other. "  This 
is an apt description of much of the structure of the "Poetic Exposition on 
Literature" and indeed of the structure of argumentation in many classical 
Chìnese works. These four lines end the long section begun on line 7 1 .  It is 
certainl y true th且t the daring license granted in line 79 is counterbalanced by 
the list of modes appropriate for each genre， the knowledge of which allows 
one to "prohibit deviation and restrain impulsiveness" and not overstep the 
mark. The closing advice to use no more words than is absolutely necessary 
tries to mediate between the encouragement to license and the injunction to 
restramt. 

99 其 為物 也 多 姿 。

1 00 其 為體也屢遷 。

10 1  其 會意: 也 向 巧 。

1 02 其遺 言 也 貴 餅 。

99 As things (wu * ) ，  thcre are many postures ; 

1 00 As normative forms ( t 'i * ) ，  there are freguent shiftings .  

1 0 1  I n  forming conceptions ( y i 汁 ， valuc clcver craft ;  

1 02 In expelling words ， honor the alluring .  

Li.nes 99- 1 00 : The first couplet i s  extremely ambiguous . The Wu-ch'en com
mentary wants to take "things" (wu * ) as referring to the "normative forms of 
literature" ( wen 弋tγ ) i in the context of this work ( and in the context of the 
usage of wu 耨 in Chinese literary theory) such an interpretation would be 
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most unusua1 . The reason the Wu-ch'en commentary is 1ed to such a dubious 
interpretation of wu *  is probably the double "as" construction ( ch 'i wei 

. . . ch 'i wei， literally "its being an X" or "its acting as an X'呵， which may 
suggest that there is one entity appearing in two different aspects in the two 
lines of the couplet. 

This coup1et， beginning a new section， seems clearly to refer back to the 
terms at the beginning of the previous section (11 .  7 1 -72 ) ;  and the way we 
understand the use of tγ and wu 特 there will determine how we take them 
here . If we take the tγ of line 71 as referring to the "normative forms of 
things" ( wu 叫 γ ) rather than to the "normative forms of literature" ( wen * 

tγ L we shou1d do so again in this couplet. Such an interpretation wou1d 
solve the prob1em of the double "as" construction. In this interpretation， the 
couplet wou1d be restating the complexity of the outer world of things， in 
preparation for further comment on the di的culty of adequately presenting it 

in writing. In this case wu* would refer to particular "things/' which appear 
in infinitely varied "postures" ( tzu 姿， "bearing" or  μmanner， " the stance of  a 
particular thing at a particular moment ) ;  tγ would refer to the identity of 

things by categorical differences. Thus， on the one hand， if we were looking at 
a willow le泣， it would assume a rich variety of "postures， " depending on 
whether the wind was b10wing or not， whether there was mist， how the l ight 
was shining， whether it was autumn or summer， and so on. On the other 
hand， as a "normative form" ( tγ ) the willow leaf wou1d have identity not by 
its "posture" of the moment but as a category "willow leaf， " defined against 
willow twigs， oak leaves， and so forth. Following such an interpretation， the 
couplet would be amplifying the idea of the "multiplicity of the world" by an 
antithesis between the determination of a particular thing by its internal and 
circumstantial variations and by its categorical relations . In face of such over
whelming complexity， the writer must worry about his conceptions ' being 
adequate for things ( see Preface， Section B ) ;  and this is the question addressed 
in line 1 0 1 .  

1 believe that the above interpretation i s  correct， but the majority of com
mentators follow a third possibility， first stated by Li Shan : wu *  refers to the 
variety of the things of the wor1d， whi1e tγ refers to the forms and genres of 
literature listed above (11 . 的-94 ) . The point of this interpretation would be 
that things and the normativ 
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pretation ignores the presumed unity of some entity that appears in two 
distinct aspects in the double "as" clause; second， it violates the smooth 
progression from "things" to "conceptions" to written expressions ( 1 1 .  99-
1 02)， which recapitulates the triadic progression first articulated in Preface， 
Section B .  

Shiftings， ch 'ien : Note that the differentiation i n  "normative forms， " tγ ，  1S 

often described as a process of movement from one to another， rather than as 
static differentiation 

Forming conceptions， hui-yi :  Hui-yi *  is often used as "understanding" or 
"getting the gist" in reading; here it is "understanding" the things of the 
world in the ability to "form conceptions" when considering them國特

Clever craft， ch 'iao :  The common pejorative overtones of ch 'iao are clearly 
absent here . There is an implicit conflict here that echoes the earlier conflict 
between voluntarism and involuntarism in composition. The 1ine responds 
to the concern， stated in Preface， Section B， that "conceptions [may] not be 
equal to the things of the world. " The determinate nature of the things of the 
world should in turn determine the conceptions formed about them and serve 
as a standard to judge the success of such conceptions.  For example， if a fall
ing leaf suggests autumn and the approaching end of the seasonal cycle， na
ture's order determines the validity of the human conception regarding it. But 
"clever craft， " ch 'iao， refers to the writer's own wit and suggests an altogether 
diHerent standard of judgment . 

ExpeHing words， ch 'ien yen : See Preface， Section A， fang-yen ch 'ien - tz'日

放言遺辭 . The reference here is to diction， lexis .  

The alluring， yen : Yen is the term translated as "beauty" in Preface， Section 
A. 

Beginning a new section on problems and advice， these four lines summarize 
the situation that brings about compositional problems:  the multiplicity of 
the things of the world， the difficulty in forming conceptions about them， and 
the difficulty of finding language adequate for those conceptions . The fre
quent echoes of the Preface give these introductory lines a sense of going back 
and "resuming" the basic issues of the topic. Two terms are offered to resolve 
the problems in forming conceptions and finding words :  ch 'iao， "clever 
craft， " for conceptionsj and yen， "allure， " for diction. These two literary qual
ities correspond to the two most commonly mentioned aspects of the things 
of the world :  their lush complexity and their sensuous attractiveness. 

1 03 時音替 之 送 代 。

1 04 在一 五 色 之 相 宜 。
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1 05 雖逝止之無常 。

1 06 屆|崎鉤之難便 。

1 07 茍達變而識{j;: o

1 08 猶 閉 流 以 納 泉 。

1 09 如失機而 後 會 。

1 1 0 位 操 末 以 績顯 。

1 1 1  謬;t黃之秩斂 。
1 1 2  故棋?忍耐不鮮 。

1 03 When it comes to the altcrnation of sounds， 

1 04 They are like the five colors ， setting each other off: 

1 05 Though there is no constancy in their passing on or halting-

1 06 A rocky path， that cannot be made easy一

1 07 Still， if one grasps mutation and understands succession， 

的8 It  is likc opening a channel to receive a stream 

1 09 But if you miss the occasion and bring things together too la仗，

1 1  0 You will always have the beginning following the end. 

1 1 1  Error in the relative positions of P盯ple [Heaven] and Brown [Earth] ， 

1 1 2 Brings mere muddiness and no vividness .  

Sounds， yin -sh eng: This i s  the general term for sounds， especially musical 
sounds， which can be in harmony. Some commentators want to take this as 
an early indication of interest in tonal balancing， which became an important 
feature of versification several centuries later. This is not impossible; but 
to conceive of such a vague sense of tonal balance as sheng-lü 聲 律， "tonal reg
ulation， " would be anachronistic and inappropriate . The line clearly refers to 
euphony in a broad sense， which may or may not include some rudimentary 
sense of tonal balance. 加'1ost likely， the appreciation of euphonic qualities 
cannot be distinguished from the semantic and stylistic qualities of the 
words : as an embroidered figure is both defined and made vivid by a relation 
of colors， so the alternation of sounds both creates meaning and is euphonic .  
This is apparent in hsiang-hsüan， "setting each other off， " literally "making 
each other manifest . "  Meani月， the determination of semantic values， 
appears in the relation of sounds. The embroidery analogy is helpful : the de
sign is conceived not as a shape with the colors "filled in， " but rather as a 
relation of colors . For example， in "The Affections and Coloration， " in Wen
hsin tiao】lung， we read: "The pattern of shapes is that of the five colors， " 
which is to say that shape is not an “outline" but rather a relation of color 
areas . Thus in language the alternation of sounds articulates a "sound shape" 
that has meaning and beauty in the context of its sound relations . 

Note that literature is always conceived as being voiced， never as some
thing read silently. Although some commentators have gone too far in seeing 
this as the beginning of tonal regulation， Hsü Fu-kuan offers a more moderate 
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and credible alternative to the broad in缸中retation above. He lays stress on 
"alternation， " and since the alternation of level and deHected tones became 
the basis of tonal balancing， he suggests that this is an incipient attention to 
this question as a central criterion in euphony. He further suggests that the 
fact that there were as yet no tonal rules leads to description of precarious
ness in the following lines .  

Alternation， tieh -tai : The disposition of the Chinese intellectual tradition to 
take note of ongoing processes made Lu Chi intense1y aware of the literary 
work as an event in time， rather than the static relation one finds in the 
visual art of embroidery. Relations in literature are always relations of suc
cession and alternation: the poet cannot manipulate the parts of a static 
"thing， " but rather must contend with something that is ongoing. 

The five colors， wu-se:  There are the traditiona1 Chinese primary colors : red， 
b1ue/green， yellow/brown， white， and black. Lu Chi probab1y has embroidery 
in mind here， but it is possible that painting， too， would be comprehended in 
the generality of the line . 

Lines 1 05 - 1 0 6 :  The Li Shan paraphrase is of interest here : "There is no con
stancy in their passing or halting of words; rather the movement is only what 
suits the state of mind ( ch 'ing* ) ; but because of the many mutations ( pien * ) 
of normative forms ( tγ )， it is a rocky road that cannot be made easy. " That 
is， the movement of language (sounds)  folIows ch 'ing* and thus is as variable 
and unpredictable as the movement of ch 'ing* itself; yet at the same time 
there are constantly changing norms which must be taken into account， and 
this makes the movement still more difficult .  Here Li Shan takes line 1 06 as 
the apodosis; 1 have foIlowed TL and others in delaying the apodosis to lines 
1 07- 108 .  

Commentators differ here as  to  whether these and the following lines 
refer on1y to questions of euphony or to euphony together with concept and 
language， the question raised in the preceding coup1et. Since these lines ar
ticu1ate principles basic to all aspects of composition， 1 think that the broader 
interpretation is correct. First we must wonder exactly what is meant by 
"passing on or halting叮 it is clearly "language， " but we are uncertain precise
ly what aspect of language is intended. It may be the rhythms of exposition， 
the topic ( suggested by 11. 1 09- 1 1 0 ) ;  it may be the cadences of the language; 
or it may be the cadences of voicing the text， pausing on certain words for 
emphasis and mood， a salient feature of modern recitation technique. The 
lack of "constants， " ch 'ang 常， means that there are no permanent ru1es for 
what to do at what point . 1 take line 1 06 to be in apposition to this :  the fact 
that there are no constants makes the movement of "passing on or halting" a 
metaphorically "rocky path" (ch 釘幻'i-c心ch釘扣'i，
t出ha刮t 1昀s rug路ge吋d and insecure叫 ) . Since there are no constants to guide one， i t  is  
very easy to err (Il .  1 09- 1 13 ) .  
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Line 1 07:  TL takes tz 'u as "come to rest" rather than "succession， " thus link
ing "mutation" with "passing on" ( 1 .  1 05 )  and tz 'u ( "coming to rest吋 with
"halting" ( 1 .  105 ) .  This interpretation has the merit of preserving the rhetori
cal order of exposition， but it would be an unusua1 usage of tz 'u in a context 
like this .  To understand tz 'u as μsuccession" or "sequence" seems preferab1e. 
Ta pien 弋 trans1ated as "grasp mutation， " is more literally "achieve perfection 
in mutation. "  Shih tz 'u is to "recognize the proper sequence. "  The way to 
negotiate this veηT difficult process of the ongoing movement of 1anguage is  a 
sure sense of changes and sequences. We might think of an analogy to Lu 
Chi's sense of process here in skiing on a wooded slope : once committed to 
the process， one must contend with what is unexpected and oncoming; there 
are no easy constants， no certain determinations decided beforehand that can 

1et a person know what to do at what point; neverthe1ess， there are genera1 
principles of "mutation" and "sequence" that permit instant and intuitive 
decisions about shifts in weight and balancing， oncoming tums and choices 
that must be made on the spot .  

Line 1 08 :  Earlier the spirit was immersed in a flood within ( 1 1 .  2 1 -24 ) ;  in 
composítion the flood pours forth ( 1 .  64 ) ;  here the flow must be managed.  In 
this we have a hint of the theme of the poet as Sage-King: channeling the 
great rivers to prevent floods was the mythica1 1abor of the Sage-King YÜ in 
antiquity， and waterworks remained an important part of the imperia1 gov
emment. As in many of the earlier metaphors for poetic activity， the poet is  
not isolated in the act of  composition : he "contends with" forces that have 
their own momentum. The sense of ongoing movement is  strong. The poet 
must not on1y act in the right way， he must act in the right way at the right 
立10立lent.

Line 1 09- 1 1 0 :  Chi * ，  trans1ated as the "occasion， " was originally the "trigger 
mechanism of a crossbow" and was extended to the "springs" or subtle in
itiating motion of any process . One must know to act at a certain moment in 
order to initiate a process that wi1l 1ead to a certain conclusion. Although the 
meaning "trigger mechanism of a crossbow" is not present here， it is a usefu1 
ana10gy for the function of chi 勢 : to hit a moving target requires not on1y aim 
but knowledge of when to pull the trigger; likewise， in composition one must 
act at precisely the right moment to initiate or tum a particu1ar process .  Hui， 

trans1ated as μbring things together， " is the same verb used earlier ( 1 .  1 0  1 )  in 
the compound hui-yi 特 "forming conceptions . "  As the second element of the 
title of the Fu-h ui 附會 chapter of Wen-hsin tiao-lung， lmi is the active prin
cip1e of "unifying" a work， bringing it all together. This should be clear1y 
distinguished from an atempora1 concept of "unity" in a literary work; hui 

rather is an event and act within the text， the intuition of proper sequencing 
that creates unified movement， and especially concluding acts that "bring 
things together. "  To miss the proper moment to "bring things together" is to 
invert the proper sequences 圖 Such inversion is referred to here as μhaving the 
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beginning following the end" :  literal1y "yOU will grasp the end (mo * ，  "branch 
tip， " i .e . ，  consequence) and have the head follow it . " 

“Purple and Brown，" hsüan-huang :  These two colors are metonymic for 
Heaven and Earth respectively. The relative positions of Heaven and Earth， 
one above and one below， are taken as the fixed and constant standard. 

The image of poetic action offered in these 1ines is a rich one 圖 words and 
conceptions come forth in a flood， capable of going anywhere and governed by 
no rules. The role of the poet is to manage their motion; and while there are 
no rules that govern the spontaneous outpouring of words and conceptions， 
the structure of the poet's management of that flood can be measured against 
constant principles of sequence， change， and order. To return to the analogy 
of skiing down a wooded slope :  there are countless ways to get gracefully 
from the top to the bottom and countless ways to fai1 .  One is carried by 
momentum， and each channeling of that momentum responds to the con
tinual variations of topography and circumstance. And while it is essential to 
recognize that the complete sequence of movements cannot be determined in 
advance， in each act there arι constant principles of movement-general 
rules of turning， balancing， slowing down or speeding up. This analogy is 
more apt than the equally performative analogy of dance， where the unity of 
the whole is often given from the beginning rather than won in the act itself. 
In contrast the poet is "contending with" an ongoing flood of words and con
cepts and giving them order. 

A knowledge of the principles of change and sequence enab1es a poet to 
guide that process .  The sounds he uses have meaning and beauty only in 
relation to other sounds， just as the juxtaposition of colors in an embroidery 
articulates the design.  Failure occurs in the inversion of some organic rela
tion， or， in the significant metaphor of the last line of the passage， in a blur
ring of relations， a "muddying" of colors that destroys "vividness" (hsien ) .  

The sections that follow ( i .e . ，  11 . 1 13一1 86 ) consider a series o f  failings and 
their remedies. Buried in the structure of Lu Chi's poetic exposition is the 
venerable rhetorical scheme of ch ' ang間tuan 長 徑 : persuading someone by giv
ing the strong points of one position and then the weak points of the opposing 
position. Lu Chi has been giving positive directions on how one should pro
ceed in composition; here he turns to the failings and dangers one may en
counter. In these descriptions we can often see important facets of Lu Chi's 
literary values through their negative images in his description 

1 日 或仰逼於先條

1 1 4 或俯侵於 後 章

1 1 5 或辭苦而理上t

1 1 6  或 言 順 兩I 義 妨
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1 1 7  離 之 則 雙 美

1 1 8  合 之 則 兩 傷

1 1 9  考殷最於銷錄

1 20 定去留於毫芒

1 2 1  苟銓衡之所裁

1 22 回應繩其必當

1 1 3  At ti日}es you may transgrcss against a previous scction， 

1 1 4  O r  trespass ahcad to somc latcr part . 
1 1 5  A t  times your dictiol1 may be faulty， though thc principlc follows its 

proper course， 
1 1 6  O r  the language procceds smoothly， though thc idca ( y i靜 ) is blocked. 

1 1 7  A void both [these situatiol1s] and the beauty is doubled; 

1 1 8 If the two occur togeth白， twice the damage .  

1 1 9 COl1sider rclative merits by the tiniest measures ; 

1 20 Decide 011 rej ectil1g or retaining by a hair' s  breadth : 

1 2 1  If what has been trimmcd to  the most accurate mcasurc 

1 22 Truly follows the s traight line， then it must be suitable. 

Lines 1 1 3- 1 1 4 :  T'iao :  (literally "bral1ch" and lamely translated as "section" 
above ) is glossed by Li Shan as k 'o-t 'iao 科條， literally legal "statutes叮 but he
goes on to explain the line in terms of a purely 1iterary sense of order， an 

understanding of what must come first and what must follow. All subsequent 
commentators have ignored the legal metaphor. The choice of a technical 
legal term as a gloss here is very persuasive because the antithesis forms the 
compound t 'iao-chang* 條章， legal "statutes and sections . "  Thus if we were 
reading line 1 13 in isolation， we would probably take it as : μAt times one 
may transgress the [literary] statutes laid down by our predecessors . "  But 
lines 1 13 and 1 1 4 must be read in parallel : not only would the notion of 
"transgressing" laws set by future writers make very little sense， hou-ch ang耨

should probably refer to a "later section" of an individual work. Thus we 
must read the language of precedence and posteriority here in terms of the 
exposition of an individual work. But the legal overtones of t 'iao-ch ang* can
not be suppressed entirely: it seems that chang* 的 the pivotal word， with Lu 
Chi playing on literary "sections" as statutory "sections/' thus generating an 
antithesis in t 'iao， "statute/' as a metaphor for part of the literary work， espe
cially insofar as that part regulates what must be done later in the work. This 
constitutes one of the earliest examples of the language of law as a metaphor 
for literature ( later encompassing a rich matrix of terms such as fa 弋 lü 律， and
fan 112 ， but not including either t 'iao or chang特 in this sense ) .  Pi， "transgress/' 
and ch 'in， "trespass/， 

are compounded as ch 'in-pi 侵逼， the "transgression" 
that occurs with an invasion or， more appropriate here， with a crime. The 
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point of the couplet seems to be that exposition has it "laws" :  transgression 
of those laws may refer either to a failure of consistency ( statement B may 
violat巳 statement A) or a failure to say the right thing at the right time.  

Earlier in the tradition of discourse on literature， a work might be criti
cized for lacking proper ethical purpose ( as we find in the Han critic Yang 
Hsiung 揚雄) i and Ts'ao P' i  offered general criticisms regarding the limita
tions of certain writers . The attention to violations and faults， which ulti
mately came to play such a powerful role in writing about poetry， appears first 
in the Western Tsin， especially in the work of Lu Chi and of his brother Lu 
Yün. This attention to violations and faults goes together with a new unease 
about writing， the omnipresent dangers of failure that haunt "The Poetic Ex
position on Literature . "  Ts'ao P'i had simply wanted to write something that 
cou1d survive for eternity. Lu Chi wants to avoid humiliating blunders . As 
the judgment of faults in the W巴stern critical tradition was strong1y ( though 
not exclusively) associated with a pub1ic forum， the theater， so in China 
apprehension at the possibility of error is linked to the role literature was 
coming to play in social relations. At least since the time of Ts'ao P'i， litera時
ture had been becoming increasingly the activity of a grouPi and there was a 
recognized group of writers in the Western Tsin capital of Lo-yang. Generous 
praise was offered solely on the grounds of literary talent ( Chang Hua 張 華
quipped that the young L u  Chi was the greatest prize taken i n  the conquest of 
WU) i  reputations were made， not by the emperor but by a consensus of con
noisseurs i  but there was also the danger of failure and rejection. We begin to 
read comments of the sort not often seen before : Lu Yün writes to his brother， 
"Your 'Nine Griefs ' has many fine phrases and a person can really become 
absorbed reciting iti but the rhymes are a bit off . . . " Or Lu Yün asks Lu Chi 
to read over his own work : 勻'd 1ike to add or take out things-just a few 
words here and there-I don't expect you to do a 10t. My sense of sounds is a 
Southern one， and I'd like you to fix them."5 1  As small and informal as these 
comments are， they indicate the arrival of an entirely new era in literature . 

Lines 1 1 3- 1 1 6 :  The parallel terms tz 'u 著 ( "diction" ) and yen ( "language吋
together form the compound yen-tz 'u* ，  referring to "language" in a broad 
sense .  Likewise the parallel terms li 帶 ( "principle吋 and yi叮"a truth吋 together
form the compound yi叮1 弋 referring not only to "moral princip1e， " but also 
to the "meaning" or "significance" of language. Depending on the context 
and the conventional relations of the terms involved， parallel terms may 
sometimes stress distinction ( see commentary to 11. 3-4) or they may col
lapse into a compound with an essentially unitary meaning. The latter case 
occurs here : it would not be inappropriate to use μlanguage" ( yen or tz'u勢 or a
compound) and "sign出cance" ( yi 菁 and li 特 compounded) in both lines .  Hai， 
translated as "faulty， " is literally 勻。 do harm" or "to damage" i  terms of dam
age were a common way of speaking of the failure of language to convey an 
idea clearly. Lu Chi 's use of hai here and the phrasing tz 'u * hai comes from 
Mencius V.A.4.2 ( as Lu Chi would have understood it ) :  "In exp1aining the 
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poems of the Book 01 Songs， one must not permit the parts ( wen 叮 to affect 
adversely (hai ) the sense of the whole ( tz 'u 叮; and one must not permit the 
sense of the whole to affect adversely [our understanding of] what was on the 
writer's mind ( ch且 特 ) . "

Two hidden compounds govern this use o f  pi， "follows its course" :  pi-yi * ， 
"to follow the right， " and shun-pi， "to follow along naturally" ( sh un is "pro岫
ceed smoothly" in the next line) ， s3 Note that fang 妨， "be blocked， 川 and hai， 
"faulty， " can be similarly compounded as fang-hai. Couplets like this one are 
constructed of divided compounds; the more restricted semantic value of 
these compounds often limits the wider semantic range of the individual 
characters . Thus a word like pi might be taken in many ways in the context 
of the single line， but the familiar compounds it forms wíth other characters 

in the couplet restrict its possible range of meaning. The flat redundancy of 
this couplet is as clear as the message it conveys; and th巳 assumptions made 
in the couplet should be quite familiar to Western readers : there are two 
independent "tracks" in writing， one of language and one of meaning， which 
may succeed or fail independently of one another. 

Lines 1 1 7- 1 1 8 :  This is gratuitous quantification of failure， which itself fails 
by the standards set in the preceding couplet :  we do not know whether the 
dangers are the "faulty diction" and "blocked idea" of lines 1 1 5 - 1 1 6， or the 
violations referred to in lines 1 13一 1 1 4 together with those in lines 1 1 5- 1 1 6 .  

Lines 1 1 9- 1 20:  "Relative merits， " tien -tsui， are， a s  L i  Shan points out， lesser 
and greater degrees of merit as adjudicated by the Han court . Again Lu Chi 
uses the imperial "judge of men" as a model for the writer's judgment of 
words. μThe tiniest measures" are literally two small measurements of 
weight， a tzu 錦 and a chu 錄 . A "hair's breadth， " hao-mang， is a dead 
metaphor for something very fine， combining "hair" with the "tassel floss" of 
gram. 

Follows the straight line， ying-sheng: Ying-sheng is literally "corresponds to 
the cord [used to draw a straight line] . "  Note that Lu Chi does not hesitate to 
mix metaphors . Such metaphors of weights and measures were commonly 
app1ied to judgments of deeds and character when choosing men for office : a 
hint of the model of governance is still present. 

Little in these lines calls for comment， except for their tone. Western readers， 
making the inevitable analogies with their own tradition， may feel some dis
comfort here . Lu Chi earlier sounded much like a Romantic theorist， speak
ing of literary cosmogony， organic unity， the poet as a nexus through which 
the intricate multiplicity of the world becomes manifest. All of a sudden he 
shifts to general advice on practical matters in a tone that is virtually Hora
tian. Combined with this advice is a passion for judgment， a confidence in 
our ability consciously to perfect a text， which we associate with Neo-
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Classicism. The earlier movements in the poetic exposition stress the posi
tive generation of the texti the later movements are negative， and largely 
concerned with the avoidance of errors in composition. Lu Chi includes both 
because both are， from different points of view， true. We should not ignore 
the fact that the notion of the text as a spontaneously produced organism， at 
most channeled in process， does indeed run at cross purposes to the notion 
that the text is a construct of reflective judgment. But Lu Chi 's impulse， 
which may be the impulse of the poetic exposition as a genre， is to include， 
not to "discriminate" and take a position . As one might expect， these antithe
tical impulses are given to us as diHerent stages of composition， the earlier 
stages producing material to be "trimmed" and judged by the later stage . And 
as earlier， the sequence of stages is a compensatory movement : whenever Lu 
Chi has "given free rein， " he then feels the need to "rein in . "  

1 23 或文繁理當

1 24 而意不指 適

1 25 極無兩致

1 26 毒 不 可 益

1 27 立 片A 言而居要

1 28 乃一篇之警策

1 29 雖眾辭之 各 條

1 30 必待茲 的] 效積

131  亮 功 多 而 累 寡
1 32 故 取 足 而 不 易

1 23 It may be that the pattern (wcn 勻 的 lush and thc principle ( l i吋 rich，

1 24 But in terms of conccpt (yi * ) ，  i t  does 110t really havc a point. 

1 25 Reachil1g its lim此， there is 110 second significance; 

1 26 Exhausted， it wi1l bc unable to incrcase .  

1 27 Sct a suggcstive phrasc in an cssential spot，  

1 28 And it  will be a riding crop for the wholc piecc : 

1 29 Even though the word-hoard follows the statutes ， 

的o One must have this to compcte for great merit. 

1 3 1  The accomplishmcnt will be great and the complications fcw.  

1 32 So choose j ust  what is enough and do not change Ît .  

Lines 1 23 - 1 2 4 :  PU chih ti， translated as μnot really have a point， " is explained 
by the Wu-ch'en commentary as "the work does not hit the matter it is aim
ing at， " or alternatively， th且t its central point is not clear (Hsü Fu-kuan ) .  In a 
long discussion Ch'ien Chung-shu takes the phrase as 1 have : that is， not that 
it does not "hit the matter it is aiming at， " but rather that it really has no 
central point . 1 suspect that chih -ti is， in fact， the common compound ch的 一
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che 指摘， "to choose and in doing so make clear distinctions. " This would 
maintain the language of selection in regard to concept ( cf .  l. 33 ) ，  especially 
with the overtones of governance， μselecting" those worthy for office. In this 
case the 1ine would be translated : "But the concept has not been chosen with 
care. "  

This passage i s  o f  particular interest because it shows the difference be
tween a simple dichotomy between content and expression and Lu Chi's tri司
partite scheme (in this case， with li 贅 ， “principle/' taking the place of wu * ，  
"things" ) .  It i s  not surprising that w，妞 * b e  lush (fan， the language o f  vegeta
tion) and the yi弋 "concept/' still be inadequate . It is surprising， however， that 
"concept"  can be inadequate despite a richness of li弋 “principle， " in the text . 

Yi * seems to function as a unifyi月 structure that draws the propositions of 
the text together into some "point. "  Thus Lu Chi is noting that it is possible 
to say true and important things ( richness of principle)， without some con
ceptual unity in mind that organizes them to some end. 

Lines 1 25一 1 2 6 : This is one of the most elusive couplets in the whole work. 
As Ch'ien Chung-shu points out， Li Shan's explanation does not help much. 
It is possible to take this couplet as enjoining the writer to precision and an 
avoidance of ambiguity ( a  wondrously ambiguous and imprecise encourage
ment to precision) :  "When it reaches its 1imit [pointL it [should] have no 
ambiguity; when the words are done， one should not be able to add to them . "  
This interpretation i s  followed by Chen Shih-hsiang and， roughly， b y  Ch'ien 
Chung-shu. It seems to me more 1ikely that the couplet refers to the words' 
being μexhausted" without the discourse's having achieved an adequate pre
sentation of "concept . "  In this vein the Wu-ch'en commentaηT paraphrases : 
“it reaches the point of exhaustion/ending without being able satisfactorily 
to make its point . " The paraphrase in TL suggests something similar. The 
chih of "no second significance" (wu liang chih ) is the chih of chih -yi耨 致意，
"to get one's point across . "  

If we follow the Wu-ch'en commentary and TL， 的 1 have done， the im
p1ications are interesting. The fuHillment of "concept/

， the unifying point 
that draws the text together， occurs in the domain of "second significance/' 
liang-chih， and "increasing， " yi 益; it is somehow beyond the surface mean
ing of the text; it is "that to which the text goes" (perhaps implicit in chih- ti 
指 適 ， and sustained by the riding metaphor in 1. 1 28 ) .  Such an interpretation is  
consistent with my interpretation of line 84 and with the fascination with 
extension in lines 63-66; moreover， it is sustained in the following couplet.54 
If  the significance of the text is "exhausted" with the words， the point of 
"concept" will not be reached. 

Lines 1 27- 1 2 8 :  As Li Shan points out， p 'ien -yen， translated as "suggestive 
expression/

， 
comes from Analects XII. 1 2 :  "From a hint (p 'ien-yen ) able to 

resolve disputes-that was Yu. "  P'ien -yen， is a μpartial expression/' incom
plete in itseH， but leading a person of understanding to a comprehension of 
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the whole. 1ts application to the situation in the preceding four lines is that 
concept can be indicated by a partial expression ( “suggestive expression" )， 
incomplete in itself but directing the discerning reader to the unifying point 
of the piece. This supports the inte叩retation of μsecond significance" 缸ld "in
crease" in the preceding couplet as positive values and not as ambiguity to be 
avoided. "The riding crop" ( "the whip that shocks into motion" )  is discussed 
at length by Ch'ien Chung叫lU， taking note of the common metaphor of 
riding in reference to literature. Lu Chi's troping on the metaphor here seems 
to be that the "suggestive phrase" whips the piece into motion， gives it ener
gy and direction， and speeds it toward the unifying point .55  Ching 警 is used 
here in the sense of ching 驚. Ch'ien Chung-shu correctly distinguishes 
ching-ts 'e from the later term ching-chü 警 旬， "startling 1ines" ;  yet that later 
usage can be ultimately traced to the use of ching in this passage 

Word-hoard， chung-缸'11 : Chung-tz 'u is used very much like ch 'ün -y叩 章 i! ;

see commentary to line 2 1 .  

Follow the statutes， yu-t 'iao:  T'iao， μbranches"  or "statutes， " i s  the prob
lematic term discussed at length in the commentary to line 1 13 .  Yu-t 'iao is 
both "to have rules or statut巴s" and μto have branches . "  In the latter sense it 
echoes the tree metaphor earlier : the piece may follow the proper sequence of 
growth. In the former sense， it responds to line 1 13 :  the piece must show 
regard for the rules. But the orderliness implied in yu-t 'iao is not enough， for 
the work must also have a suggestiveness that gives vigor to the whole. This 
sounds much like the commonplace concession of Western Neo-Classicism， 
that genius must go beyond the rules . 

To compete lor great merit， hsiao-chi : See commentary to line 75 .  Not only 
do the words compete for excellence and attention， the work as a whole is 
part of an implicit competition . Since Ts'ao Pγs "Discourse on Literature， " 
the language of competition and reward had come to play an important role 
in 1iterarγ discussion. From the Western Han (and if one takes the orators of 
the pre-Ch'in period into account， from a much earlier time ) literary skill had 
been a means to achieve social and political position. Lu Chi surely intends 
μmerit" in a non-political sense of "literary success叮 but he conceìves of 
literary success on the political model of competition， being singled out and 
rewarded. Furthermore， he transfers this model to the writer 's relation to hi s 
words :  as the writer might become the object of judgment by the emperor 
(political success )  or by society (literary success) ，  so in the act of composition 
the writer himself becomes the jud阱， and the words become the objects of 
his judgments . 

Choose just what is enough， ch 'ü tsu : The recurrent theme of minimaliza
tion ( seen earlier in the advocacy of concision ) further supports the inter】
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pretation of the preceding lines as referri月 to a minimal surface text， beyond 
which lies more extensive concept . 

It is characteristic of Lu Chi's argument that one virtue or the remedy for 
one danger leads to a consideration of a new danger. In the preceding section 
he had addressed the danger that principle or phrasing may be imperfect; but 
success in these two problematic aspects of writing is not， in itself， adequate 
for good writing; there must also be "concept， " yi * ，  some unifying sense of 
purpose or significance in the writing. Even though the impulse to add yi* (to 
the previous dichotomy between principle and phrasing) comes from the 

triadic structure of composi tion announced in the preface and developed in 
the fir.>t part of the main body of the poetic exposition， the meaning of "con
cept" here has been extended from its earlier function . In those earlier usages 
"concept" had been a structure of relations mediating between the things of 
the world and writing (wen * ) ; thus it might be seen as a grasp of some par
ticular aspect of "principle， " li 特 ( and seems to be so described in 1l .  3 7-44 ) .  In 
the passage above yi * has become something like "unifying significance， " to 
which the text should point but which lies beyond what is stated explicitly in 
any particular part of the text ( if it could be stated explicitly， the passage on 
the "suggestive phrase" would be inexplicable in the context ) .  

Li 祥 ， "principle， " is both content and structure that belongs to Nature . As 
content， it is a proposition that has a particular claim to being true (e .g . ，  
leaves fall in autumn) ;  as structure， it is a "natural" organization of expo剖，
tion， whose authority (but not necessarily the particular structures )  corres
ponds roughly to a Western notion of "logical development" or "logical con
sistency. " When Lu Chi speaks of principle's being rich， he means that the 
writer says true things and puts them together in a proper， natural way. He 
realizes， however， that this is obviously not adequate to produce good writ回
ing. The addition of yi 持 一or more precisely， of the deferral of yi 耨 -promises
to account more perfectly for good or interesting writing. Although in some 
cases yl 特 has an almost abstract sense of "concept， " it is usually a particular 
act of mind (to the extent that a phrase like T'ien yi * 天 :膏、 ， "Heaven's will， " 
tends to anthropomorphize Heaven) .  In the Preface yi * had been a formation 
of "concept" that grasped the μthings of the world， " wu* ，  presumably accord
ing to li 特 . Here it has become a structuring act of mind in the writer in con

trast to "principle， " 1i * ，  which belongs to Nature . ì勻，特 is a unifying concept to 
which the text points， discovered in the momentum of the words and not as a 
proposltlOn. 

Here and elsewhere in 
ing incipi記en肘1t moves towards a notion t由ha抗t was tωo bec∞ome one of the most 

salie時en叫1t cha叮ra缸ct臼eris臼st缸lC臼s 0吐f later 1垃it忱er凹ar叮Y t由ho叩ug拉ht 仁 meaning is an event t由ha前t 

occurs "beyond words" and "after the words have ended. "  Without that sense 
of some significance， flavor， or whatever beyond the surface of the text， the 
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literary work seems flat .56 The use of p 'ien -y凹， the "suggestive expression" 
or literally "partial expression， " marks the incompleteness of the surface 
textj and it is such language， recognized as somehow incomplete， that is the 
"riding crop， " giving the text energy and forward momentum. 

1 33 或藻思綺合 。

1 34 清麗竿眠 。

1 35 炳若耨繡 。

1 36 棲若繁絃 。

1 37 必所擬之不殊 。

1 38 乃 闇 合 乎囊篇 。

1 39 雖籽軸於予懷 。

1 40 '171\他人之我先 。

14 1  茍傷廉而位義 。

1 42 亦雖愛而必捐 。

1 33 It may be that your intricately crafted thoughts cohere， finely patterned， 

1 34 A 1ucid 10veliness， glorious1y bright， 

1 35 Shimmering like a many-co1ored brocade， 

1 36 Or deep1y moving like a flurry of strings .  

1 37 Then suppose you find what you aim at 1acks distinction一

1 38 Your work unwitting1y corresponds to some 10ng-ago piece . 

1 39 Even if the shuttle and 100m were in my own feelings ，  

1 40 1 must dread 1est others have preceded me; 

141  If it damages integrity and transgresses what is rig恥，

1 42 Though 1 begrudge doing so ，  1 must cast it from me. 

Line 133: "Intricately crafted thoughts， " tsao】ssu* refer to the process of 
thought involved in composition， a process concerned with the "intricate 
craft， " tsao， of literature. In a common rhetorical figure， the object of the 
thoughts is transferred to the position of modifier. The use of ssu * ，  

"thoughts， " evokes here the venerable pun o n  ssu 絲， "silken threads， " de
veloped in the fabric metaphor in this line ( c的 綺) and in lines 135 and 139.  
For the association of ch 'i， "fine patterns， " see line 肘， commentary. Ho， 
translated as "cohere" recurs in line 138， where it is translated "coincide. "  
The "coherence of thoughts， " ho-ssu * ，  is precisely the concern o f  the preced
ing sectionj thus the transition between the sections would be something 
1ike : “even if you succeed in giving the work coherent concept， there is yet 
another danger. " 

Line 1 3 4 :  Ch 'ing， "lucid" or "clear， " became a common positive attribute in 
Chinese aesthetics . Its negative counterpart is a 句nuddiness" in which forms 
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lose their outlines and colors are mixed ( although a positive antithesis to 
"clarity" develops later， a lovely mistiness ) .  The provenance of the descrip
tive term "gloriously bright" ( ch 'ien -mien， which Li Shan glosses as "full of 
light and color")  applies to flourishing vegetationj it is one of the many terms 
of vegetation extended to the description of style. 

Line 136: Ch 'i， translated as "deeply moving， " is a term for deep sorrow. 
Often when one definite emotion must represent all the emotions， a term of 
sorrow is chosen. The English "deeply moving" bears some similarity to this， 
being a term for sad or serious feelings that suggests emotion in general. A 
"flur叮 of strings， " fan-hsien， is playi月 the strings of one or more instru
ments in concert or in quick successionj the association is with intense 
feeling. 

Lines 1 3 7- 1 3 8 :  The central problem in this couplet is how to take so-ni， in 
which the term ni can mean either "take as one's model" in the general sense 
of aspiring to a goal or "imitate" in the more particular sense of copying. The 
Wu-ch'en commentary paraphrases so-ni as "the work， " thus implicitly tak
ing ni in the former sense of “what is aspired to" or "what is intended. " Fol
lowing this commentarial tradition， 1 have translated so-ni as "what you aim 
at， " taking ni in the sense of μthe work as you would like it to be . "  TL and 
Ch'ien Chung-shu， however， take ni as "imitate叮 this interpretation is 
plausible， but it creates problems in the next lines， which seem to refer to the 
discovery of accidental identity with an earlier work as something to be 
avoided. Compounding the difficulties here， Ch'ien Chung-shu wants to take 
pi ( "necessari1y" )  as "if" or "supposing叮 this leads to a translation something 
like "If you do not aim for distinction in what you take for imitation， then 
unwittingly your work will coincide . . . " How in such a case the correspon
dence with an earlier work could be "unwitting" is left unexplained. An， 

translated here as "unwitting/' is literally "hidden" or "unperceived/
， 

in this 
case initially unperceived by the writer. Note the repetition of ho 合 ， "corre
spond， " from line 133 where it is translated as "cohere . "  

Line 1 3 9 :  Resemblance to  an  earlier work can occur even i f  there was no 
intent to imitate. The mind is a weaver working with ssu 絲 "threads" or ssu 
恩 句houghts . " Note the use of yü 予， the first person pronoun usually omit
ted， to emphasize "one's own ."  

Lines 1 4 1 - 142:  Even i f  a passage's similarity to an  earlier work is recognized 
only after the passage has been written or conceived， it still must be rejected. 
One's integrity is compromised not by intentional plagiarism， but by permit
ting the duplication of something from an earlier work that might lead others 
to suspect plagiarism. In later Chinese literary thought the problematic rela
tion between individual identity and composition was more fully explored， 
and the position Lu Chi had taken here was reversed: a situation in which the 
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writer "accidentally coincided with the ancients" was a happy moment when 
the spontaneous and individual elements of composition matched the uni
versal and hence recurrent.5 7 

This radical demand for originality， apparently made even on the level of 

phrasesl is most unusual and certainly not true of the Chinese literary tradi

tion as a whole ( or of any other literary traditionL where intertextual borrow

ing is the norm. One mightl however， add that in this particular poetic ex 

positionl Lu Chi himself tends to conform to the demand he makes here : the 

uniqueness of the work in the tradition and its almost impenetrable 亂的culty

arise largely from Lu Chi's original phr且ses. Plagiarism was an issue in the 

Chinese literary tradition ( cf .  Ch1ien Ching-shu on these lines )  but not a com
mon or central one， s8  The charge of plagiarism was raised only in regard to 

whole poems and sometimes coupletsj herel however， the idea of unwittingly 

reproducing an earlier text can only refer to phrases， sentences， or a line of 
argument. 

This statement on originality generates anxiety about a corresponding 
danger， the "solitude川 of somethi月 that i日 too original . 

1 43 或有發穎嚀 。

144 離眾絕致 。

1 45 形不可途 。

1 46 響難為係 。

1 47 塊孤立而特峙 。

1 48 非常音之所緯 。

1 49 心牢落而無偶 η

1 50 意徘徊而不能 捕 。

1 5 1  石 組 玉 而1 1 1暉 。

1 52 水懷珠而 川 媚 。

1 53 假條倍之勿毒品 。

1 54 亦蒙榮於集翠 。

1 55 綴 F $' 於 ic'! 雪 。

1 56 吾亦撕了夫所偉 。

1 43 It may be that a blossom COl1lCS forth ， a spike of grain s tands upright、

1 44 Scparatcd fro l1l thc crowd， isolatcd from thc sense :  

1 45 A shape no shadow can follow， 

1 46 A sound to which no ccho can bc lìnkcd. 

1 47 It stands thcrc towering ，  solitary and iml1lobilc， 

1 48 Not wovcn in with thc constant toncs. 

1 49 扎在ind Ìs in a desolate cxpansc， nothing corresponds;  

1 50 Conception circlcs ai11l1essly， unable to leavc it. 

1 5 1  Thc mountain shimmers whcn j adc is in thc s tol1e， 
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1 52 The stream is alluring when its waters bcar pcarls ;  

1 53 Thorn bushes and medlars need not be cut down一

1 54 They， too， can become glorious by thc roosting kingfisher. 

1 55 If we link an art song with a popular tunc， 

1 56 We may augment what makes it cxceptional 

line 143:  This line seems to be based on the dead metaphor hsi日 秀， a "high 
ear of grain， " which by lu Chi's time was applied to anything that "stood 
out" or was "outstanding. "  "Blossom， " t'iao， was originally a reed blossom， 
and had come to refer generally to something flowering， though the kind of 
flowering that rises above the rest of the plant ( as opposed to， say， blossoms 
on a flowering tree ) .  Both t 'iao and the spike of grain are hsiu， "out-standing， " 
and as such they present a danger of discontinuity. 

Line 144:  "Separate from the crowd， " li-chung， carries not only the implica間
tion of the line's or phrase's separation from the overall argument of the 
piece， it also carries a strong sense of unique excellence. 

Isolated from the sense， chüeh-chih : Chih is an interesting term; its root 
meaning of μgo to" or "bring" is extended to a quality of inclination or direc】
tion in thought， manner， or feeling， a "conveying" ( in later classical Chinese 
its force is weakened to merely "mood， " "feeling， " μimport" ) .  Chüeh can 
mean either "cut off" or "superb， " “peerless . "  1 have followed Li Shan in con
struing chih as "conveying thought， " chih -ssu * 致恩 (i .e . ， the argumentJ， and 
the phrase chüeh -chih as "cut off from the thrust of the argument. "  This 
maintains the parallelism of Lu Chi 's own argument and takes chih in a way 
consistent with Tsin usage. Another possible interpretation， offered in TL， is 
to take chüeh-chih as "a peerless manner. "  There is no problem with the 
sense of such an interpretation; but it should be regarded with suspicion， not 
only because it twists the parallelism somewhat， but also because it yields 
too easily to the late classical usage of chih . 

Lines 1 45- 1 4 6 :  This couplet rests on the idea that all phenomena should 

have natural correspondences， as shape is followed by a shadow or sound is 
followed by an echo. A passage that is an isolatcd beauty will have no such 
contiguous patterns or echoings . 1 have taken the isolated beauty to be the 
"shape" or "sound， " with no "shadow" or "echo" later in the text to balance 
and continue it. Possibly， however， the isolated beauty might be interpreted 
as the shadow itself， in which case we would construe line 1 45 as "it cannot 
follow any shape， " that is， it is so elusive that it has no ground in tangible 
reality. The problem with such an interpretation is that line 1 46， on echo and 
sound， 的 most naturally translated as above (it would be possible but forced 
to take it as "an echo not linked to any sound" ) ;  and parallelism would dis
pose us to take the elements of the two lines in analogous relations . The 
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interpretation followed by the translation emphasizes that the uniqueness of 
an isolated beauty "stops" discourse ( cf .  11 .  1 49- 1 50 )  because there is no way 
to continue or match it. The second， less likely interpretation would empha
size only the elusiveness of isolated beauty. 

Line 147:  K'日ai， translated as immobile， also suggests solitude. 

Line 148 :  
monplaceness contrasts with the uniqueness of  the i昀so叫la前te吋d beau叫1此ty， while 
their being "constant" bespeaks a comprehensible coherence in the text from 
which the isolated beauty stands apart . "Woven in/' wei， is literally "to be 
made the woof in a weaving. "  

Line 149 :  Lao-10 ( or， alternatively， according t o  L i  Shan， 1iao-10 遼落) de
scribes the quality of a vast， unpopulated expanse of land and a state of mind， 
a melancholy isolation that is appropriate to being in such a location. This 
condition is clear in "nothing corresponds， " wu-ou ﹒ “without mate， match， or 
paralle1 . "  This line reveals much about Chinese aesthetic values and the 
affect of parallelism: 姐 的olated beauty， however splendid in itself， looks 
around for a shadow or echo， a "match叮 unable to find anything， it suddenly 
assumes the melancholy isolation of a solitary figure in a vast wasteland. Hsü 
Fu-kuan takes this and the following line as referring to the response of the 
reader， who does not know what to "relate， " ou， the solitary beauty to.  

Line 150:  T'i is alternatively glossed in Li Shan as "leave" 前 (or "get rid of" ) .  
Ch'eng Hui-ch'ang takes t 'j in  its usual sense o f  "pick" o r  "select， " leading to 
an interpretation of the line as "conception is unable to accept it into [select 
it for] the work， " with conception's reluctance dispelled by the following 
lines .  Hsü Fu-kuan， continuing his interpretation of these lines as referring to 
the reader， takes t 'i as "get， " so that the reader is unable to "get anything out 
of it . "  The Wu-ch'en commentary reads ch '由 褲， meaning "remove， " yielding 
basically the same sense as the alternative Li Shan interpretation of t 'i .  
μCircles aimlessly， " p回-huai， is a movement that embodies hesitation and 
uncertainty， "pacing back and forth， " or in the standard classical gloss， "the 
manner of moving without getting anywhere. "  

E恆的 1 5 1 - 1 5 2 : Li Shan cites "Encouraging Study" in the Hsün- tzu: "When 
jade is in a mountain， the vegetation will be moist and fertile ;  when pearls are 
in the depths， the shore will never dry up. "  Lu Chi may or may not be allud
ing to the Hsün- tzu specifically， but he is certainly alluding tó some variation 
on this saying: as these rare things， jade and pearls， impart fertility and mois
ture to their surroundings， so the isolated beauty， though not part of the com
mon fabric or landscape of the text， sti11 can give a richness and beauty to the 
rest. 
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lines 153- 154: 恥1uch dispute has arisen regarding the interpretation and 
truth of this couplet. Chen-hu are two kinds of scrubby trees， used in Book of 

Songs 239 in association with a lush richness appropriately qualifying great 
virtuej in other contexts， however， chen -hu represents a kind of underbrush 
that ought to be cut away. In that latter sense li Shan takes this as another 
version of the "constant/ordinary tones" mentioned earlier， that is， as some
thing undesirable that needs to be somehow redeemed. 

Another problem arises in the interpretation of c缸-ts 'ui. This may be 
taken as a "roosting kingfisher" as above 問時 Wen-yü， cited in TL ) j  or it may 
be taken as the μmassed azure" of the vegetation of "thorn bushes and med
lars" (Wu】ch'en ) . This latter interpretation， while philologically plausible， 
simply does not fit the sense of this passage， forcing an improbable equation 
of the isolated beauty with "thorn bushes and medlars . "  

In the chapter "Casting and Paring" in the Wen-hsin tiao-lung， Liu Hsieh 
takes Lu Chi to task for his wordiness .  He makes specific reference to this 
passage and comments that Lu Chi "had no heart to pare away lushness"  ( see 
pp . 249 ) .  It must be said in fairness to Lu Chi， that Liu Hsieh seems to have 
entirely missed the point of this couplet. It is not that Lu Chi thinks a literary 
piece should be filled with superfluous verbia阱， but rather that there is a 
virtue in alternating a plain style with something more lively. 

The metaphor of the kingfi日her roosting in thorn bushes would seem to 
make rough1y the same point as the jade in the mountain or the pearls in the 
stream: there are points of exceptiona1 beauty， discontinuous with the mate
rial as a whole， which nevertheless 1end verve and beauty to the who1e . 
Although we are tempted to take it this w呵， there remains one serious prob-
1em: the issue， as it is posed in the coup1et， is not removing the kingfisher 
( the iso1ated beauty)， but rather removing all the underbrush that frames it .  
Thus we might take this line as a comp1ement to the preceding lines : not 
on1y shou1d the iso1ated beauty (pearls and jade) be kept， but so shou1d the 
ordinary background that is made beautiful by its presence . 

line 155 :  Literally this line reads， "If we link Hsia-li to Pai-hsüeh ， "  alluding 
to two melodies mentioned in "Responses to the Questions of the King of 
Ch'u， " Tui Ch '日-wang wen 對楚王rgî， attributed to Sung YÜ. From that source 
Hsia-li Pa-jen 下里 巴 人 became a commonp1ace example of a song that was 
popu1ar and low， whi1e Yang-ch 'un pai-hsüeh 陽春 白 雪 became the corres-可
ponding examp1e of a song of exquisite beauty that could be appreciated by 
on1y a few. Lu Chi's appreciations of mixed modes and his interest in intensi開
fication by contrast i日 reminiscent of arguments made for the mixed modes of 
Shakespearean drama， proposed from Dryden through the nineteenth cen
tury. 

This passage raises interesting questions regarding the sense of unity. The 
capacity of a passage to fit in with the who1e piece ( the unifying conception 
addressed in 11 . 1 23- 1 26 )  is not a simple integration with a linear argument 
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but the need for another element that corresponds ( 1 .  1 49 ) .  Thus， while there 
is a sense of overall unity， an individual passage enters such coherence 
through balance， echoes， and parallelism. It is a lack of such corresponding 
elements that makes a particular passage truly discontinuous . In other words， 
the overall coherence of a work occurs not through a necessaηT and 1inear 
sequence of propositions， but rather through a complex structure of balances 
and correspondences . The structure of this poetic exposition itself is an excel
lent example -of this principle : a complex sequence of amplifications orga
nized as balancing and compensato月T moves . 叭Thile an unmatched and thus 
di日continuous passage violates this sense of unity， Lu Chi allows a fine one to 
remain in the work， as something that enriches the work and gives it force by 
variety， contrast， and its own intrinsic beauty (obviously there would be no 
point in defending an undistinguished passage ) .  1n making this allowance Lu 
Chi implicitly recognizes the danger in a structure of echoes， balances， and 
compensations : a potential blandness and flatness. It is perhaps ironic that in 
making his point that balancing correspondences are not always necessary， 
Lu Chi feels the need to round oH his point with a balancing and compensa
tory count巴rpoint : that one should also add the ordinary to a work that is， on 
the whole， elevated. 

The following section of his poetic exposition (11 .  1 5 7-86 )  takes up five dis
tinct faults in composition. Before commenti月 on them individually， two 
points of general interest should be raised : the arrangement of the terms of 
positive value (whose absence defines a fault) and the provenance of those 
ter口1S.

The arrangement of the terms is derived from a Han ( and perhaps earlier) 
structural model to account for relations between the hexagrams in the Book 
o{ Chang郎. A hexagram was conceived as the abstract ideogram of a condi
tion that passed from a ph且se of incipience to a phase of excess .  A condition 
in the phase of excess creates a co附spon�ing absence or lack， for wh此
another he位xa嗯gr阻且m a盯叩n凶se臼s a剖s cωomp伊en肘1昀sa泌叩ti昀on. A s間equence in t由hi昀s form appears 且s
A but lacking in B， B but lacking in C， C but lacking in D， and so on. ln his 
“Discourse on Literature" Ts'ao P'i used a fragment of such a sequence to 
describe the relations between the style ( t 'i * )  of several of the Seven Masters 
( see pp﹒ 62-63 above ) . 59 Lu Chi uses the same form here : each fault is in fact 
the danger that may be present in the excess of the preceding virtue; or each 
virtue contains within itself the seeds of the subsequent fault .  Thus a writer 
may have "clear song， but nothing responds"; perfecting "response" may lead 
to a failure in "harmony叮 perfecting "harmony" may lead to a 臼ilure in 
"emotion"; 且chieving "emotion" may Jead to a failure in "dignity叮 the
perfection of "dignity" may lead to a failure in "allure . "  Such potentìal faults 
are not to be corrected by some golden mean， but rather by a structure of 
compensatory movements， such as we find in Lu Chi 's own poetic exposi
tion : it would not be a static condition of "balance， " but rather a complex 
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series of "balancings， " each tendency requiring a countermotion to redeem it 
from foundering in the excess of its own virtue. 

A musical metaphor is present in the elaboration of the five faults .  Jao 
Tsung-yi has shown the provenance of the five main terms in the special 
vocabulary of music， particularly in discussion of playing the ch 'in .60 

Although the metaphors that dominate this section are musical ( and perhaps 
grow out of the musical reference in 11 . 1 55- 1 56 )， it should not be forgotten 
that all these terms had a rich range of literary and other associations， and 
were not exclusively musica1 . 

1 57 或託言 於 經韻 。

1 58 對窮速而孤典 O

1 59 俯寂寞而無友 。

1 60 {fP寥廓而莫痕 。

16 1  譬偏絃之獨張 。

1 62 含清口昌 市i靡態 。

1 57 Suppose you put your words in too short a rhyme; 

1 58 They face the end of their tracks ，  a solitary s tirring. 

1 59 They look down into a dismal stillness ，  lack companion; 

1 60 They look up into vast space and continuc nothing .  

1 6 1  Compare i t  t o  a stri月 of limited range， s trung alone-

1 62 Within it lies clcar song， but nothing rcsponds. 

Line 157:  In explaining "too short a rhyme， " tuan-yün， Li Shan is clearly 
correct in his interpretation as "too short a composition"j that is to say， a 

composition needs a degree of amplitude for resonance. 64 Although short 
poetic forms eventually cam巳 to play a very powerful role in Chinese poetry 
( as Lu Chi could never have foreseen)， this demand for resonance remained， 
transformed into an intensive rather than extensive resonance. Chang Shao
k'ang is correct in spirit， if perhaps not in the letter of his interpretation， 

when he says that this has nothing essential to do with brevity per se but 
rather with a lack of variation that leaves no room for interplay. 

They face the end of their tracks， tui ch 'iung-chi， uses the common spa

tialization of the text as a movement， a movement which here ends too 
abruptly. The phrasing of the passage gives us to understand that the lack of 
amplitude causes lack of response (ying* ) j but clearly it is the need for in

tratextual response in itself that is the real problem， and one could just as 
easily say that the lack of response between elements in the text is what 
defines insufficient amplitude . This abrupt closure of a text， a negative qual
ity， contrasts strongly with the hints earlier in "The Poetic Exposition on 

“ The Poetic Exposition on Literature " 1 57 



Literature" of the text 's continuing on and expanding after the words are done 
(e .g . ，  1. 84 ) .  Here we can see that the poss自由ty of such expansion must be 
based on intratextual resonances， parallels， movements and countermove
ments， everything that creates interesting relations within the text . The 
monolithic text simply ends， and its solitude ( even its unity) is seen as a lack圖

A solitary stirring， ku-hsing* : As TL points out， the hsing特 here can be taken 
either as the text's μcoming forth" with insufficient amplitude， or something 
in the text's "stirring" a feeling to which the text， in its insufficiency， pro
vides no response. 

Lines 1 59- 1 60 :  "They look down， " fu， and "they look up， " yang， are the 
proper terms for "what follows" and "what precedes" in the linear move
ment of the text (and here looking forward and backward into the blank 
spaces that surround th巴 inadequate text ) .  In addition， however， the image 
suggests the anthropomorphic solitude of a figure alone in the wildemess .  

Dismal stillness， chi-mo :  This common modal compound later suggests 
simply a gloomy desolation， but here， amid the auditory imagery of the pas
sage， it strongly retains its original semantic element of "silence . "  

Continue nothing， m o  ch 'eng: This phrase might a1so be translated as μno
thing continues lthem]， "  meaning that nothing continues the words that look 
up into vast spacei but the fact that the words are "looking up" ( i .e . ，  backward 
in the text ) into "a vast space" strongly suggests that nothing was given be
forehand for them to continue. The term ch 'eng， "continue， " was to become 
an important term for 且 relation of "building on" or "developing" an earlier 
passage. Ultimately ch 'eng became ossified as the technical term for the 
second couplet of a regulated verse and the second line of a quatrain : the 
" development. "62 

Lines 1 6 1 - 1 6 2 :  Each of the "five faults" closes with an analogy to music， or 
more precisely here， to playi月 the ch 'in . It should be stressed that making an 
explicit analogy， here using verbs of comparison， implies the consciousness 
of a distinction between the literary and musical， a distinction that was not 
made in the "Great Preface， " where the lìterary and the musical were treated 
as the sarne thing. P'ien， translated as "of limited range， " is literally "one
sided" as opposed to "comprehensive川 the single string cannot equal the 
range of a full set of strings . Ch'ien Chung-shu's explanatìon of "getting a 
line， but not being able to complete the whole piεce" misses the point : the 
concern of thís passage is with an inherent limitation of short forms (a  limita
tion that was overcome in later poetry)， not a limitatìon of talent in using a 
form. 
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Within it lies， han : This is not the positive "reserve" of 1ater poetics， but 
rather a potentia1 that is unrealized and should be realized. It might be 
pointed out that short forms overcame the limitations discussed here precise也
1y by a transformation of the quality of han， from something "unrealized" and 
therefore 10st to an "unrealized reserve" whose possibilities can be intuited in 
the text . 

Nothing responds， mi ying: Ying*  is a technical musica1 term here， but one 
with a very broad range of usage outside of the frame of reference of music. It 
is the term for "sympathetic resonance， " or as Chang Shao-k'ang points out， 

notes of the same pitch (as when a singer is accompanied by an instrument) .  
Beneath this passag巳 lies the famous statement in  the "Record of Music" that 
in the ideal music "one sings and three join in harmony" ( see p. 53 ) .  In the 
"Record of Music， " however， this refers to a reserve in the forcefulness of 
performance， leaving somethi月 to be fulfilled through the response of the 

1isteners; Lu Chi here requires that the response occur within the text itself. 
Perhaps the most interesting aspect 吐 出的 passage is the reinforcement of the 
notion that the text is an event in time， like a musical performance， rather 
than a "thing" :  the work is not to be conceived as a simultaneous whole. One 
part must be finished for another part to "respond. " We might schematize 
that temporal relation as : A is unconditioned by B ;  B is conditioned by Aj C is 
conditioned by A and Bj and so forth. Without the tempora1ity of response， 
there are qualities of limitation， even of loneliness in the text. The temporal 

interplay of voices is the formal recreation of the sociability of the external 
human world and the organic relations of the natural world .63 

1 63 或寄辭於1萃音 。

1 64 言 徒靡而弗華 O

1 65 混朗讀而成體 。

1 66 累 良 質 而 為瑕 。

1 67 象下管之偏 0:: 。

1 68 故雖應而不和 O

1 63 Supposc you entrust your lines to dreary tones : 

1 64 The words will have pointless languor and want splcndor; 

1 65 A form constituted of lovely and ugly mixcd，  

1 66 Good substance encumbered by blcmishes . 

1 67 Likened to pipes in thc lower part of the hall played too fast-

1 68 Though therc is rcsponsc， there is no harmony. 

Line 163:  "Dr巳ary， " ts 'ui 痺， also written 悴 and used in the common com
pound ch 'iao-ts 'ui 憔悴 ( "haggard" )， clearly suggests an unfavorable quality， 
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though precisely how this quality of "sickly/' 
into the subsequent musical analogy is uncertain. Perhaps it refers to a kind 
of overenergetic performance that soon leads to exhaustion and confusion. 
Ch'eng Hui-ch'ang suggests that it refers to a structureless muddle that lacks 
"bone/' ku * :  such a form would be associated with dissipation .  The Wu時
ch'en commentary's suggestion that this means composition on an unworthy 
subject is clearly wrong. 

Line 1 6 4 :  In the phrase "point1ess languor， " t 'u mi， Li Shan glosses mi as 
"lovely， " mei 美 ; The Wu-ch'en commentary and TL take it as "extravagant. " 
Mi is an interesting term， suggesti月 "delicacy， " μcompliance" or "going 
along with， " leading to associations of "indulgence" and a sensua1ity associ
ated with women. 1ts version of "beauty" is a delicate， languid beauty. There 
is a suggestion of intimacy here that contrasts with the solitude described in 
the preceding section， but which， in itself， is inadequate . "Splendor， " h ua， 
is the contrasting quality: a beauty that is vibrant， sparkling， and colorful .  

Line 165:  Such a form， t 'j * ，  is constituted of attractive and unattractive qual
iti巳s， the latter destroying the effect of the former. But here Lu Chi alters the 
emphasis to lead to his concluding point : the conflict between good and bad 
aspects of such a mode becomes a more general lack of harmony， which could 
occur even in an improper mixture of good qualities . 

Lines 1 6 7- 1 68 :  This is a fascinating example of the role of memorized clas
sical phrases in forming discourse .  To maintain the parallelism in each of the 
five faults， Lu Chi searches for new terms of similitude and here comes up 
with hsiang， "to liken， " μto resemble . "  This leads him in  turn to  think on 
another use of the word hsiang as an ancient military dance， the "Semblance 
Dance. "  This usage of hsiang recalls a passage in the Book of Rites， "High in 
the hall they sing 'The Pure Temple' [from the Book of Songs]， while the 
pipes in the lower part of the hall play the hsiang of [King Wen's]  military 
exploits . "  The second part of that p且ssage reads in Chinese hsia -]man hsiang

wu F管 象 式 . Thus L u  Chi's choice o f  the term hsiang i n  the sense o f  "liken" 
leads to the association of hsia-kuan .  However interesting this may be in the 
psychology of composition， one should not thereby infer， as TL does， that the 
hSiang dance is being played here : even though a military dance might well 
be played overenergetically， this would be a kind of music entirely diHerent 
from the mode suggested in the first four lines of the passage . Hsü Fu時kuan
extrapolates from the Book of Rites passage， where singers sing "The Pure 
Temple" from the Book or Songs while dancers dance the hsiang， to suggest 
that the problem addressed is figured in the very mu日ical performance de
scribed: singers and dancers respond to one another but cannot keep in har-
mony. 

In the preceding passage the danger was of isolation， lacking "response， " 
ying. The antithesis is a plenitude of response， but such a plenitude is itself in 
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danger of lacking an orderly relation between the parts， of lacking ho， "har
mony ."  The concept of ho， "harmony， " merits some attention. Like ying it 
suggests elements related in sequence rather than acting simultaneously as 
imp1ied by the modern English use of "harmony. "  Unlike ying， however， h o  

implies notes o f  different pitches， s o  that w e  have a unity i n  diHerence. Thus 
in "The Rules of Sound" chapter of Wen -hsin tiao-1ung we read， "when differ
ent tones follow one another， it is called harmony. " Ho is a relation in which 
each element has a distinct identity yet contributes to a gre且ter whole . It 
suggests a natural orderliness， a response that is also a "joining with . "  

1 69 或遺理以存異 。

1 70 徒 尋 虛 以 j翠 微 。
1 7 1  言 寡情而鮮愛 。

1 72 辭 浮 漂 而不歸 。

1 73 猶絃么 而徽急 。

1 74 故難和 |而不悲 C

1 69 Supposc you disregard natural principlc and kcep what is strange， 

1 70 Pointlcss qucst for thc cmpty， pursuit of thc ov叮叮subtlc:

1 7 1  The words will lack fceling，  b c  short 0 11  lov亡，

1 72 Y our lil1cs will dri公 aimlessly to 110 end . 

1 73 As when the strings arc too thin and thc bridgcs sct too tight ，  

1 74 Therc may bc harmony， but 110 strong cmotioll 

line 1 69 :  The term missing here to clarify the opposition between μnatural 
principle， " 1i * ，  and the "strange， " yi， is the word ch 'ang 常. Ch ' ang is both 
that which is “constant" and that which is "ordinary .川 As "constant， " ch 'ang 

is an essential property of 1i叮 as μordinary， " ch 'ang is the antithesis of the 
“strange. "  The danger addressed here is a mode that disdains the concrete， the 

close-at句hand， and that which can be readily shared with others . Lu Chi 's 
choice of the term li 著 in this context supports a mode of treatment that is not 
simply "ordinary， " but "the way things naturally are . "  

1ine 1 70 :  "Empty， " hsü* ，  combines the notions of insubstantiality， elusive】
ness， and otherworldliness .  TL and Hsü Fu-kuan point out the resonance of 

the term hsü * in Neo-Taoist speculation， popular in this period. 

lines 1 7 l - 1 72 :  To "lack feeling， " kua-ch 'ing* ，  would be a condition to 
which N eo-Taoist adepts would aspire . "Love， " ai， is the stronger term， sug
gesting intense emotional attachment and desire， thus even more to be re
jected by the Neo-Taoist inclination to an ethereal purity戶 From the "Great 
Preface" on， poetry in particular had become associated with "feeling" or the 
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"affections， " ch 'ing* . Although Neo月Taoist int巴llectual trends of the period 
might dis且pprove of amplífying the buffetings of the affections in poetry， this 
was， neverthel巴ss， the domain of poetry ( μpoetry follows from the affec
tions" ) .  For someone like Lu Chi， a person for whom literature was central， 
the presence of true feeling would be requisite. The opposition between feel
ing and no feeling had a counterpart in a quality of movement， movement 
either in life or in a text. Chuang-tzu and his spiritual progeny in the Neo
Taoists of the late Eastem Han， Wei， and Tsin valued 且 condition of "drifting 
aimlessly， " moving without motives or goals， without any attachments that 
bind a person， 且s 可eeling" and "love" do. A discourse that "drifted aimlessly" 
would be "to no end， " pu-kuβi， literally "not returning"j  that is， it would be a 
discourse that does not 句etum" to the substantial world and its attachments 
(kuei was often used much like colloquial English "gravitates toward" ) .  Kuei 

was also used in traditional hermeneutic vocabulary much like English "to 
have a point， " to have some purpose or consequence that governed the under
standing of the text. Even though the affections， ch 'ing* ，  were spoken of as 
being "empty， " hsü * ，  they grow out o f  relation to  the concrete living world 
and remain tied to it. Lu Chi sees a danger in the possibility that the literary 
work might break its ties of attachment to the world. 

Many commentators offer a somewhat different interpretation of this 
conditionj rather than Taoist detachment， they take it as frivolity and mere 
clevemess， a kind of play that avoids anything serious .  Since metaphors of 
drifting and emptiness are also applied to this very different mode， it is equal-
1y tenable as an interpretation for the passage. 

Line 1 73 :  The metaphor here is of a string strung so tightly that the range of 
its pitch is high and the sound it produces is faint， tinny， and without reso
nance. 

Line 1 74 :  Pei， "strong emotion， " is literally "grief" j  but like ch 'i in line 136 
above， pei is used to exemplify the full range of human feeling. In moral 
history， to which music and literature are bound according to the "Great 
Preface" and "Record of Music， " pei is normally given as a negative quality， 
associated with the dissolution of customs and the "tones of a ruined state . "  
In  this context， however， Lu  Chi i s  clearly using pβi as  a positive value and for 
the moment entirely disregarding any correspondences it might have to 
moral history ( though we should note how that context retums in the 
negative phase， in the next passage on the Sang-chien ) .  

The musical analogy here clarifies the role o f  this danger in  the develop
ing structure of values. "Response， " the possibility of complex intemal rela
tions， is the first term of value and the ground upon which other values are 
possiblej "harmony" assures order in responsej but these categories are still 
purely internal. The addition of pβ1， "deep feeling， " requires that the harmo
nious order， endangered by an excessive internal purity， be able to reach out 
and touch listeners or readers . Although now detached from its ground in 
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moral and social history， the musical or literary performance is not a separate 
domain : it grows out of the human affections and must "return" to them. The 
values go beyond the internal relations of the performance to locate the event 
of art in a community who can share such feelings . But， of course， this move
ment toward others has its own dangers.  

1 75 或奔放以諧 合 。

1 76 務H曹噴而妖治 。

1 77 徒悅 目 而偶俗 。

1 78 間 聲 高 的I 曲 T o

1 79 嬉防露與桑間 。

1 80 叉雖悲而不雅 。

1 75 But suppose you lct yourself go rushing into choral unisons ，  

1 76 Devote yourself to thc bewitching bcauty of  an orgy of sound: 

1 77 Pointlessly you pleasc thc cyc， rnatch the cornmon tastc， 

1 78 The sound rnay be loud indeed， but thc tunc inferior .  
1 79 Be awarc of  Fang-lu and Sanp，-chíen一

1 80 Though strong cmotion is prcscr況， it may lack dignity . 

Line 175 : “Choral unisons， " hsieh -ho， refers to voices singing together with
out any dissonance， probably in unison. Musically this would be the opposite 
of the preceding condition， from ethereal singularity to losing oneself in the 
collective . 

Line 1 76 :  As TL notes， "an orgy of sound， " ts 'ao-tsa， is a descriptive binome， 
glossed in the Fang-yen， 方言， a Han dictionary of dialect terms， as a popular 
and local word for many voices speaking together. Other glosses provided by 
later commentators stress qualities of loudness and vulgarity. The Wu-ch'en 
commentary extends the Dionysiac aspect of this， explaining ts 'ao-tsa as 
"sensually alluring sounds， " and other uses of the binome in the period sup
port this .  This sense is confirmed by its conjunction with yao-yeh 妖冶 "be
witching beauty， " with strong implications of seduction and 10ss of restraint . 
Rock music is often ts 'ao-tsa 

Line 1 79 :  TL offers an excellent summary of the scholarly debate surrounding 
this line. Sang-chien 桑間， "Among the Mulberries， " was a popular song ( or 

class of songs ) referred to in the "Record of Music" of the Book 01 Rites as 
"the tones of a ruined state， " wang-kuo chih yin yeh 亡國之音也. The "Geo
graphical Treatise， " Ti-li chih 地 理芯 ， of the Han History associates the song 

with illicit sexual encounters . Thus it is obvious that this song is the kind of 
thing Lu Chi had in mind as an art that engages "strong emotion" but "lacks 
dignity. "  There is uncertainty， however， as to what Fang-lu 防 露 "Keeping
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Off the Dew， " is .  It is possible that Fang-lu is given as the example of a digni明
fied (ya 叮 composition， leading to the interpretation of the line : "be aware of 
the diHerence between Fang-l日 and Sang-chien. " Li Shan， however， links 
Fang-lu to the “Seven Remonstrances" 七諜 attributed to the Western Han 
writer Tung呵fang So， thus referring it to the exile of Ch'ü Yüan， the "tones of 
a ruined state， " and the mode pei 悲， appropriate for such tones . Thus the 
other possibility is that Fang-lu is yet another example of a song that has 
"strong emotion" (pei ) but lacks dignity. 1 have accepted the latter interpreta
tion as the most plausible. 

Strong emotion， Pei， turns away from ethereal singularity and reaches out to 
embrace others， first as a positive value in itself， but then moving toward a 
danger of something like a Dionysiac loss of restraint and dissolution of 
identity， associated with the dissolution both of the polity and of sexual 
mores. "Dignity， " ya 弋 imposes a degree of restraint on th的 impulse， moving 
back towards barriers of identity and especially of hierarchical distinction. 
Strong emotion compensates for the failures implicit in an excess of har
mony， while dignity compensates for the dangers implicit in an excess of 
strong emotion. Even though harmony and dignity are both in a negative 
relation to strong emotion， they are not， however， equivalents :  they are 
negations of different phases of pei .  Harmony stresses orderly place within 
relation， while dignity stresses restraint， hierarchy， and distinction. The sub
sequent movement of compensation will， of course， be a movement to re
establish desire， an impulse across the barriers of restraint implicit in dignity. 

1 8 1  或清 虛 以 婉 約 O

1 82 每除煩而去濫 。

1 83 闕 大羹之遺味 。

1 84 同 朱 絃 之 清 氾 。

1 85 雖一唱而三嘆 。

1 86 固 WCftm川、獸 。

1 8 1  Supposc you have a chaste indiffcrcncc and graceful restraint， 
1 82 Always cutting away complexi句， gctting rid of exccs s :  
1 83 It will lack that "flavor omittcd" of the ceremonial broth; 
1 84 1t will bc the same as thc chaste revcrberations of a templc zither. 

1 85 Even though “ one sings and thrce j oil1 in harmony， " 
1 86 Dignity you may havc， but 110 allurc. 

Chaste indifference: ch 'ing-hsü*  ， 的 literally μpure and empty， " suggesting a 
lack of engagement. There are close similarities between this danger and the 
failure described in lines 1 69- 1 74. 
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1 87 

1 88 

1 89 

1 90 

1 9 1  

1 92 

1 93 

1 94 

Graceful restraint， wan -yüeh， suggests a maidenly modesty and humili旬，
compliance as a positive quality， whereas the μcomplexity" and "excess" of 
the following line suggest seductive sensuousness .  Thus this mode-extreme 
ya 弋 roughly equivalent to "fastidiousness"-is at pains to avoid any hint of 
such seductive qualities. 

Lines 1 83- 1 8 5 :  These lines refer to the passage on the aesthetics of omission 
in the μRecord of Music， " where the ceremonial music and banquet consti
tute the ultimate in ya * (see p .  53 ) .  At first the potential excess of ya * seems 
to fail the standard for the perfection of ya 持 described in the "Record of 
Music" :  unlike the ceremonial broth， the excessive ya * will be so restrained 
it will not even leave the sense of "flavor omitted. "  But Lu Chi quickly shifts 
to ceremonial music as the very embodiment of a dreary fastidiousness .  The 
"temple zither" 的 literally the "red strings" mentioned in the "Record of 
Music . "  Such music， even though it does result in "three sighing" in response 
to its restraint， is inadequate 

Line 1 86 :  "Allure， " yen， is the quality that compensates for a dignity that has 

degenerated into fastidiousness. An excess of τestraint leads to a sense of 

distance， and that distance has its compensation in a movement not in to 

dissolution， but toward dissolution: sensuous and sensual attraction. Thus 

the full sequence of the five values that are linked to the five faults are : 1 )  

"response， " ying， a ground of the possibi1ity of intratextual relations; 2 )  "har

mony， " ho， where each element of response is not only itself but dso con

tributory to a relational whole; 3 ) “strong feeling， " p位， a movement out from 
the text to touch a common ground in human emotion; 4) "dignity， " ya 九 a

restraint that enforces hierarchy and distinction in relations; 5 )  "allure， " yen， 

a sensual attractiveness that draws us toward the text. This structure of 

values is a complex elaboration of the antithesis between music and rites 

announced in the "Record of Music" :  music un泊的 while rites make distinc
tions.  All the conditions of the five values ar巳 forms of coming together and 

holding apart; this is the central issue in literature and music， as it is in 

relations between humans， a complex balancing back and forth between 
isolation and absorption 

若夫豐約之裁 。

俯仰之形 。

因宜適變 。

尚 有微情 O

或言拙 rffí 喻 巧 。

或理朴的詞 輕 。

或襲故而彌新 。

或 沿 濁 而 更 清 。
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1 95 或覽之而必 察 。

1 96 或研之間 後 精 。

1 97 譬 猶 舞 者赴 節 以 投袂 。

1 98 歌者庭主、絃而造聲 。

1 99 是蓋輪 扁 所 不 得 言 。

200 故 亦非 華 說 立 所能 箱 。

1 87 In thc way it is cl此， cithcr terse or dabora仗，

1 88 ln form， descending or ascending : 
1 89 One movcs into mutations according to what is appropriatc， 

1 90 And the fìne turns have the most sul咒lc moods . 

1 9 1  Somctimes the language i s  artless ，  but thc lesson artful; 

1 92 Sometimes the principle is plain， and thc cliction light; 

1 93 Sometimcs following what is old yiclds something vcry new; 

1 94 Somctimes moving with murkiness gives rcncwed clarity; 

1 95 Somctìmes a glancing overview brings requisitc ll1sight; 

J 96 Somctimes rhe essence follows only after laborious honing 

1 97 Liken it to the dancer， flinging hcr slcevcs to the rhythm， 

1 98 Or to the singcr， scnding out her voicc in rcspol1sc to the s trings .  

1 99 It is this that Wheclwright Picn coulcl not put into words ， 

200 Nor is cven the most glittcring discoursc ablc to catch its essence 

Line 187 :  "Cut to pattern， !I 的 活， is a term for the craftsmanship involved in the 
"making" of a liter且ry work， based on the metaphor of cutting cloth in making 
clothing. Paired with illng 銘f the Ilcasting" of metal in a mold， ts 'ai is given an 
entire chapter， μCasting and Paring， " in the Wen-hsin tiao-lung. Since the 
notion of working to a static pattern is in conflict with the rest of this passage 
(which treats the text as a process of changes， in which one must respond to the 
moment)， we should stress the interest in the continuum between amplitude 
and terseness， which is central to thε concept of ts 'ai : rather than simply 
11 cutting to pa ttern， 刊he writer， as he moves through the text， must know where 
to linger， amplify， and fill in detail and where to restrain such impulses， where to 
"cut back" ( ts 'ai) and be terse .  We may note the association of 且mplitude or 
verbal "lushness" with sensuality and the association of "terseness" with a 
sense of personal restraint. 

Line 1 8 8 :  TL glosses hsing* ，  "shape" or "form， " as the author's active "form
ing， " hsing勢 -ch 'eng 形成 . The problem here lies in the meaning of "descend
ing or asccnding， " fu-yang， litcrally "looking down and looking up. "  TL 
glosses this plausibly as the "momentum of ch γ ， "  ch γ .shih * ，  decrescendos 
and crescendos of energy. But since fll -yang is a1so used for the internal rela
tions of sequence in a text， the compound might refer to a forward move-
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ment， "looking ahead" within the work， and a retrograde or retrospective 
movement， “looking back" to what had been said previously. 

Line 1 8 9 :  See the commentary to lines 1 的一 1 1 2 for a fuller discussion of the 
compositional process as a movement guided in accordance with principles 
of change and transformation. Line 1 89 seems to refer to the ranges of 
alternatives established in the preceding couplet; that is， one should vary 
between terseness and elaboration， or between crescendos and decrescendos， 
according to a sense of what it proper. 

Line 190: "Fine turns， " ch 'ü， refers to the subtle shifts in direction that occur 
in the process of mutation， pien * .  Such "fine turns" may be contrasted with 
sharper changes of reversal or movement in a new direction. A subtle shift in 
mood ( ch 'ing* )  in the writer may be the motive for engaging in a mutation， 
but it seems more likely that this is rather the effect of such subtle changes .  
These μturns" occur in all aspects of the work : mood， argument， tempo， 
force， and so on. 1n these turns appear "subtle moods， " either in the affections 
(ch 'ing* )  conveyed or in the circumstances ( ch 'ing* ) presented. Presumably 
the gross categories of ch 'ing於 一joy， anger， sorrow， and so on-can be con
veyed statically : but for the finer， more "subtle" ( wei 微 ) distinctions， con
veying the authentic movements of mind/heart (hsin * )， continual change and 
turnmg lS necessary. 

Line 1 9 1 :  "Artless， " cho， and "artful， " ch 'iao， are a common antithesis. Both 
can have either a positive or a pejorative sense. Both terms are probably posi
tive in this context， although "artless， " cho， may assume that someone 
would look down on such a style .  Cho i.s "clumsy" and "guileless . "  One is 
tempted to render it as "naive"i but cho mìsses the precise theoretical sens巳
of "naive" as used by Schiller in that writers of Lu Chi 's age were quite self 
conscious about being cho and would not hesitate to claim to possess such a 
quality. Yü， here translated "the lesson， " is the term often translated as 
"allegory" :  this term 泌 的 close as Chinese comes to the notion of an "in
tended message， " prior to and independent of the text and transmitted 
through it . The transformations described in the preceding lines clearly re
ferred to the internal movements of the texti as so often in early Chinese 
wri ting on li ter且ture， Lu Chi here conflates intratextual movement with 
the movement of understanding or affect， in this case a "layering" of the 
text with intended message beneath. As with a good parable， what seems 
very simple on the surface reveals itself to be complex in the process of 
understanding. 

Line 1 92 :  "Plain， " p 'u ( originally "unfinished wood" with the bark still on it )  
is an important term in the Lao-tzu. p 'u applies to "natural principle， " li * ，  
just a s  "artless， " cho， applies t o  human character and behavior. "Light， " 
ch 'ing 輕 however， does not form a clear antithesis to p 'u， except in the fact 
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that p 'u is substantial or serious while ch 'ing implies unconcern. "Light， " 
ch 'ing， can be linked to "artful， " ch 'iao， even though ch 'ing stresses lack of 
seriousness and disengagement o  Although the shifting of terms in this line to 
some degree twists the force of the opposition， the line is still meant to be the 
chiasmatic antithesìs of the preceding line : language artless : lesson artful / 
principle plain : diction light. 

Lines 1 93- 1 94 :  These two lines continue the interchange between anti
theses， though we do not know if these 且ntithetical movements occur in the 
internal movement of the text or in the processes of composition or under
standing‘ Hsi translated 且S 勻ollowing， " is 且 term to describe adhering closely 
or ìmitating-actions that in this case yield their opposites， variation and 
innovation. "Murky， " cho， and "cle且r， " ch 'ing， constitute an antithesis com
monly applied to the quality of ch γ，  but it may also apply to moral and 
conceptual qualities ( see Ts'ao P'i， μDiscourse on Literature， " pp. 65-66 
above ) .  "Murky， " cho， tends to be a pejorative term. 

Lines 195- 1 9 6 :  It is unclear whether these lines apply to the process of reflec
tion during composition or during reading. This antithesis of ease and diHi
culty occurs throughout the work. The first of these lines would seem to 
mean "sometimes a glancing overview brings the necessity of [further] ex
arnination" ( Chang Feng-yi 張鳳翼 ， cited in Cha時 Shao-k'ang， offers an inter 

pretation in this vein ) ;  but since such an interpretation would spoil the irnpli
cÍt antithesis between the two Iines (in the huo . . . huo . . . construction)， the 
Wu-ch'en comrnentary， Ch'eng Hui-ch'ang， and TL have taken the inter
pretation given in the translation 

Lines 1 9 7- 1 98 :  These two beautiful similes stress the ongoing， alrnost irn
provisatory process of the text. The relation here is less organic than the 
images of shadow and echo in lines 1 45 and 1 46 ;  but in the transfonnation of 
the organic metaphor， it admits the existence of a performative skill . More
over， shadow and echo referred to the inner relations of the text as a whole， 
while these similes refer to compositional process and the apprehension of 
that process in reading. The ability to cornpose would depend on understand
ing the principles of transforrnation， as described in line 1 0 7， and thus to 
know instinctively where and how to move at any given mornent. But if the 
writer is in the positìon of dancer and singer， what occupies the position of 
the rnusic or musician that gives the rhythm or plays the strings ? One answer 
can be found in the "stirring， response" 阱。且也ying) p且ttern of line 22 1 ，  which 
presurnes some experience， some rnovernent of the affections， or the internal 
rnomenturn of the text that m的 serve as a stimulus .  

Lines 199-200: Wheelwright Pien was the figure in the Chuang間tzu who 

offered Duke Huan of Ch'í a critique of the limits of language， using the 
example of his own craft to show a performativc skill that could not be put 
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201 

202 

203 

204 

205 

206 

207 

208 

209 

2 10  

2 1 1 

2 1 2  

2 13  

2 14  

2 1 5  

into words and transmitted ( see pp﹒ 35-36 above) .  Wh巴巴lwright Pien's intuitive 

movement of the hands echoes the movement of the dancer's sleeves and the 

oblique reference to Wheelwright Pien and the limitations of lan位lage in the Pre

face， Section D .  

Glittering discourse， hua-shuo :  This description aptly applies to Lu Chi's 
own poetic exposition. The use of "even， " yi and "catch its essence， " ching， 

may be somewhat playful or ironic .  It seems to make a mock appeal to the 
consideration that although someone as "artless， " cho， as Wheelwright Pien 

might not be able to put it into words， a more flashy， elaborate discourse 
might hope to do so; but even such an elaborate discourse fails the task. The 
irony would lie in the reader's recognition of the counter-value， that precisely 
because of his "artlessness" Wheelwright Pien could explain the situation far 

better than "glittering discourse， " hua-shuo. The use of ching， "catch its 

essence， " strengthens the probability of irony， since ching as a quality lies at 
the opposite end of the stylistic spectmm from hua， “glittering" or "ornate. " 
This reflexive comment on the inability to explain the tm巴 "essence， " ching， 

of the art of words in words refers us back to the Preface， Section D. Note that 

Achilles Fang emends the last character of this couplet to ming 胡， "make clear， " 
to avoid repetition with line 1 96 .  

Throughout 
s訂is叫te凹nt f臼as此cina剖t1昀on W1此th the subtleties of change and mo叫ti叩on咒1， t由he miao♂骨 .
扎M臼or間e t由ha叩n a阻ny叭th 趾1n聘g els咒e吭， the writ紀erγ's art is seen as a ma品st紀eη叮T of movement， 
and such mastery can be embodied but not objectified in words .  Skill is 
shown in "timely" action， an ability to proceed well through the unforesee個
able， a concern that has largely disappeared from the repertoire of modern 
thought， with its obsession with predictability and control of events . 

普辭條與文律 。

良 余膺之所服 。

練世情之常尤 。

識前修之所淑 。

雖溶發於巧心 。

或受嗤於拙 目 。

彼 瓊 敷 與 玉 藻 。

若 中 原 乏 有 歧 。

同案筒之 罔 窮 O

與 天 地 乎 並 育 。

雖紛藹於此址 。

磋不盈於予掏 。

忌、擎瓶之屢空 O

病 昌 言之難屬 。

放眼蟑於主豆韻 。
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2 1 6  放庸音 以 足 鼎 O

2 1 7  恆遺恨以終 篇 。

2 18  豈懷盈 ríii B J旦 。

2 1 9  懼蒙塵 於 叩 倍 。

220 顧取笑乎鳴末 。

20 1 Thc overall statutcs of phrasmg and writing 's  regulations 

202 Are things to which my hcart has submitted. 

203 1 havc a tìnc scnsc of thc constant transgressions in the disposition of this 

agc， 

204 And recognize what is purc in former worthies . 

205 Although somcthing may emerge from the dcpth of the artful mind ，  

206 It may stil1 be ridiculcd in the eyes of the artlcss .  

207 Such agate 丘。unshcs and filigree of jade 

208 Are like thc wild beans on the ccntral plain， 

209 Never exhaustcd， like thc Great Bel1ows，  

2 10  All nurtured together with Hcaven and Earth 

21 1 Yet however abundant thcy are in this age， 

212  1 sigh that thcy do  no t  fill my opcn hand . 

213  My misfortuncs i s  to  have a pint-sized capacity可 often empty， 

214  And 1 suffcr a t  thc di自culty of continuing thc ap t  words of thc past .  

21 5 So 1 limp along in rhymcs too short， 

2 16  Give forth ordinary toncs to complcte my songs，  

2 17  And always some rcgrct remains a t  thc cnd of a piecc-

2 18  Ncvcr i s  m y  hcart fulJ ， never am I satisficd.  

21 9 1 am frightcncd that this vesscl will be tapped as it lics in thc dust ，  

220 And will surcly be laughcd at by thc ringing j ade.  

Line 20 1 :  "Statutes， " t 'iao， is the legal term discussed in the commentary 
to lines 1 13 and 1 29 .  Here in parallel with "regulatìon， " 1口， its legal sense is 
dominant over its other meaning， "branches . "  This line is a hu-wen 互 文 ， a
Chinese rhetorical category in which corresponding terms of a parallel con
struction are interchangeable with no variation in meaning: instead of tz '日 帶

t 'iao and wβ且 多' -lii ， we could just as easily have wen * - t 'iao and tz '日 九lii 圖 The
Wu咱ch'en commentary takes t 'iao as "branchings， " encompassing generic 
and historical lineages of writing. Chang Feng-yi 張鳳翼， cited in Chang Shao
k'ang， suggests that this refers to the organic structure of the work， and Hsü 
叭Ten-yü �'f文 I，IJ ， a1so cited in Chang Shao-k'ang， relates this to the old 
metaphor of literature as a grove. As fond as Lu Chi Ìs of the organic tree 
metaphor， he a1so conceives of writing in terms of rules and transgressions ; 
and this is the concern dominant in the first part of the passage. As Ch'eng 
Hui-ch'ang points out， the Wu-ch'en commentary's interpretation of wen-lii 
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的 tonal regulations is anachronistic . Lu Chi certainly assumes there are 
strict rules in writing (no doubt encompassing his own sense of euphony)， but 
this sense of "law" is a general and uncodified one and does not anticipate the 
appearance of explicit codes of poetics in the following centuries . 

Line 202: The use of fu， translated as "submit， " is open to other interpreta
tions.  "Take to heart" is the most likely alternative. 

Line 203 : "Have a fine sense， " liβ丑 is to have a "trained" or "practiced" 
sensej that is， he knows by studious experience. μConstant transgressions， " 
ch 'ang-y日， might also be taken as a nominalized considerative verb : "I have a 
fine sense of what this age constantly considers a [literary] transgression . " 

The phrase might also be taken as "constants and transgressions . "  In both of 
these latter interpretations， Lu Chi would be claiming to understand both the 
excellences of the ancients as well as the refinements of modern times .  As 
translated above， it contrasts the success of the ancients with the failings of 
the moderns . "The disposition of the age， " shih -ch 'ing* ，  perhaps would sup
port the considerative interpretation of yu， “ [consider as 1 a transgression， " in 
that ch 'ing* would more appropriately apply to the response to error than to 
the locus of errors of the kind to which Lu Chi is referring. But the following 
couplet， on the fear of being misvalued， supports the interpretation given in 
the translation. 

Lines 205-206:  In contrast to line 1 1 9， here the μartless， " cho， is pejorative， 
and the "artful， " ch 'iao， is clearly positive . This may be an example of how 
the "disposition of the age" fails to appreciate what is truly valuable. Note 
that what is valuable is located within， while misprision occurs in the ability 
of those outside to perceive what lies within. Further， we should note that 
the presumed source of the literary work is here the "artful mind， " ch 'iao
hsin * ，  not chih 弋 "what 日 intently on the mind， " a relation to something 
outside the realm of art. Fang T'ing-kuei 方廷哇， cited in Chang Shao-k' ang， 
takes "what emerges from the artful mind" as referring specifically to works 
by "former worthies" :  although this follows reasonably in the rhetorical 
structure here and is certainly included by the line， it seems too restrictive 
for the general statement made here . 

Lines 207-208 : Fu， translated as "flourishes， " means primarily "unroll '" or 
"extend"j it takes on the sense of some intricate vegetative profuseness， 

much like tsao 軾 a vegetatíve intricacy commonly extended to literature.  
The metaphor of gems is often applied to fine writing， although the seme 
"rareness" in the gem metaphor is set in contrast to the seme "commonness" 
in the beans， extended from the vegetative metaphor of fu and tsao. The 
proverbial commonness of the beans on the central plains has a literary 
source in Book of Songs， where it is appropriately combined with an exhorta
tion to learni月 in order to become as good as one's predecessors : 
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On the c巳ntral plains are bean vincs， 
The common people pick them. 
The moth bears children， 
But the wasp carries the血 away.
Teach your children 
So that in exccllcncc they may equal you. 

Book of Songs 1 96 

The commonness of the wild beans suggests， in Lu Chi 's usage， the easy 
availability of the material of literary excellence. We may note that Lu Chi 
uses a commonsense re且ding of this passage， unencumbered by the estab
lished exegeses of the Classic. 

Lines 209-210 :  The "Great Bellows， " t 'o-yüeh ， 的 the image used in Lao-tzu V 
to describe the inexhaustible generative processes of nature and the constant 
movement of ch γ (the "air" in the bellows ) . 65 Taken together， this couplet 
and the preceding one are a new version of the organic metaphor : instead of 
the inner nature of the work being a vegetative organism， here the "stuff" of 
literature is generated inexhaustively everywhere， ready to be “culled" (note 
the recurrence of selection as the essential act in composition ) .  

Lines 21 1-212 : μAbundant， " fen -ai， is a descriptive of  vegetative density， 
here applied to the "beans" of literary excellence . As Ch'ien Chung自shu
points out， this is the point wherc Lu Chi 's poetic exposition tums from con
fidence to explicit self-dou bt， from control to helplessness， from fullness to 
dearth. 

Lines 213-214 : μPint-sized capacity， " ch 'i的一p 'ing， is literally a μsmall water 
pitcher， " a phrase used in the Tso chuan，  Chao 7， as a metaphor for small 
capacity. Not only does Lu Chi suffer dearth personally amid all this abun自
dance， he also has little ability. "Apt words， " ch 'ang-yen ( also， and perhaps 
more properly explained as "glorious words" )  was a phrase from the Book of 
Documents in common use; here it refers to the greatness of past writing 
(hence the interpolation of the word "past" into the translation) .  After com
menting on his inadequacy in regard to present possibility， Lu Chi tums to 
his inadequacy in comparison to past accomplishments. This sense of present 
decline in face of past literary greatness， which was to become a powerful 
motif in Chinese litcrary thought (as it was in Westem literary thought) may 
be contrasted to Ts'ao Pγs confidence that the excellence of writers of his 
own age was in no way inferior to the great Eastem Han predecessors . 

Line 215 :  "Limp along， " chen-chuo， is a stumbling， shambling gait. I have 
taken the reading tuan -yün; but TL， Ch'eng Hui-ch'ang， Ch'ien Chung-shu， 
and Chang Shao-k'ang all prefer the reading tuan.yüan J;丘fci， "a low earthen 
wall， " which， if one walked along it， would cause a stumbling gait .  The main 
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objection to the reading tuan-yl泊， "rhymes too short， " is that it repeats 1ine 
1 58 .  This is not persuasive because Lu Chi often brings back earlier topics . 
There it is a genera1 problemj here it is his prob1em. Sun Chih-tsu 係志祖，
cited in  Chang Shao唱k'ang， argues persuasive1y against the emendation. The 
question of insufficient amplitude is sustained in the following lines and fits 
in with the 1arger question of adequacy， raised in many frames of reference 
throughout the work. Hence the Wu-ch'en commentary's paraphrase : 叮le
fee1s bogged down in short pieces， " thus 10nging for scope . 

Lines 2 1 9-220: As in line 2 13， crockery is used here as a metaphor for capac
itYj its smallness is revea1ed by tapping it. To be "covered in dust" is to be in a 
10w situation and unused. In contrast， "ringing jade" is a metaphor common回
1y applied to excellent writing. 

Pride and seH-doubt are a bound pair : where one appears， the other will not be 
hidden far away. As Lu Chi breaks into criticism of his contemporaries， who 
will not be ab1e to understand his excellence， he wobb1es on the heights of 
exultation and immediately sinks into self-criticism and seH-doubt.  Ch'ien 
Chung-shu points out the places here and in the following passages where he 
gives an inversion of the va1ues he espoused earlier. Although this passage 
has contradictory impu1ses， it embodies those satisfying psycho1ogica1 mo
tions prized in classical writing: "1 understand the true va1ues， those of the 
ancients， as most moderns do notj they mock what is tru1y good， even though 
literary excellence is to be found easily in this agej yet 1 don't find itj thus my 
[rea1J failings will be mocked by the excellence of my contemporaries . "  The 
inversion of the argument here is a small-sca1e variation on the balance of 
impulse and counter-impulse that runs throughout the piece. 

The argument of the next 1arge section is a four-part examination of "in
spiration， " its genera1 principles (11 .  221 -226)， its fullness ( 11 .  227-234 )， the 
effects of its absence (11 .  235-242 )， and a summation of the experience of its 
power and vagaries (11 .  243-248 ) .  

221 去夫應感乏會 。

222 通 塞 之 紀 。

223 來 不 可 遇 。

224 去 不 可 Jr. O

225 藏 若 景 滅 。

226 行 紛 響起 。

221 At the conjunction of s tirring and response， 

222 At the demarcation between b10ckage and passa阱，

223 What comcs cannot be halted， 

224 What goes off cannot be stopped . 
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225 When it hid口， it is Iike a shadow disappeari月，

226 When it rnov白， ìt is like an ccho rising .  

Lines 22 1 - 222:  This locates the crucial rnornent o f  cornposition in  its begin
ning， standing between the reflection before writing described in the first part 
of the work and the subsequent points of attention enjoined in the composi
tional process . This is essentially the same point described in lines 的 to 50，  

but now this nexus has become a point of  crisis. At the "conjunction" or 
"meeting， " hui， between "being stirred， " kan 弋 and "active response， " ying* ， 

there is an uncontrollable space where the sequence of occurrences in com
position may be "blocked， " se， or "pass through， " t 'ung* . Since this moment 
of initiation is beyond control (perhaps the moment when the analogy to the 
movements of Wheel wright Pi間's hands is most operative )， Lu Chi can offer 
no advice here : he can only tell us μhow it iS . "66 

Lines 223-224:  This couplet rephrases a passage in Chuang-tzu XXI where 
Shu-sun Ao explains why he took no joy in the glory of high office and felt no 
sorrow in losing it . Lu Chi's worry about the uncontrollability of inspiration 
is， of course， at odds with the aloof indifference prized in the source textj but 
such unconsciously ironic inversions of application were not uncommon in 
literary quotation from the Chuang-tzu from the Eastern Han through the 
T'ang. Another famous example of such misapplication is the quotation from 
Chuang-t之u in the very opening of the "Spirit Thought" chapter of the Wen 
hsin tiao-lung ( see pp . 20 1 -202 below) 

Lines 225-226:  TL glosses ying as "light， " but in conjunction with hSiang， 
"echo" or "resonance， " "shadow" seems to be the better interpretation ( cf .  11 .  
1 45- 1 46 ) .  

Out o f  the epistemological concerns o f  Confucian hermeneutics， Chinese 
literary thought tended to focus on the determinate and involuntary aspects 
of composition. 1n 
s咄hi封拙t缸ts toward cωomposltlOn 且5 且 voluntary act and its structure as controlled. 
Here， however， toward the end of the work， involuntarism recurs， not in the 
content of what is made manifest， but in whether the desired compositional 
process will "flow" or not. The person who spoke "one-sidedly" to Mencius 
wìth his "knowledge of words" might well be uneasy about what he would 
involuntarily reveal of himself; but in that case what would have been re
vealed would have been a defect of character. Troping on this， Lu Chi， who 
defines himself as a writer， is in dangcr of having his limits as a writer ex
posed at this conjunction， where involuntary forces govern utterancε . 

227 方天饑之駿利 。

228 夫何紛而不理 。
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229 思風 發於 究臆 。

230 言 泉 流於唇齒 。

23 1 紛歲幸生以服迎 。

232 唯毫素之所傲 。

233 文徽徽以 繼 自 O

234 音 泠 泠 以 盈 耳 。

227 When Hcavcn 's  motive impulses move swiftly on thc best coursc， 

228 What confusion is there that cannot be put in order? 

229 Winds of thought rise in thc breast ，  

230 A s tream of words 日ows through lips and tecth ， 

231 Burgeoning in tumultuous succcssion， 

232 Somcthing only the writing brush and silk can imitate 

233 Writing glcams，  overflows thc cyes : 

234 Thc toncs splash on， 位lling the cars . 

Line 227: Heaven's motive impulses， T'ien-chi 勢 ， refer to the initiation and 
the initiatory impu1ses of a process in nature， something that is subtle and 
elusive at the beginning but that follows through powerfully. When literary 
"response， "  ying* ，  comes， i t comes in this manner， as a spontaneous1y 
unf01ding natura1 process that g且thers momentum. Hs站ü Fu 
s叫tr跎es臼se臼s the unc∞onscious and inc∞ompr閃巴hen肘1昀Sl油 bleε a品spec口t o吐f t由hi泊s natural fo凹rc臼e .

Move swift1y on the best course is a free rendering of chün-li. Li here is what 
is most "advantageous， " the course of action or of movement that offers the 
least resistance . The modifying chün suggest superiority， size， and speed. 

Line 228: Fen， translated as 叫confusion， " usually describes a tangled， dis
orderly profusion. Here it is given as a negative quality requiring ordering: 
but a few lines 1ater， in 1ine 23 1 ，  it is used in a positive sense as the "burgeon
ing" of inspiration. 

Put in order is the transitive verba1 use of 1i 弋 “natura1 princip1e . "  

Lines 229-230:  In the parallel between "winds o f  thought， " ssu '每 -feng* and 
"stream of words， " yen -ch 'üan， the sequence from "thought" to "words" 
marks the process of outward manifestation . The images of wind and the 
stream， which figure prominently throughout the poetic exposition， are cen
tra1 metaphors in describing the ongoing， flowing quality that is valued both 

in composition and presumed to inhere in th巴 text itself. 

Line 232: Ni is "to imitate" ( see l .  1 3 7， commentary) ，  but the two terms 

essential to the concept of imitation are the movement of thought and 
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words on the one hand， and the act of writing on the other. This is a su
premely Shelleyan notion of the creative process， inspiration flowing furious
ly and the writing hand trying to catch it before it dis且ppears . But we should 
note that it is not some pre目verbal "poetic idea" that gets "imitated， " but 
rather oral words moving in synchronization with thought that must be "im 
itated" in written words . 

In line 222 the antithetical terms "passage" and "blockage" were r且ised. The 
section above amplifies 可且ssage， " t 'ung* and successful "response， " ying. As 
a natural process， composition is described in terms of a natural burgeoni月
to the point of being flooded by bounty. From this vision of fullness we next 
tum to the complementary term "blockage， " se， a vision of dearth. 

235 及 其 六 情 底 何時 O

236 志任;神留 。

237 兀若枯木 。

238 部若淵流 。

239 攬營魂以探頓 。

240 頓精爽而 白 求 。

241 理哥哥哥哥而愈伏 。

242 恩 乙 乙其若抽 。

235 But when the six affcctions are stallcd and hampered， 

236 When mind strains toward something， but spirit rcmains unmovcd， 

237 Onc is immobile as a barc， lcaftess tre亡，

238 GapÌng cmpty likc a dricd-up stream 

239 One draws the soul to search secret rccesscs ，  

240 Gathers vital forces to scek from ol1csclf; 

241 But natural principle is hiddcn and sinks away cver farther， 

242 Thought s truggles to cmergc， as if draggcd. 

Line 235 : The particular affections that constitute "the six affections， " liu
ch 'ing特 六情 diff巳r in various lists， but they are usually given in pairs， such as 
being pleased and anger， sorrow and joy， love and hate . Categorical concepts 
that can be comprehended by a single antithesis are usually expressed by a 
single two-character compound. Categories like "the aHections， " which 
obviously admit more than a sÎngle antithesis， are often given a stock 
enumeratori thus "the hundred plants" are simply μplants" j  "the six affec
tions" are simply "the affections . "  

Line 236:  This i s  literally "chih 好 goes and spirit stays . "  According t o  the 
traditional etymological defin泌的n， chih 耨 lS 句hat to which mind goes川 here
there is an object and a directional energy， but "spirit， " shen * ，  does not con-
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vey it . This situation is， of course， wanting to write about something but not 
being able to .  

Lines 237-238:  The common metaphors of vegetation and flowing water re
cur here， but as absences . Whi1e Lu Chi does not hesitate to make use of 
Chuang-tzu when it suits him， here the image of the barren tree， a positive 
image in Chuang-tzu， is seen as a profound 10ss of natura1 vitality . Wu， "im
mobile" combines the unmoving， the unfeeling， and the inanimate. 

Lines 239-240: Here is a fai1ed return to the v01untarism which opened "The 
Poetic Exposition on Literature， " an acknowledgement that knowing and 
doing all the correct preliminaries is not adequate . Where before the process 
operated naturally， now there i日 conscious effort， "seeking in the self . "  

Soul， ying-hun， is a vague and general term for some undefined aspect o f  the 
psyche. Some texts read ch 'iung扣1D， "solitary soul" j  but this forms a less 
perfect parallel to the correspondi月 term in line 240， ching-shuang， trans備
lated as "vital forces . "  However distinct such terms and compounds may 
have been in the pre-Ch'in period， and however much philosophers and glos
sarists of Lu Chi's own time may have tried to limit their meaning， in poetic 
expositions and in parallelistic prose such terminological fine points are rare
ly preserved. 

To search secret recesses : T'an -tse， is a term for investigating anything 
mysterious and hidden. 

To seek from oneself: Tzu-ch 'iu may well mean "to seek all alone叮 but it 
may also be， 的 translated here， the attempt to find inspiration in the depths 
of self， echoi月 the implications of t '的-tse. 67

Lines 241 -242: "Natura1 principle， " li 楞 ， is clearly the hidden thing sought .  

Ya-ya 乙 乙 describes the quality of  something coming forth with di組culty.
Ch 'ou 抽 may be either "pulling out" or "pushing out， " as in "sprouting. " It is 
probably the "thoughts， " ssu * ，  themselves that are having such difficulty 
emerging or being drawn outj but it may be that "thoughts" are having diffi
culty， struggling to bring out hidden natural principle. 

243 是以或竭情而多悔 。

244 或率意而寡尤 。

245 雖茲物之在我 。

246 非 余 力 之所戮 。

247 故時撫空懷而 自 惋 。

248 吾 未 識 夫 閉 塞 之所 由 。
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243 Thus at timcs 1 wear out my fcelings，  and much is regrcttcd; 

244 At othcr times 1 follow the bcnt of my thoughts with fcw transgrcssions . 

245 Although this thing is in the self， 

246 It is not within the scope of my concentratcd forccs . 

247 At times 1 consider the cmptiness in my heart and turn against myself， 

248 That 1 do not know thc means to open this blockagc 

Line 243: The writer "wears out his feelings， " chiβh -ch 'ing* ，  in his efforts at 
trying to write. The regret follows either from not getting anything or from 
writing something bad despite one's efforts .  

Line 244: "Follow the bent of  my thoughts， " shuai-yi弋 is a set  phrase mean
ing "to follow one's whim";  but in this context， the technical sense of yi * 的
brought to the fore-hence， to go effortlessly with one's literary concepts as 
they arise .  

Lines 245-246 : The “thing， " wu 弋 is presumably the literary work， which 
already exists hidden in the "self， " wo， the "1"; or， as Fang T'ing-kuei， cited in 
Chang Shao-k'ang， suggests， it is wen 特 chi * ， the "springs of the literary 
work . "  This description of discovering the literary work hidden within the 
self is reminiscent of some pre咱Romantic descriptions of composition， as 
in Edward Young's "Conjectures on Original Composition";  but in the pre
Romantic inner quest， what is discovered is the hidden self; in Lu Chi what 
is discovered is a more universal natural principle of which the self is the 
container. Moreover， the emergence of natural principle， or its μpresentmg 
itself" for voluntary discovery by the determined writer， is initiated by 
forces within natural principle itself， forces within the self that are not sub
j ect to conscious contro1 .68 

Concent臨ted forces， lu-li 動 力 (here syntactically divided as fei yü li chih so 
lu ) is a strenuous effort， collective or individual . 

Line 247: "Consider the emptiness in my heart， " fu k 'ung-huai， can be taken 
physical旬， "1 stroke my empty breast"; but fu-huai was commonly extended 
to mean "reflect on what is in one's heart . "  1n this case， "what is in one's 
heart" 的 qualified as "empty. "69 

The closing section is a peroration. Most complete poetic expositions (如 )
have a formal coda， separated from the main body of the text by a phrase that 
can usually be translated "the Coda says . . . " Although Lu Chi 's concluding 
section is not so marked， it clearly serves the same function. Like formal 
codas， the peroration here is elevated in diction and almost lyrical . 
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249 伊茲文之為用 。

250 固眾理之所因 。

25 1 恢薦里而無閔 0

252 通億載而為津 。

253 俯 胎 則 於 來 葉 。

254 仰 觀 象 乎古 人 。

255 濟文武於將墜 。

256 宣風聲於不氓 。

257 塗無速而不彌 。

258 理無徵而弗綸 。

259 配有言潤於雲悶 。

260 象 變化 乎 鬼 神 。

261 被金石而德、廣 。

262 流管絃而 日 新 。

249 The functioning of literature lies in being 

250 The means for all natural principle. 

25 1 It spreads across tcn thousand lcagues， nothing bars it; 

252 I t  passes through a million years ， a ford across .  

253 Looking ahead， it grants models to coming generations;  

254 Looking back， it contemplates imagcs in the ancients . 

255 It  succours the Way of thc ancient kings ，  on the point of falling ;  

256 It  manifcsts reputation， does not let it be lost 

257 No path lies so  far it cannot bc integrated; 

258 No principle so  subtlc it cannot be woven in .  

259 Peer of clouds and rain with thcir fertile moisture， 

260 Semblance of divinity in transformation. 

261 When it covers metal and stone， virtue is spread; 

262 Flowing through s trings and flut凹， it is daily renewcd. 

Lines 249-250: Later thinkers would divide phenomena into the categories of 
tγ， "normative form， " and yung 用， "function. "  The functional definition of 
the poetic exposition was "to give the normative form of things， " t γ -wu *  ( 1 .  
86 )， which is precisely what Lu Chi has done for wen 祥 in his  own idio
syncratic way. It is therefore fitting that here in the conclusion he turns 
to "function， " yu月﹒ Literature is the "means， " so-yin ( literally "the that
depending-on-which吋 of li弋 "natural principle . "  All commentators agree 
that manifestation is the end for which li * depends on wen 特 的 the meanSj 
that is， li * "is， " but for it to be manifest and knowable， it must appear 
through wen * .  We are not certain whether wen 勢 in this case is restricted 
to literature ( thus knowable to mind) or is the broader sense of wen * as "pat-
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tem， " immanent in a11 things ( as Liu Hsieh claims in the first chapter of 
Wen也sin tiao-lung) .  Lu Chi qualifies 主 持 as chung-li 弋 "aggregated natural 
principles， " "a11 natural principle . "  Li 科 is both universal and particular in 
particular things and events .  All depend on wen * to be manifest; and as Lu 
Chi says a few lines later， none are beyond the competence of wen 勢 ( this
despite the disclaimer in the Preface， Section D ) .  

Line 252:  A ford across， wei chin : Ever since Confucius sent Tzu-lu to  "ask of 
the ford" (Analects XVIII . 6 )， the language of fording and crossing over was 
used for the transmission of the Way in the wor1d， especially its transmission 
though time. Lu Chi 's transfer of this principle to a kind of personal immor
tality is well stated by Hsü Fu-kuan's paraphrase : "The human spirit can pass 
through ( t 'ung* ) a million years， and literature (wen 叮 is i ts ford . "  This kind 
of extension， both in space and time， is what is meant by the attribute yüan， 
“far， " in this contcxt translatcd as "far間reaching. " 

Lines 253-254: As elsewhere， fu-yang， literally "looking down and looking 
up， " is looking ahead and backward in time ( as earlier it was looking back to 
earlier passages and anticipating passages to come) .  

Model， tse， is a norm or regulation， especially with moral associations. In  thís 
closing sectìon Lu Chi increasingly tums to the terms and values of the tradi自
tìon of Confucian ethics. 

Contemplates the images， kuan-hsiang* is what the Sages who compiled the 
Book of Changes were said to have done : clearly what Lu Chi means here is 
that one can contemplate the 叮mages， " either those of the Book of Changes 
or in general， in the writings of the ancients .  

1ine 255 : The "ancient kings" are literally "Wen 且nd Wu， " the founders of the 
Chou. This passage echoes Analects XIX.22 where Kung-sun Ch'ao 且sks the 
disciple Tzu-kung where Confucius studied， and Tzu-kung replie吼 叫The Way
of Kings Wen and Wu has not yet fallen to the carth; it is among men . "  Of 
course， in Lu Chi 's late age that ancient Way was even more gravely im
periled and would have to depend on the written word for transmission. Thus 
Lu Chi changes the μnot yet fallen， " wei-chui 未 墜 ， of the Analects to the 
more precarious chiang-chui， "about to fall， " "on the point of falli時 "

Line 256:  "Reputation" here is feng靜 sheng， 叮，yind and sound， " i日fluence and 
repute. Li Shan cites the Pi-ming 畢 命 chapter of the Book of Documen ts in 
which the Chou King K'ang instructs his eastern viceroy， the Du1也 of Pi， to 
"make manifest the good and make the evil suffer， establishing the influence 
and reputation [of such] . "  Such archaic echoes lend authority to this perora
tlOn. 
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Lines 257-258 : μIntegrated" and "woven in" together form the compound 
mi-lun 彌綸， a common politico-philosophical term based on the weaving 
metaphor; mi-lun is to draw everything together into one unified "network . "  
The notion o f  literature a s  a unifying structure o f  culture i s  central here. The 
notion of a "far path" may suggest authorization for literature to treat topics 
outside the norm 

Line 259: "Clouds and rain， " yün-yü， was already a euphemism for s巴xual
intercourse， here linked to the function of the Sage or emperor， whose 
benevolence functions as the fertilizing rains . Literature transmits that 
good， 1ife-giving influence. 

Line 260: "Transformation， " pien * -hua斜 is characteristic of all nature， but 
especially characteristic of spiritual beings . Literature shares that power of 
swift metamorphosis， both in itself and in its effects. 

Lines 261 -262 : “Metal and stone， " chin -shih refer to inscriptions by which 
past virtue， tê * ，  is made known. Thus "metal and stone" became a standard 
metonymy for permanenc巴 in writing. Performance of texts to the accom
paniment of "strings and flutes" is a reenactment that makes the old text 
always new. 

Lu Chi's ringing pr刮目 of the function of literature centers on its mediating 
role in making manifest to others what is in danger of being hidden， in joining 
things that are separate or in danger of becoming separate : it j oins old and 
new， near and far， latent and manifest， publishes the virtue of one to many， 

and so forth. Lu Chi clearly understands the written word， wen 弋 as the 
means by which civilization is held together . 
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Wen-hsin tiao-lung 文心雕龍 is an anomaly in the history of Chinese literary 
thought， a systematic treatise on literature， as it was conceived around the 
turn of the sixth century. l At the time of its composition， the author， Liu 
Hsieh 劉磁 ( ca . 465-522) ，  was not himself an experienced or well-known wri
ter; as a lay-scholar in a Buddhist temple， his views on literature had not been 
formed in the great aristocratic salons of the day， salons whose continuous 
debate on literary issues formed the background of virtually all other critical 
writing of the period.2 Wen-hsin tiao-lung is said to have been composed 
when Liu Hsieh was a young man ( in his thirties) ，  as an attempt to gain the 
attention of the literary arbiters of the salons and thereby to secure for him
self an appointment in the entourage of one of the royal princes .3 Liu Hsieh's 

biography indicates that the work was fortunate in having met the approval 
of Shen Yüeh 沈約 (44 1 -5 13 )， the most influential literary man of the age . 
Shen Yüeh was not impressed enough by it to mention it in his own writings，  

but his support seems a likely explanation for Liu Hsieh's obtaining a series 
of minor appointments in the entourages of various princes， culminating in a 
good position at one of the most prestigious courts， that of the Liang Crown 
Prince， Hsiao T'ung 簫統 (501 -53 1 ) . In Hsiao T'ung's court the great anthol
ogy， Wen hsüan ， 文選 was compiled; and it has been suggested that Liu Hsieh 
may have exerted some influence on its composition.4 After having been 
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ordered by the emperor to edit the religious scholarship left behind by his 
former teacher Seng-yu， Liu Hsieh returned to the monastery and finally took 
Buddhist vows . 

1n the contemporary literary world of the Ch'i and Liang， Liu Hsieh was， 
at best， a minor figure. Although Liu Hsieh often treated the same issues and 
disputes that recurred in other criticism of the period， there is no evidence 
that Wen-hsin tiao-lung itself was particularly influential or much read. 5  It 
is more difficult to properly evaluat巳 the influence of Wen-hsin tiao-lung 
on later generations . We know that the book never disappeared from circula也
tion. A partial T'ang manuscript version was recovered in the Tun-huang 
materials-certainly the only work of literary criticism in that heterogenous 
library ( and perhaps included because of Liu Hsieh's prestige in the Buddhist 
tradition) .  From the T'ang through the Ming， there is a substantial and con
tinuous corpus of references and echoes . 6  Before the Ch'ing， however， the 
work was only infrequently cited as an authority in important works of 
criticism and theory， and it clearly had nothing like the stature it is now 
accorded. Interest in Wen-hsin tiao-lung grew substantially during the 
Ch'ing; and in modern times (largely under the influence of the high value 
that the Western tradition places on a systematic poeticsl ，  the book has re
ceived an unparalleled attention. 7 

The way in which Liu Hsieh deploys his vast eruditìon and superb rhetor
ical training has more the flavor of the temple school and library than of the 
social world of literary composition， criticism， and dispute.-the world of 
coteries and salons that produced all other criticism in the period. The fact 
that Wen-hsin tiao-lung gives a fu11 and relatively orderly account of many 
key concepts in traditional literary theory ensures the importance of the 
work; but， 的 is often the case， its greatest virtues are also its greatest short
comings. It has a distinctly "academic" quality. 1n place of the intemperate 
convictions and subtle judgments that came from the experience of the mas
ters of the salons， Wen-hsin tiao-lung sets in motion the machine of fifth
century rhetoric and analytic technique. Liu Hsieh's genius is the skill with 
which he operates this expository machine. 

Liu Hsieh follows conventional ( if not rigid) rules of exposition : tracing 
the origins of a term or genre， developing each element of a compound， draw
ing analogies f 
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main within the scope of both ) ;  they are μthought" in the sense of applying 
analytic rules to some object. 1n this aspect the rhetoric of Wen-hsin tiao周
lung is close to the formal expository procedures in Aristotle 's Poetics and 
other Westem treatises in the philosophical tradition: it produces positions 
to which the theorist is forced by the "logic" of the argument-positions 
which， though obtained by methodological compulsion， prove to be quite 
interesting.9  

To avoid the serious problems of interpretation presented by the title， 1 
have chosen to leave it in romanization throughout . ! O  In the "Afterword" 
( Chapter 50 )  Liu Hsieh gives his own remarkably unhelpful explanation of 
the title .  The title is made up of two components. The first is wen 人hsin * ， 
"the literary mind" or "to make the mind literary/cultivated/pattemed， " or 
"to consider mind in regard to the question of wen 弋 " or ( translating Liu 
Hsieh's explanation literally) "the use/effort of mind in literature. " The 
second element， tiao-lung， literally "carve dragons， " refers in some way to 
the craft of literature. It seems to be a positive transform泌的n of an old 
pejorative term for 1iterary craft， tiao-ch 'ung 雕蟲， "to carve insects" ( a  
"dragon， " a s  a reptile， was classified under the general category o f  ch 'ung， 
"insects， " but its position in that generally lowly category raises it to the 
sub1ime ) . 1 1  Liu Hsieh clearly wants to dissociate his idea of craft from the 
pejorative associations that hover around all terms for craft in Chinese .  The 
complete title may be read as a single predicate， something like "the literary 
mind carves dragons" ( i .e . ，  the way in which the more philosophical and 
psychological aspects of the tradition are realized in technical craft ) .  Or， with 
a slightly different emphasis， the title may be taken as two separate coordi
nate clauses， as Vincent Shih translates "The Literary 此'lind and the Carving 
of Dragons" ( i .e . ，  the philosophical and psychological aspects of literature as 
well as， or as opposed to， the craft ) .  The English reader need only keep in mind 
that there is a potential tension between these two elements and that the 
second element， "dragon-carving， 叮s the more problematic， a hopefully posi明
tive term for omamental craft， which Liu Hsieh altemately attacks and de
fends throughout the work. 

Wen-hsin tiao-lung consists of forty-nine regular chapters， and a conclud
ing afterword， which concems his motives in the comp 
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these topics were burning issues of the daYi some are the oldest conccrns of 
Chinese literary thoUghti but there are also some which seem to have been 
included to fill out the projected number of chapters ( the number fifty having 
special significance in the Book 01 Changes ) .  

Rather than offering here a synthesis of Liu Hsieh's philosophical orienta一
位on or his views on topics such as "literary creation， " genre， or style， 1 have 
preferred to work within Liu Hsieh's own categories and to attempt to ex的
plain them. 1n contrast to "The Poetic Exposition on Literature， " where in
clusiveness was a more powerful imperative than consistency， Wen-hsin 
tiao-lung does indeed attempt to give a complcte and internally self】
consistent overview of literature. Inconsistencies do remain， in no small part 
the products of Liu Hsieh's expository procedures. But we encounter an en 
tirely new level of problem when we reinterpret his categories under the very 
different rubric of modern literary categoriεs . To insist on modern categories 
(e .g . ，  "Liu Hsieh's theory of li悅目的T creation" )  blurs the distínctions that were 
of importance to Liu himself. Since we are writing in English， using modern 
terms， this problem is with us， whether we like it or not. But the form of 
commentary， unlike the synthetic essay， compels us continually to honor the 
difference between Liu Hsieh's categories of litεrary discourse and our own .  

CHAPTER 1 

lts Source ín the Way， Yuan-tao 原道

The project of  "Its Source in the Way" is nothing less than to show how 
literature is generated from the basic workings of the universe . l2 Liu Hsieh 
accomplishes this in several ways . First， he uses the term wen 持 in the 
broadest sense possible， freely mixing its many frames of reference in order to 
enforce the point that wen 弋 as used in terms such as "astronomy" ( T'ien
wen 普 天 文 ， Heaven's pattern )  and "topography" ( ti -wen 特 地 交 ， Earth's pat 
tern)， is the same as wen * when used by Confucius to refer to cultivation and 
traditional forms of polite behavior， which in turn is the same as wen * as 
"the written word" and wen * as "literature . "  For Liu Hsieh the historical 
provenance of a word is a single semantic centeri and all modern usages are 
extensions， elaborations， limit且tions， or， at worst， deviations . Thus the 
shifting frames of reference of wen 特 serve to reveal the secret and primordi al 
unity that lies behind the apparent diversi ty in ìts usage . 

The second way Liu Hsieh links wen 特 to the cosmic order is by building 
his argument with phrases and whole lines from the most authoritatìve texts 
of Chinese cosmology， especially from the Hsi-tz'日 ch uan 繫 辭 傳 ( “Appended
Comments" ) ，  a cosmological tract appended to the Book 01 Changes and 
attributed to Confucius . 13  Throughout the chapter the reader cncounters 
familiar and authoritative passages， understood now with wen 特 as the expli
cit or implicit topic or frame of reference . 1 4 Finally， Liu Hsieh distributes his 
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references and quotations to make an argument that is rather original， at least 
in its opening phases :  in the cosmogonic process of differentiation， each sepa
rate thing that comes into being manifests an external pattern ( wen 辦 ) proper 

to it; and such pattern appears on the ground of its essential characteristic .  
Since the essential characteristic o f  human beings is mind， the wen * proper 
to human beings will be manifest through mind， knowing and responding to 
the world， and making that mediation again manifest to mind in wen 弋 1iter
ary writing ( there is a touch of Hegel 's aesthetics behind Liu Hsieh's florid 

rhetoric ) .  
When Ts'ao P'i stated grandly that "1iterary works are the supreme 

achievement in the business of state， a splendor that does not decay， " his was 
a claim exp1icitly set against the fear of death and of posterity's misprision or 
forgetfulness. In the same way Liu Hsieh's grand claim of 1iterature's basis in 
nature is made to oppose a threatening alternative: there is always the possi
bi1ity that 1iterature ( wen * ) is not essential， but rather mere adornment， 
something added. Liu Hsieh himself often speaks of literature as a "carving" 
of some other material . Again and again Liu stresses the "naturalness" ( Tzu
jan * ， the so-of-itself-ness )  in the manifestation of wen 弋 warning us away 
from doubts he anticipates : “These are in no way external adornments : they 
are of Nature ( Tzu-jan 叮 . " Thus in this chapter Liu Hsieh acts as 1iterature's 
genealogist， tracing a family tree to show that literature has a good 1ineage， 
going all the way back to the origins of the universe .  

文 之 為 德 也 大 矣 。 與 天 地 並 生 者 和J 哉 。 夫 玄 黃 色 雜 。 方 圓 體 分 o 日 月 疊 壁 。 以 垂 聽 天 之

象 。 I-U 川 煥 綺 。 以鋪理地之形 。 此蓋道之 五C 也 。

As an inner power (tê* ) ，  pattern (wen 叮 is vcry great indeed， 1 5 born together 

with Heaven and Earth . And how is this? All colors arc compounded of two 

primary colors ， the purple that is Heaven and the brown that is  Earth. All 

forms are distinguishcd through two primary forms， Earth' s  squarcness and 

Heaven' s  circularity . 1 6  The sun and moon are successive disks ofj ade， show

ing to those below images (hsiang * )  that c1cave to Heaven . 1 7 Rivers and moun

tains are g1ittering finery， unrolling forms that give order (/ i 特 ) to Earth . 1 8  

These are the pattern of the Way. l 'J  

A s  a n  inner power (tê*) pattern (wen*) is very great indeed， born together with 
Heaven and Earth. To say that wen * has tê * is to speak of positive and 
compelling qua1ities that inhere in it， qua1ities whose forc巳 can be attributed 
to wen * 's venerable 1ineage. If the danger is that 1iterature is superfluous， a 
parvenu dressed in outward finery and usurping our attention， then Liu Hsieh 
must show that it was present from the very beginning. But unfortunately the 
phrase that came immediately to Liu Hsieh's mind to affirm that ancient 
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lineage was the wrong phrase， a phrase used by one ancient， Chuang-tzu， who 
scoHed at both genealogy and seriousness， someone who claimed that "no 
one lives longer than an infant dead before its timej no one dies younger than 
P'eng-tsu [renowned for his long life ] ;  Heaven 且nd Earth were born together 
with me， and a11 the things of the world are one with me" ( Ch 'i -wu lun 齊物 論
in Chuang-tzu ) .  Liu Hsieh wants to demonstrate literature's value by show
ing that it is coeval with Heaven and Earth， but he does so in words that 
mock the authority of origins . 

All colors are compounded of two primary colors， the purple that is Heaven 
and the brown that is Earth. All forms are distinguished through two primary 

forms， Earth's squareness and Heaven's drcularity. Color and shape are the 
two primordial categories for differentiating appearanceSj both are external 
manifestations and both belong to the domain of wen * .  Since the cosmogonic 
process proceeds by division， a11 the more complex categories of shape and 
color will derive from these two primordial pairs .  Before the division of 
Heaven and Earth occurred， there was no shape and no colorj with the mo
ment of division， shape and color arc produced， and they are wen 祥 ﹒

Next Líu Hsieh proceeds to the more conventional wen 特 in Heaven and 
Earth : "astronomy， " the "pattern of Heaven， " and 叫topography， " the "pattern 
of Earth . "  As pattern begins to be imprinted everywhere in this newly formed 
world and becomes increasingly elaborate， Liu Hsieh's own language becomes 
increasingly ornamented (appropriately since (/ornamentation" is part of 
the semantic range of wen * ) :  the heavenly bodies are called (/disks of j ade" 
and the landscape "glittering finery ."  Actual j ade disks ( pi )  were symbolic 
counterparts of Heaven and the heavenly bodiesj they reproduced precisely 
the hsiang* ，  the 叮mages， " which Heaven manifested to those below. Every
where Liu Hsieh's choice of words binds together different frames of refer
ence to suggest their common ground: it was quite proper to describe a land咀
scape by a fabric metaphor such as "finery， " ch 'i j yet that same word was an 
important element in many compounds describing the intricacy and {/fine骨
ness"  of a literary work. To speak of Heaven and Earth as having wen 弋 "pat
tern， " was not a radical proposalj but to speak of {/ the wen 特 of thc Way" was 
radical . The Way ( Tao) is usually understood on a high level of abstraction 
(hsing-erh -shang 形 而 上)， a rightness of natural proceSS j  it does not in itself 
possess particular determinate qualities， but rather is the "way" in which 
particular determinate qualities occur. Thus， from Liu Hsieh's argument， it 
would be straightforward to say that w，閉 著 appears through the way that 
Heaven and Earth come into being. But Liu Hsieh wants to say more : he 
wants wen 勢 to be not simply the consequence of any particular natural pro
cess， but r且ther the visible externality of natural process itself. 

{qJ 蓋亞 l吐 |澀 。 俯 察 含 章 。 高 J平一 定 位 。 故 兩 儀 既 生 矣 。 你 人 參 之 。 性 接 所 鍾 。 是 謂 三 /J 0 1:9五

行 之 秀 。 寶 天 JHz 之 心 。 心 生 Ifli r苦 。 。 已 立 Irlj 文 明 。 自 然 之 j且 也 。
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Considering the radiance emitted above， and reflecting on the loveliness 

(chang * )  that inhered below， 20 the positions of high and low were determined， 

and the two standards were generated . 2 1  Only the human being，  endowed 

with the divine spark of consciousness (hsing 勢 _ ling) ， 22 ranks as a third with this 

pair. And they were called the Triad [Heaven， Earth， and human beings] . The 

human being is the flower (hsiu) of the elements :  in fact， the mind (hsin叮 of

Heaven and Earth . 23 When mind came into being， language was established; 

and with the establishment of languag亡， pattern became manifest [mi旬，

“bright ， " “comprehending ，  " “admitting comprehension"] . 24 This is the natu

ral course of things ，  the W a y. 

The position of human beings in the structure of Heaven and Earth had al
ways been a problem for Chinese thinkers . In certain ways the human being 

was "of" Heaven and Earth， a part of nature and manifesting within the 
species those binary divisions that corresponded to the binary divisions of 
tbe cosmic order ( e .g叮 high and low， male and female ) .  However， residing 
in a space "between" Heaven and Earth， human beings also constituted a 
third term; and they transcended the structure of division by knowing it .  
Hsün但u， for one， argued strongly for the human difference from nature， 

and such difference was a function of understanding and the capacity for 
voluntary action. 

In the peculiar natural phi1osophy of Wen句hsin tiao-lung the impulse 
within natural process to make inherent distinctions manifest already im
plies the necessity that mind arise; manifestation is complete only if there is 
a subject to recognize it and know Ít. Mind is that for which manifestation 
occurs. Mind， in its turn， implies the necessity of language as a form of mani
festation unique and proper to mind itself. Language is the fulfillment of the 
process， the knowing that makes known， and that fulfi11ent will be human 
wen 特

傍 及 決i 品 。 動植皆 文 O 龍 鳳 以 主是 繪 呈 端 。 虎 豹 以 炳 蔚 凝 姿 O 雲區三 月藍 色 。 有 腦 董 仁 之 妙 。 草

木 質 華 。 無 待 錦 匠 之 奇 。 夫豈 外 飾 。 蓋 自 然 耳 。 至 於 林 籲 結 響 。 ，調 去口 f 瑟 。 泉 石 激韻 。 和

若球鐘 。 故 形 立 則 章: 成 矣 O 聾 發 則 文 生 矣 。 夫 以 無 識 之 物 O 鬱 然 有 彩 。 有心立器 。 其無 文

嗽 。

If we consider further the thousands of categories of things ，  each plant and 
animal has its own pattern. Dragon and phocnix display auspicious omens by 

their intricacy and bright colors ;  thc visual appcarance of a tiger is determined 

by its s tripcs ，  and that of a lcopard， by its spots . The sculpted forms and colors 

of the c10uds possess a subtlety that transccnds thc painter 's  craft; the intricate 

luxuriance of trees and plal1ts does 110t  depend UpOI1 the wondrous skill of  an 
embroiderer . 2S Thesc arc in no way cxternal adornments :  they are of Nature 
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( Tzu-jan 特 ) . And when we consider the resonances created by the vents in the 

forest ， 26 they blend like zithers and ocarinas ;  the tones s tirrcd by streams run

ning over stones have a harmony likc that of chimes and bells . Thu5 when 

shape is established， a unit (chang * )  is complctc; when sound emerges ， pattern 

(w叩 門 is generated. Given thc fact that these things which lack thc powcr of 

recognition may s till possess such lush co1or5，  how can this vesscl of mind 

(1日m叮 lack a pattern appropriate to it? 

1n this paragraph Liu Hsieh arranges conventional cosmological assumptions 
for rhetorical effect. The sequence of Heaven， Earth， and human beings ( "the 
vessel of mind什 was a commonplace hierarchy， and the momentum of that 
descending sequence would naturally carry Liu Hsieh beyond the Triad to the 
remaining things of the world， lower on the hierarchy of being but also dis咽
playing lush patteming. 1n describing the chain of being， however， Liu Hsieh 
omitted mention of "human wen 川 in its proper place， an omission eve叮
reader would have recognized. He retums to it here in the conclusion: if 
absolutely everything else has wen *， human beings must as well . This per
mits him to stress the distinction of human w，βn * from the surface patterns of 
other phenomena. It is clear that， in contrast to nature's gaudier displays， our 
rather plain bodies lack the splendor appropriate to human wen 祥 ﹒ Our human
wen * appears through our determinate characteristic， “mind， " for which the 
body is only a "vessel . "  

Another interesting move in the exposition i s  embedding the standard 
term for literary works， wen 人chang* ( as separate characters with broad 
frames of reference) in the description of the natural world. The reader is not 
simply given the proposition that literature， "human wen * ， "  i s  natural ;  the 
reader and Liu Hsieh discover it within the natural wOl恤: there， too， we find 
wen 大ch ang* . 

人 文 之 元 。 肇 自 太 極 。 關 贊 111申 明 。 易 象 惟 先 。 屆 犧 吉 其 始 。 仲 尼 翼 其 終 " j而乾坤兩位 。 í蜀

制文 J-� 0 吉 乏 文 也 。 天 地 之 心 哉 。 若 � M 插l 孕 于 八 卦 。 {各 書 報 于 九疇 。 王 版 1� 鐘 之 質 o J、l

文綠!操 之 華 。 誰其 尸 之 。 丹、 神 王申 而 已 。

自 鳥 跡 代 繩 。 女字始柄 。 t荒 埠 遺 事 。 紀 有三 三 頃 。 而至于 Ilt 渺 遜 。 車主采朗已迫 。 的 巨語 文 革 o t:tiJ i:典

乎始盛 。 元 為 事Q 敬 。 既發l吟詠之志 。 j註 稜 棟 n.w.. o 亦 垂 敷 奏 之 風 。 夏 后 l弋 興 。 業 i峻鴻績 。 九

序惟歉 。 勳 德彌最好 。 逮 及 商 間 。 文 勝 j三t 賞 。 仰 頭 f1í 被 。 5� 草 行 新 o )( ] 恩 愛 。 吾吾 辭炳鬧 。

符采f8:隱 。 精 義 堅 深 。 重; 以 公 且 多 材 。 )1;:( 其 微 烈 。 :ífill ，j} 緝 頌 。 斧 1是一 � f--f 0 主 夫 Hl� 哩 。 j笛

子♀ 前 哲 。 鎔 鈞 六 紋 。 必 (全 程 而 玉 悵 。 閉住 取df'í l生 。 組 織 辭 今 。 A( 鐸 起 1M f 早 !怠 。 !常 珍 ì!iE lm i1\

世 響 。 寫 天 地 之 輝 光 。 晚 生民之 n 臼 矣 。

The ongms of human pattcrn (jCrl-UJ仰 著 ) began in the Primordial. 27 The 

Images (Hsiarzg * )  of the Book oJ Changes wcre fìrst to bríng to light spiritual 
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presences (shen * -ming. “ spirit-brightncss ") that lie conccaled .  Fu Hsi marked 

out the initial stages [by producing the trigrams of the Changes] ， and Confu

cius added the Wings [exegetical and cosmological tracts accompanying the 

Cha悍的] to bring the work to a conclusion.  Only for the two positions o f  

Ch‘ien and K‘un did Confucius makc thc “Pattcrncd W ords . "28 For is not 

pattern in words “ thc mind of Hcavcn and Earth" ? !  And thcn it camc to pass 

that the “Yellow River Diagram" became imprinted with the cight trigrams;29 

and the “Lo River Writing"  contained thc Ninc Divisions . 30 No pcrson was 

responsible for thcse ，  which are thc fruit  (shih 勢 ， “ solids") of j ade tablets inlaid 

with gold， the ftower of grccn strips with red writing (wen * ) :  they camc from 

the basic principle ( / i汁 。f spirit (shen * )  

When the “ tracks o f  birds " took the place o f  knottcd cords ， 3 1  the writtcn 

word first appeared in its glory. The events that occurred in the rcigns of  

Yen-ti and Shen-nung werc recordcd in  the “Threc Monuments " ;  bu t  that age 

is murky and rem。此， and its sounds and colors cannot bc sought . 32 I t  was in 

the literary writings (wen九cha閉著 ) of Yao and Shun that the first splendid 

ftourishing occurred. 33 The song of ‘ 'The Leader" [a  verse in the Book of 

Documents 1 initiated singing intent [the origin of  poetry] . The expostulation 

。在èred in the Yi-ch i [ chapter of the Book of Documents] handed down to us the 

custom (feng* )  of memorials to the throne.  Then rose up the Lords of Hsia 

[ the dynasty before the Shang] ，  whose achievements were towering and 

whosc merit was vast ;  when " thc nine sequences were put into song ， "  their 

deeds and virtue werc even more fully elaborated . 34 When it reached the 

dynasties of Shang and Chou， patterning bccame greater than substance 

(chih 著 ) . Whatever the Ya * and Sung [of thc Book of Songs] covered is daily 

re肘wed in all its splendor. The “Comments " [to the Book of Changes com

posed] by King Wen of Chou in the time of his troubles [when imprisoncd by 

the Shang] s till gleam， like s treaked j adc， multifarious and cryptic， the essential 

principles firm and deep . In addition to this thcre was the Duke of Chou with 

his great talent ， who displayed his goodness and endeavors in fashioning Songs 
and compiling the Hymns (S州叉， of the Book of Songs) ， master of intricate 

wordcraft. Then came Confucius ，  successor of thc Sages ， uniqucly outstand

ing among former wise men; he molded the Six Classics so  that they would 

ring like metal and j adc 
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After demonstrating the emergence of pattern in nature and asking how "this 
vessel of mind [could] lack a pattern appropriate to it， "  Liu Hsieh traces the 
origin of human wen 弋 both as writing and as a manifestation of the cosmic 
order. This origin of human w，βn * is to be found in the trigrams of the Book 01 

Changes， glyphs that are explicitly given as schematizations of the basic 
situations in nature. Just as single characters are less determinate in their 
reference than compounds and offer broad， original categorical identities， so 
the hexagrams of the Book 01 Changes are still broader and less determinate 
than single characters; the hexagrams themselves are like character com
pounds， being made up of two trigrams， which are in turn still broader and 
less determinate than the hexagrams .  The process of wen 靜 地 evolution leads 
from the trigrams， and thence to the hexagrams， then to characters， and final
ly to character compounds; this process parallels a cosmogony of increasing 
division， elaboration， and determination. 

The boundary between nature's wen * and human wen 特 is a point of cri
sis， and here Liu Hsieh must stress the organic emergence of human wen * .  
The primordial glyphs of the trigrams are the "prints "  of nature's structure， 
just as in later times the ordinary characters of the written language were 
created on the model of the prints of birds . The discovery of the glyphs is 
usually attributed to the studious and privileged observations of the Sage
Kings of remote antiquity; but nature， too， seems anxious to produce such 
patterns for the use of humanity and sends forth the "Yellow River Diagram" 
and the "Lo River Writing， " at which moment sagely scholarship passes over 
into revelation， sent by a providential Heaven. 

The pattern of literary history Liu Hsieh presents here is a story he tells 
again and again throughout Wen-hsin tiao-lung ( and it is a story that literary 
historians still cling to ) .  This story is one of mysterious origins， no longer 
accessible .  Origins are followed by a period of perfect simplicity and trans
parency of representation in the earliest extant texts .  Then begins a process 
of complication and increased patterning. Liu Hsieh does not complete this 
literary historical story here; but in many other chapters we can read how 
patterning goes swiftly to excess， carrying literature ever further from its 
simple roots . Even today a more elaborate text is often assumed to be later 
than a less elaborate on 

1 92 Chapter Five 



behind substance， he would be admitting that w，扭 著 may indeed be mere 
adornment， something added and unnecessary. 

愛 自 風姓 。 暨於 孔 氏 。 玄 垂 直Ij 典 O 素 王 述 訓 。 莫 不 )京 道 心 以 敷 章 O 研神 理 而 設 教 。 取 象 乎

河洛 。 問 數 乎吾吾龜 。 觀 天 文 以 極 變 。 察 人 文 以 成 化 。 然 後 能經 緯 區 字 。 彌綸葬憲 。 發輝事

業 。 彪炳 辭 義 。 故知道沿 聖 以 華 文 。 墓 園 文 而 明 道 O 旁 通 而 無 滯 。 日 用 而 不髓 。 易 日 。 鼓

天下之動者存乎辭 。 辭之 所 以 能 鼓 天 下 者 。 過這之文 也 。

From Fu Hsi， the mysterious Sage who founded the canon， up to the time of  

Confucius ，  the uncrowned king who transmÍttcd the tcaching ，  all took for  

their source the mind of the Way to se t  forth thcir writings (chang竹 ， and they 

investigated the principle of spirit (shen九li叮 to establish their teaching .  They 

took the Images from the Yellow River Diagram and the Lo Rivcr Writing ，  

and they consulted both milfoil and tortoise carapaces about fate [methods o f  

divination] . They observed the pattern of the hcavens ( T'ien-wen \ “astro

nomy， " “astrology") to know the full range of mutations; and they investi

gated human pattern (jen-wen \ “culture， " “ literature")  to perfect thcir trans

forming [i . e . ， to civi1ize the people] . Only then could they cstablish the warp 

and woof of the cosmos， complcting and unifying its great ordinances ， and 

they accomplished a patrimony of grcat d自由， leaving truths ( y i * )  shining in 

their words . 

Thus we know that thc Way scnt down its pattern (wen 叮 through the 

Sages， and that the Sages made the Way manifest in their patterns (wen * ，  

“writìng" ) .  I t  extends everywhere with no obstruction， and is applied evcry 

day and never found wanting .  Thc Book oJ Changes says， “That which stirs the 

world into movement is preserved in language . "36 That by which language 

can s tir al1 the world into movement is the pattern of the Way. 

The peroration recapitulates the history of wen 特 from its human beginnings 
down to its point of perfection in Confucius， whose wen * is both perfect and 

permanent， a standard against which all subsequent wen * is mere elaboration 
or decline.  

道 心 惟 微 。 神 理 設 教 。 光 采 元 聖 。 炳 燿 仁 孝 。 龍 圖 獻 體 。 龜 書 呈 貌 O 天 文 斯 觀 。 民 胥 以

傲 。

Supporting Verse 

The mind of the Way is subtle， 

The principle of spirit establishcs tcaching .  

Luminous is that Primal Sage， 
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In whom fellow-feeling and 位llal picty glcam 

The diagram on the Y cllow River dragon otfcrcd the form; 

The writing on the tortoisc showed its appearancc. 

Here the pattern of Hcaven can bc observcd ， 

For all the peoplc to ernulate. 

CHAPTER 2 

Revering the Classics， Tsung-ching 宗經

"Revering the Classics吋7 is not one of the easier chapters of Wen -hsin tiao

lung for a Western reader to appreciate ﹒ in additíon to constant references to 
the rich and complex lore of classical studies， the chapter contains much 
florid and conventional piety. Beneath the lore and the rhetorical flourishes， 
however， "Revering the Classics" overlaps 且nd extends the history of human 
wen * that was first presented in "Its Source in the Way ."  1n this version of the 
history， proliferation and elaboration began immedi.ately after the simple 
origins of human wen * and quickly came to a stage where the essentials 
were buried. At this point the great editor Confucius appeared， cutting away 
the excess to reveal the kernel of constant values and literary models that are 
the Confucian Classics .  

Like his contemporary Chung Tung， Liu Hsieh plays the role of literary 
genealogist:38 As with the great families of the Southern Dynasties， value and 
authority in 1iterature demanded a clear line of descent. Chung Jung traced 
some of the earlier poets back to the Book 01 Songs， but his efforts were 
primarily directed to delineating the stylistic genealogies of the preceding 
four centuries.  For Liu Hsieh literature's genealogy must go back to the 
origins of the universe， but more immediately to the Five Classics :  the 
Book or Documen ts， the Book 01 Songs， the Book 01 Changes， the Spring and 
A utumn Annals， and the Rites . 

Demonstrating literature 's ancestry in the Classics is equally important 
for Liu Hsieh's sense of the value 01 his own project in Wen-hsin tiao-lung. In 
the 1/ Afterword" he te11s of an ambition to be a scholar of the Classics; this 
ambition was renounced out of despair of adding anything new and signif
icant to the classical scholarship already in existence . It was at this point he 
decided to turn to literary studies， precisely on the grounds that in his own 
tìme literature is the proper successor to the Classics .  Thus， by analogy， the 
literary scholar is the proper successor to the great classical commentators . 

三 極拜訪1[ 0 其 書 日 辭 。 經也者 。 恆 � 乏 至道 。 不tlJ 之鶴 教 也 。 故 象 天地 。 主女 7t'. 神 。 參物l宇

制 人 紀 。 淵 性 壤 之 奧 區 。 級 文 章 之 骨 髓 者 也 。

There are unalterable teachings regarding thc Threc Ultimat臼 [Hcavcn， Earth， 

and human bcing汁 ， which ， written down， arc known as the CJassics . The 
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Classics are the perfection of the Way， permanent and enduring ，  the grandest 

form of instruction and one that is ncver eradicated. They are works that take 

their image from Heaven and Earth， investígate the [realm of ]  the spirits and 

gods ， 39 give consideration to thc order of things (wu 竹 片。 determine the s tan

dards for human beings ，  penetrate the secret recesses of thc soul (hsing勢 - ling) ，

and reach all thc way to the bone and l1larrow of literary works (wen 九cha哼 著 )

The list of functions and attributes here i s  reminiscent o f  the shorter list of 
such functions in the "Great Preface" to the Book 01 Songs. ( see p. 45 above) .  
The role of such lists i s  essentially an amplification o f  the attribute yüan 遠 ，

"far-reaching， "  something before u s  that extends into many frames o f  refer
ence. 

As with the character wen 特 there is a comprehensive source that unfolds 
into more limited and determinate areas. Literature was often described as 
mo 末 ， "what comes last， " sometimes "of the present， " the final phase of a 
sequence ( and thus carrying the implication of "minor importance" ) .  Litera
ture and allied activities are often the last term in sets of cultural activities， 
as in the famous passage in Analects VII .6 : “He said， 'Set your intent ( cbib 特 )
upon the WaYi take firm hold on virtue ( tê* ) i  rely on fellow-feelingi wander 
freely ( yu * )  in the arts . 川' In Liu Hsieh's list of app1ications above， literature is 
the last thing into which the Classics extend-the "present" concern， how
ever "minor， " that can be traced back to those great origins .4 1  

車 世三 頃 。 帝 代五典 。 重 以 八 宗 。 申 以 九 邱 。 歲 歷 自五 暖 。 條 流 紛 緣 。 自 夫 于 刪 述 。 而 大 寶

成 路 。 於 是 易 張 卡贅 。 書 標 仁 單身 n 前 列 l耳l 始 。 臨 JE 五 經 O 春 秋 五 例 。 義 既 誕 乎 性 情 。 辭亦

旺 於 文 煌 。 故 能 問 學 養 lE 0 昭 明 有 融 。 然 而 道 心 惟 微 。 主主 誤 卓 絕 。 牆 字 最 峻 。 而 吐 納 臼

深 。 譬 禹 鈞 之 洪 鍾 O 無錚錚之細彎矣 。

The Three Monuments of the Primordial Reigns and the Fivc Canons of the 

period of the Empcrors42 werc enlargcd by thc Eight Investigations的 and were 

extcnded by the N ine Masses . 44 With the passage of thc ycars thcse grew re

l1lote and dark， with branchcs and strcams multiplying and mixing .  Ever since 

the Master editcd and transl1litted them， however旬， the great treasures have 

revealed their radiancc. Thcn the Book oJ Chan，叉的 sprcad its Ten Wings ， 45 the 

Book oJ Documents set forth the Scvcn Things for Consideration， 46 the Book oJ 

Songs arrayed their Four Beginnings ， 47 the Book oJ Ri的 gave the proper form 

of the Five Enduring [Rite斗 ， 48 and the Sprit月g and Autumn 凡nnals had their Five 

Exal1lplcs . 49 Since the truths ( yi叮 [contained ín the Classics 1 shape50 human 
nature and the affcctions (hsing *  -ch 'ing汁 ， and since the language (tz 'u 著 ) is the 

most finely wrought in the principles of literature (wen仁l i汀， they inítiate 

learning and nurture what is proper， “ and thcir radiance also cndures . " 5 1  

However， the mind of the Way ( Tao * -l口的 特 ) is subtle， and the deliberations of  
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the Sage are peerless ;  his wal1s and roof are layercd and lofty: what is given 

forth and reccived therc is deep . 52 Compare it to a great bell of ten thousand 

pounds : there are no delicate， tinkling echoes 

The texts of remote antiquity survived only as scattered names and a pre
sumption that they must have been concise and essential . Liu Hsieh has pro
j ected into antiquíty a process of literary evolution following the same pat
tern that he saw in the literature of more recent times .  Originally there were 
only a few texts， which were increased and enlarged by the addition of new 
texts， untìI the originals became “remote and dark" in the sheer abundance of 
"branches and streams multiplying and mixing. "  Then Confucius appeared， 
returning to the essential origins of the Classics by an editorial work known 
as shan j啊， "cutting away. " This refers to the legend that Confucius selected 
the three hundred poems of the Book 01 Songs out of an original three 
thousand， and according to some sources， performed a similar operation on 
the Book 01 Documents .  

Editorial selection is one of  the paradigmatic acts of  Chinese civilization， 
recovering what is basic， origìnal， and essential out of excessive multiplicity. 
"Essentials "  are oft紀en'ν"essent位ial p仰oints" that can be enumerated， and the sets 
of enumerated features ascribed to each Classic are an attempt to regulate 
multiplicity. Such lists of essential categories have been an enduring feature 
of Chinese pedagogy， and they can be best understood as a counterbalance to 
the fascination with the sheer fecundity of words and concepts.  The "cutting 
away， " Confucius' editorial work， was to make the basic truths visible and to 
establish an intelligible and permanent mean between primordial unity ( the 
Way) and a late world of multiplicity. 

But unfortunately， the Classics are not easy to understand. As there is 
continual balancing movement between limited number ( shu 特 ) and ungov
erned multiplicity， so there are similar balances between hidden depths and 
that which is manifest to all. The Classics may be the origins and roots of all 
human norms， including those of literature; but as roots， they may lie deep 
out of sight and require devoted study. 

夫 易 惟 談 天 。 入 神 致 用 。 故繫稱 旨 速辭文 O 言 中 事 隱 O ZE編三絕 。 間 對 人 之 纏 淵 也 。

The Book oJ Cha悍的 talks of Heavcn (or “Naturc") ; ìt "entcrs thc rcalm of 

spirit  (shen 叮 and applies it [ in thc human realm" ] . 5J Thus the Hsi-tz 'u chuan 

claims that precepts [of the Book oJ Changes] arc far-reaching and its phrascs 

(tz 'u 叮 are refined (wen * ) ，  that its words hit thc mark and the events (sh的 特 )

[implied in it] are hiddel1 .  [Whcn Confuci肘 studied thc Book oJ Changes late in 

his  life ， ]  the leathcr straps [binding thc bamboo sl ips on which thc Book oJ 

Changes was writtenJ broke thrce timcs [trorn thc intcnsity of his study of the 
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work ] 54 :  truly for our wise Sagc this [thc Book of Cha旬的] was the abyss in 

which the black dragon [held thc precious pcarl beneath its chin] . 55 

In this passage and the following paragraphs， Liu Hsieh takes each Classic Up 
in turn， discussing its particular strengths and suggesting that in their con
junction， these various strengths present a full and orderly complement of 
essential values .  The descriptions of the Book of Changes ， the Book of Songs， 

and the Spring and A utumn Annals are the most significant for contem
por位y and later literary values .  

The long two-part essay on cosmology， the Hsi-tz'u chuan 繫辭傳 ( two of  
the "ten wings" o f  the Book of Changes) is an  important model and source for 
Liu Hsieh . This text， more than almost any other， explained how the uni宇
verse as a whole functioned. But most important for Liu Hsieh was the way it 
demonstrated the secret order of how things unfold into the empirical world .  
Thus， as we will see later， it is the origin of genres that explain and amplify， 

exegesis in the highest sense. One phrase from the Hsi- tz 'u chuan， cited 
above by Liu Hsieh， became particularly important in later poetics : this is 
"enters the realm of spiritl' ( ju-s站h β臼:n *叮叮). In
of the thirteenth century， this term is given as the highest value in poetry. 
There the significance of the phrase is somewhat different in that it omits the 
complementary phrase from the Hsi-位'u chuan : "and makes application of it 
[in the human realm] . "  In this earlier period "spirit， " shen 弋 is not a value in 
itself; rather such imperceptible mysteries are important as means to account 
for the empirical . 

書 實 記 言 。 而 設11 誌 茫 味 。 通 乎 爾 雅 。 則 文 意 曉 然 。 故 子 夏 歎 害 。 昭 昭若 日 月 之 明 。 離離 丘11

是 辰 之 行 。 言 昭的也 o

詩 主 言 志 。 詰訓 向 書 。 擒風裁興 。 藻辭譎喻 。 溫柔 在 誦 O 故 最 F付 深 衷 矣 。

禮 以立體 。 據 事制 範 。 章 條纖曲 。 執 而 後 顯 。 採援 丹 言 。 莫 非 寶 也 O

春 秋 辨理 。 一字 見 義 。 五 石 六 餓 。 以 詳 師告 ÞJ<: 文 O 維 門 兩 觀 。 以 先 後 顯 旨 。 其婉暈志梅 。 諒

以 遼 矣 。 尚 書 貝Ij 覽 文 如 詭 。 而尋理1!rJ暢 。 春 秋 J'lIJ 觀 辭 立 i斃 。 而 訪 義 方 隱 O 此 聖 人 殊 致 O 表

里 之 異 體 者 也 。

The Book of Docum凹的 gives a factual (sh ih * )  rccord of words ， 56 yet in regard 

to philological questions it is obscurc; howcvcr， if one comprehends  (t 'ung聲 )

the Erh-‘ya [an ancient 1exicon] ， then the meaning of the writing (wen* -yi吋 wiU

be lucid .  Thus it was that [Confucius ' disciple] Tzu-hsia exclaimed of the Book 

of Documents : “Shining as the alternating brightness of sun and moon， clear 

before us  as the intricate movements of thc s tars and planets . " 57 What he says is 

obvious .  

The Book of Songs articulates what i s  intentl y o n  the mind ( yen-chih 特 ) ， but 
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it is the same as the Book of Documents in the question of philological problems . 

In the way it presents the Feng\ Ya 勢 ， and Sung， and forms exposition (fu) ， 
comparison (p i ) ，  and affective images (hsá憑著 ) ， 5R its elegant phrasing is 

elusive and suggestive;59 there is a gentleness in the rccÌtation [of the Songs] ， 
and thus they touch our inner lives most deeply.  

The Rites are to establish normative forms ( tγ ) and determine the pattern 

according to the matter at hand. Their s tatutes are minute and have fine varia

tions ;  they become obvious only after carryi月 them out. Every partial phrase 

in them is a gem. 

The Spring and Autumn Annals make discriminations of principles (li 勻 ，
and the significancc ( yi * )  i s  rcvealed i n  [the usage of ]  individual words . 60 

[In the passages about the] five stones and six albatrosses ，  he [Confucius] 

wrote giving details about one and omitting the details about the other. 6 1  [In 

the passage about the] two watchtowers at Chih Gate， the significance is 

shown by the sequence . 62 “Finely phrased composition， the intent obscure" :的

truly the work is profou吋 As for thc  Book Of Doιumen郎， 1 t  sccms strange 

when you read over it ;  but when you seek the principles ( l i竹 [behind it] ， thcy 

are spread out clearly before yoU. When it comcs to the Spring and Autumn 
Annals ，  however， when you read thc lin凹， you understand them immediately; 

but then when you look for the significance ( yi 汁 ， it is hidden . Such are thc 

different stances taken in the writings of the Sagc， different forms ( tγ ) ，  one 

extenor， onc mtenor .  

Each 01 the Classics offers a different kind of model， a distinct form ( tγ ) with 
its own virtues . The virtue of the Book 01 Docum闊的 is its clarity， despite 
lexical difficulty. The virtue of the Book 01 Songs is its ability to touch its 
readers most completely and most inwardly: it is a text less for understanding 
than for moving and shaping its readers . As texts， the Rites are not terribly 
interesti月j they are only the blueprints for action， and their true value can 
only be appreciated in performance. The Spring and Autumn Annals is the 
model of perfect usage， both in the choice and arrangement of wordsj it shows 
that judgment and understanding can be perfectly inscribed in language and 
transmitted through it .  

For the Western reader， the structures of interpretation in Wen也sln tlQO

lung are often of more interest than the particular judgments made. There are 
two easy cases :  one Classic， the Book 01 Songs， oHers a norm for texts whose 
affect is immediatej another， the Rites-Liu uses the collective term for the 
various classics of ritual-is a norm for texts that can be realized only in 
praxis. But there are also two Classics that establish norms for texts that 
require "understanding， " an event that occurs in time and moves between 
opposite qualities . 64 The mirror opposition between the Book 01 Documen ts 
and the Spring and Autumn Annals is a doubled pairing of the principles of 
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the "1atent" ( yin ) and "overt" or "out-standing" (hsiu ) ，  treated in Chapter 40 .  
Each o f  the two Classics comprises opposite ratios o f  these principles : the 
obscure becomes clear or the clear becomes obscure . We often find a similar 
presumption of inversion in later criticism of poetry :  the linguistically dense 
poem may be presumed shallow， while the simple and pellucid poem may be 
presumed to to hold a wealth of subtle significance "held in reserve . "  But the 
structural assumption of movement between opposite qualities transcends 
its particular application here and recurs in different forms in the following 
passage. 

至 根 抵 槃 深 。 枝葉i峻茂 。 辭約 而 旨 豐 。 事近而 喻 遠 。 是 以 往 者雖 舊 。 餘 味 日 新 。 ?老進j皂耳立

rñJ非晚 。 前 修文 用 l而未 先 。 可謂 太 山 編 雨 。 河 潤千 里 者 也 。

[The Classics] have roots that coil deep ， with leaves and branches that are lofty 

and lush :  the diction (tz 'u * )  is terse ，  but the purport (chíh) is  rich; the eve叫5

(shih * )  treated may be close at hand， but they imply things that are far

reaching .  Thus ，  though they come from far in the past ，  the flavor (weí 著 ) that 

remains in them is renewed daily .  The later-born seek within them and learn 

from them， without thinking it too late [for the Classics to be  of use] ; earlier 

worthies have long used them， not thinking it was too soon.  We can call them 

a Mount T'ai that sends rains everywhere or a Yellow River that irrigates a 

thousand leagues . 65 

The word for Classics， ching 經 ， means "constant， " "passing through叮 it is 
also the "warp" of a weaving. The Classics are not revealed scripture ( rather， 
they are discoveries made by particularly gifted individuals ) j  but like scrip
ture they are the appearance of permanent truths in a particular historical 
moment. The structure by which that original "point" in time extends to 
permanence repeats itself on many levels : terseness to extensive significance， 
matters close at hand to f缸-reaching implicationsj the one unfolds into the 
many. 

故論說辭序 。 則 易 統 共 首 。 詔 策 輩 奏 O 則 書 發 其 源 。 賦頌歌讚 。 則 詩 立 其 本 。 銘誅緩祝 o

;t1j體 總 其 端 O 紀 傳銘傲 。 則 春 秋 為 根 o 並 窮 高 以樹表 。 極遠 以做疆 。 所 以 百家騰躍 。 終 入

環 內 者 也 。 若 稟經以製 式 。 酌雅 以 當 言 。 是 仰 山 而鑄鋼 。 要 海而為鹽 也 。

The Book of Cha旬的 is the unifying point of origin for the discourse (lun) ， the 

exposition (5仙。) ， the comment (tz 'u 汁 ， and the preface (hsü) . 66 The Book of 
Documents is the fountainhead for the edict (chao) ， rescript (自治) ， declaration to 

the throne (chang) ， and memorial to the throne (tsou) . The Book of Songs is the 

root of poetic exposition (fu) ， ode (sung) ， song (如) ， and adjunct verse (tsan) . 
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The Rites are the general beginning of the inscription (ming) ， eulogy (lei ) ， 
admonition (chen) ， and prayer (rhu) .  The Spri句 and 凡utumn Annals is the basis 

of  the record (ch i ) ，  the biography (chuan) ， the oath (meng) ， and the dispatch 

(hsi ) 圖 Together they establish the very highcst s tandards possible and open up 

the most [;叮叮reaching tcrritories . Thus， when the hundreds of mastcrs go 

bounding off， they u叫1t臼1間1m盯ma前tcly e吋 up Wlt出hin

de叮tε盯rmlne位S one' 冶s pa抗tt阮ern by endowing i封t with t出he Cα1aωs鈞叩s幻lC臼5， and if one consults 

the Erh-ya [the ancient lexicon] to enrich on亡' 5 vocabu1ary， this is looking to a 

mountain to smclt coppcr or boiling thc sea to get salt . 67 

Having described the Classics as a ful1 comp1ement of distinct primary forms 
( t 'i * ) ， Liu Hsieh now filiates all the major literary genres to their appropriate 
Classic. As we have seen， the originary form that unifies any set of divisions 
is a region of inexhaustible fertility. Functioning in isolation， one of the later 
literary genres ( tγ ) will be in danger of being exhausted or "drying up. "  The 
capacity to achieve new things in literature í 吋aily renewal吋 can be achieved 
only by reasserting connection with the parent Classic and returning to its 
fertile source . 

故文能宗經 。 體有六義 o 一 則 情 深 而 不 詭 。 二 則 風 清 而不雜 。 三 則事;:�言而不誕 。 凹則 義宣

而不間 。 五則體約而不蕪 。 六 則艾麗而不睬 。 揚 子比雕三KL:� fF 諧 。 謂五經之合文也 O

夫 丈 以 行;在 。 行 以 文 傳 。 四 教 所 先 。 符采1、口1齊 。 勵 德樹盤 。 莫不宮的墅 。 而 建 污 修 辭 。 鮮 克

宗經 。 是 以 楚豔漢侈 o 1荒弊不還 。 立 末歸 本 。 不其懿嗽 。

Thus if a person is ablc to show revercnce for the Classics in his writing ，  his 

normative form ( tγ ) wiU have the following six principles :“ a dcpth in the 

affections (ch 'ing * ) without deceptiveness ;  thc affcctive force (jeng * )  clear and 

unadulterated; the events (shih '學 ) trustworthy and not false;  the princip1es ( yi 叮

upright and 110t  bending around;  the normative form ( t 'i 戶 ) tersc and n o t  over

grown [with weeds l ;  the litcrary quality (UJen 幣 ) beautiful and not lewd.  Yang 

Hsiung [53 B . C . -A. D .  1 8] compared it to carving j adc to form a vessel， by 

which he meant that the Fivc Classics werc replete with UJen * .  69 Writing 

(UJen吋 is cstablished by [the quality of ]  a pcrson's  actions， and thosc actions 

in turn arc transmitted by writing .  Placing wel1 持 at thc head of the Four 

Things Ta時ht， 70 was to a臼叫 thc j ade-like pattcrn [of the othcr thrceJ . All 

wbo cnact virtuc and csta blish thcir repute takc thc Sagc as a teacher. Y ct whcn 

they wou1d set up words and polish thcir languagc ( tz 'u 汁 ， fcw know to revere 

the Classics . For this reason thc sensuality of Ch'u r1itcraturc] and thc extrava

gances of Han [literaturc J dwindled to bascness and did not turn back [toward 

their origins ] . Wouldn ' t  it bc wonderful if wc could corrcct the later phascs 

(mo) and return to the root? 
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Here at the end of the chapter is the first appearance of a concern that recurs 
throughout Wen-bsin tiao-lung: there is a process of evolution that is in dan
ger of losing sight of origins. Although the beginnings of this theme can be 
traced back to the Han， it was among Liu Hsieh and his contemporaries that 
it took on the form that would be repeated in different versions throughout 
the rest of the history of traditional Chinese literature. One function of liter
ary theory became to force contemporaηr writers to recognize origins and， in 
doing so， to reestablish continuity. 

三極葬道 。 白1[ 深 稽 古 。 致 化 歸 一 。 分 教 其Jí五 。 性 軍 鎔 匠 。 文 章 奧 府 。 淵 哉 童樂 乎 。 莖 昂， 之

租 。

Supportíng Verse 
The permanent instruction regarding thc Thrcc Ultimatcs :  

The depth o f  this Way comes from study o f  thc ancient .  

The transformation accomplished is unitary， 

But their teaching is dividcd into Five [Classics ] ，  

Which are the formativc craftsmen of the [human] spirit， 

And the mysterious treasure house of 1iterary works . 

Deep indeed， and gleaming!  

These the ancestors of all words .  

CH凡P TER 26 

Sp irit Thought， Shen聲由ssu * 神思

The concerns of this chapter on spirit thought reveal the profound influence 
of Lu Chi's "Poetic Exposition on Literature" on Wen-bsin tiao-lung.7 1  At 
various points throughout his work， Liu Hsieh sharply criticizes Lu Chi; but 
such attacks seem merely Liu Hsieh's attempt to assert his own distinction 
against the powerful influence of this famous predecessor， who was widely 

regarded as one of the greatest wrìters of his era. It was Lu Chi who first 
elaborated the archaic model of the spirit j ourney to describe the operations 
of mind in planning a composition. And Liu Hsieh， whi1e describing the 
process far more fully than Lu Chi， rarely departs significantly from him. 
恥1oreover， as in "The Poetic Exposition on Literature， " the discussion of 
spirit thought is given first place in in the sequence of questions of compo哺
sition (in Liu Hsieh's case， first in the sequence of theoretical chapters) ，  sug
gesting the "priority" of spirit thought， both in importance and in the process 
of composition. 

古 人 云 。 形 在 江 海 之 上 。 心 存 魏 闕 之 下 。 神 思 之 謂 也 O 文 之 思 也 。 其 神 遠 矣 。 故 寂然、凝

慮 。 忠、接千載 。 悄焉動容 。 視通慢里， 。 吟 詠 之 間 。 吐納珠玉 之 聲 。 眉 隨 之 前 。 卷舒風雲之

色 。 其思理之致乎 。

Wen-hsin tiao-lung 201 



Long ago someone spoke of “ the physical form ' s  being by the rivers and lakes ， 

but the mind's  remaining at the foot of the palace towers of Wei . "72 This is 

what is meant by spirit thought (Shetl * -SSU * ) .  And spirit goes far indeed in the 

thought that occurs in writing (w閉嘴 ) . When we silently focus our concerns ，  

thought may reach to a thousand years in the past ;  and as our countenance s tirs 

ever so gently， our vision may cross ( t {un，í? * )  ten thousand leagues . The sounds 

of  pearls and j adc are givcn forth while chanting and singíng; right before our 

eyclashcs ， 的e color (se * )  of windblown clouds unfurls . This is accomplished 

by the basic pri肛iple of thought (ssu 仁li 特 ) • 

Perhaps to defleet the reader's immediate association of this topic with Lu 
Chi， Liu Hsieh opens this chapter in an unusual way， with a reference to the 
Chuang-tzu， thus giving the idea of "spirit thought" a pedigree in an age long 
before th在t of Lu Chi 粵 But the quotation is grossly misappliedi and it is tempt
ing to read much into the choice of such a twisted example， given as the sole 
definition of spirit thought， especially since it is given at the beginning of the 
chapter where it was usual to treat definitions and or啥ins of a topic. We 
might consider that Liu Hsieh， living in the lower Yangtse region， is another 
person whose "physical form is by the rivers and lakes" (conventionally refer
ring to the general region that was the center of the Southern Dynasties ) i  we 
might recall that Lu Chi was another native of  that region， who went north to 
the capital of the Tsin in Lo-yang， directly west of the capital of the old state 
of Wei ( and if Liu Hsieh associated Wei with the dynasty， the capital would 
be still closer ) .  We should perhaps avoid distinguishing any particular mo
tives in the unusual ineptness of the opening allusion， but we may suspect 
pressures that were， at least in part， personal. 

故 思 即 為妙 。 中申 與 物 遊 O 月沖居胸臆 o I前志 氣 統 }J� �IJ 鍵 。 物 治 月 1 。 而辭 令 管其{陌 拉盤 。 樞機

方j遍 。 則 物 無 隱 貌 。 關鐘!你 塞 。 則 神 有jÆ'心 O

When the basic principle of thougbt is at its most subtle，  the spirit wandcrs 

with things .  Thc spirit dwclls in thc breast; intent (chih * ) and ch γ control thc 

b olt to its gate [to let it out] . 73 Tbings come in through thc car and eye; in this ， 

languagc controls the hingc and triggcr. Whcn hinge and triggcr pcrmit pas

sag亡， no things have hidden appearance; when the bolt to the gate is closed，  

then spirit is conccaled 

This is one of the most important and fully discussed passages in Wen-hsin 
tiao-lung. There is some question whether some of its more interesting prop旬
ositions follow from Liu Hsieh's clear intentions or from the force of parallel 
exposition.  But whatever their provenance， these propositions are most sug-
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gestive. It should be noted that when 1 discuss words below， 1 am not im
plying that Liu Hsieh is necessarily using them with cautious preClSlOni 
rather， in using terms that are laden with implications from past usage (im
plications that are not at a11 obvious in English translation)， he is， in fact， 
making statements that provide interesti月 insights .

When the basic principle of thought is at its most subtle， the spirit wanders 
with things. We have seen that the "basic principle of thought" (ssu * -1i* ) is 
the capacity， in an act of spirit thought， to go beyond the determinate empir
ical circumstances in which the writer finds himself. As in the spirit j oumey 

in "The Poetic Exposition on Literature， " in this process the mind encounters 
"things" (附叮. Later commentators often paraphrase this as a relation be
tween thought and a scene before one's physical eyeSj but Liu Hsieh is work

ing very much in the tradition of Lu Chi : although there is nothing here that 
precludes empirical observation ( indeed Liu Hsieh seems to be shifting to
wards the empirical when he says that "things come in through the ear and 
eye" )， the initial model is one of imagination disjoined from the empirical 
scene before the writer. The phrasing used by Liu Hsieh here may assume the 
possibility of a gross form of "spirit thought" in which the things are seen 
simply as objectsJ4 But in its "finest" or "most subtle"  form (miao * ，  presum
ing the fine points and subtle changes， that which is essential but invisible to 
the ordinary senses)， "spirit wanders with things . "  The "with" ( yü 與) is an 

essential relation. When writing on the idea of the Sage， it was often said that 
the Sage is "with" thingsj that is， the Sage neither loses himself in things nor 
does he see them as mere objects， but rather he participates "with them. "  

Commentators often speak of this passage in "Spirit Thought" a s  the fusion 
( chiao-jung 交融 ) between self and scene， a union prized in later poeticsj cer
tainly that later notion of the mutual determination of self and other is an 
outgrowth of the values implicit here . But Liu Hsieh's version is somewhat 
closer to the older Confucian ideal of the Sage : not so much a fusion ( in 
which the autonomous identity of each disappears ) as a tentative association， 
poised between unity and difference. It is essential to recognize that the 
writer in the condition of spirit thought is not merely knowing or observingj 
he is "sharing" in a system of things . 

Wanders， yu * ，  is a term as weighted as "with . "  Yu * is to "go without direc
tion， purpose， or end . "  Encountering things， the mind does not "go to" any 
end， but rather "goes along with . " Yu * strongly imp1ies a freedom and an 

absence of motive. As Liu Hsieh says later in "The Sensuous Colors of 
Physical Things， " the poet ro11s round and round in the course of things ( sui 

w口 普 yi wan-chuan 隨 物 以 宛轉， "follow things and tums around and around. " ) .  

The spirit dweUs i n  the breast; intent (chih叮 and ch'i* control the bolt t o  its 
gate. Things come in through the ear and 叮叮 in this， language controls the 
hinge and trigger﹒ Imagination is a spirit j oumey， a movement through spacej 
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thus we have the traveler ( "spirit， " shen 叫 the motive and direction of its 
motion ( chih 可 and the energy that makes motion possible ( ch γ ) .  Having 
previously discussed free "wandering with things， " Liu Hsieh must turn to 
the question of controli and control 的 located in the initiation of the move
ment of spirit .  The parallel line can suggest one of two things : either that 
language is necessary for the recognition of things ( the gatekeeper that allows 
or denies things access to consciousness )， or that a store of language is 
requisite to expressing the experience of things in writing. The former is an 
attractive and radical possibility， suggested by the phrasing of the line itself 
(in which language is linked with things "coming in叫 . However， the follow
血g passage， with its demand for a store of learning as in IIThe Poetic Exposi
tion on Literature， " suggests that the second interpretation is correct : lan
guage is necessary to reveal things to others， not to recognize things oneself 
The amplifying passage， IIwhen hinge and trigger permit passage， no things 
have hidden appearance， " can also be taken either way: that is， they are not 
hidden from the writer or not kept hidden from potential readers . 

是 以 胸 鈞 文 思 。 貴 在 處 靜 。 疏 給 五 藏 O 樣 雪 精 神 。 積 學 以 (諸 實 。 酌迎 以 宮 才 。 研閱 以 結

照 。 關11 致 以 擇 辭 。 然、 後 使 玄 解 之 萃， 。 尋聲 律 而 定 墨 o í蜀 熊、 乏 匠 O 關 意 象 的J 5單 斤 。 此龍臥 :;亡

之 酋 術 。 謀篇 之 大 捕 。

Thus in shapìng and turning [as on a potter ' s  whecl] literary thought (wen 弋
ssu 特 ) ， the most important thing is emptincss and stillness within . Dredgc clear 

the inner organs and wash the spirit pure . 75 Amass learning to build a treasure 

house; consult principle ( l i叮 to enrich talcnt ;  investigate and cxperience to 

know all that appears [literally “exhaust what shines可 ; guide it  along to spin 

the words out. Only then can the butchcr， who cuts things apart mysterious旬，
set the pattern according to the rules of sound; and the uniquely discerning 
carpenter wield his ax with his eye to the concept切imagc ( y i仁hsiat吹勢 ) . 76 This 
is the forcmost  techniquc in dirccting the course of WeH \ tbe m句or point for 

planning a piece .  

Liu Hsieh follows Lu particularly closely in tbis chapter， first enumerating 
the preconditions to be achieved before composition， preconditions to be fol
lowed by spontaneous actìon. First， there is inner stillness， cuttìng off exter
nal determinatìons and concerns， followed by a list of capacities that one 
needs to have developed within : learning， understanding of principle， and 
experience. The intuitive action that is a consequence of meeting these pre
conditions is an old value in the tradition (and in this case an issue not 
addressed by Lu Chi ) :  intuitive action will obey the rules perfectlYi it will 
"set the pattern according to the rules of sound"一一a swift， unself-conscious 
act that conforms perfectly to established norms. Perhaps the oldest state-
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ment of this value is in Analects 1I.4， in which Confucius describes himself at 
seventy as "following his heart's  desire without transgressing the strict stan甸
dard . "  This Chinese version of "free conformity to law， " or perhaps "intuitive 
confonnity to law， " became， in various versions， quite important in the later 
theoretical tradition. It should be added that it is unclear whether the intui
tive action described in 由is section is the act of composition itself ( as the 
passage seems to suggest in its own right) or the operation of spirit thought 
(which interpretation will make the next passage follow more smoothly ) .  

We should also note here the appearance of  a compound that was to be
come an important technical term in later theory and criticism: "concept
image， " yi人hsiang* . While this term does not yet have the weight of associa
tions it was to develop in later criticism， the germ of the later notion is 
already present . We may note that it is something which the craftsman con
siders as he acts， a prior envisagement from which the work follows . Had the 
Chinese been using concepts of mimêsis or representation， it would have 
been easy at this point to say that the actual artwork "represents "  the prior 
"envisagement. "  The possibi1ity is not excluded; it is simply not addressed . 
In later criticism， a reader in his tum will perceive the yi骨 -hsiang* in the 
text . 叮仔 -hsiang* is the sketchy outline ( from the fuzziness and lack of detail 
in the concept of hsiang* ，  a normative schematization of the thing) of what 

is intended， though there is felt to be a special beauty and richness in that 
indeterminacy and lack of detail . 

夫 神 思 方運 。 萬塗競萌 。 規矩 慮 役 。 刻 鐘 無 形 。 登 山 則 情 滿 於 山 o 觀 海 則 :誓: 溢 於 海 。 我 才

之 多 少 。 將與風雲而並驅矣 。

When spirit thought is set in motion， tcn thousand paths sprout before it; rules 

and regulations are s til1 hollow positions ; and the cutting or carving as yet has 

no form. 77 If one climbs a mountain ， one's affections (ch 'íng 著 ) are filled by the 

mountain; if one contemplates the se且 onc' s conccpts ( yi吋 are brought to 

brimming over by the sea. 78 And，  according to thc measurc of talent in the 

self， one may speed off together with the wind and clouds . 

The freedom and multiple possibilities ( ten thousand paths )  that appear in 
the operation of spirit thought are contrasted in the next section with the 
limitations that may come in actually trying to put the experience into writ
ing. What is most interesting in this passage is the relation between self and 
world implicit in "If one climbs a mountain， one's affections ( ch 'ing* )  are 
filled by the mountainj if one contemplates the sea， then one's concepts ( yi叮

are brought to brimming over by the sea . "  Wen -hsin tiao-lung occupies an 
intermediate stage in the theory of the relation between mind and the world， 
a question all important in Chinese literary thought. In pre-Ch'in and Han 
1iterary psychology， mind (hsin * )  is stirred (kan 叮 to response ( ying* ) by so-
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cial circumstance or the things of the world (wu 視 ) ( this earlier idea is recapitu
lated and elaborated at the beginning of "The Sensuous Colors of Physical 
Things" ) .  In the Sung we see the development of a model later known as 
ch 'ing* -ching* chiao-jung 情 景 交 融 ， the "fusion of scene and the affections， " 
in which both self and world are mutually determined .79 In "The Poetic Expo也
sition on Literature" the literary mind ranges through the world of things， 
but retains an artistic autonomy and is essentially unaffected by them. The 
"stuff" that is the material of the poem is spoken of as something acquired
searched out， plucked， gathered， and hoarded， but not infusing the conscious“ 
ness of the poet. This incipient notion of artistic distance would have been 
difficult to sustain in the context of Chinese literary thought， and Liu Hsieh 
offers various ways to restore a relation between self and things that is both 
natural and a ground for literary work. Earlier in this chapter we saw the very 
beautiful model of the mind being "with" things， a model that recurs else 
where in Wen-hsin tiao-lung. Here we have a somewhat different relation， in 
which the self (both the receptive "affections， " ch 'ing* ，  and the volitional or  
concept-forming 阿 靜 ) is "filled" by the external scene. This i s  different from 
the archaic notion of "stirring川 in that the phrasing here suggests some cor
respondence between the external object and the content of what conse
quently lies in the affections. On one level， this is quantitative : the mountain 
and the sea are vast things and they "fill" the ch 'ing持 and yi * .  But especially 
in the water metaphor ( μbrimming over汁 。f the second image， it seems that 
the scene itseH enters the mind on its own force and exists there as a mental 
counterpart of the ext巳rnal scene ( this would be true even of things encoun
tered in spirìt travels ) .  That process of transference is partially implicit in the 
earlier usage of "concept-image， " yi * -hsiang* . Note that in the last sentence 
of this passage， Liu Hsieh returns to the model of beìng "with" things . 

方 共 j弱 翰 o 氣 倍 辭 前 O 車主 'f篇成 。 半折心始 。 何 則 。 意 翻 竿 而 易 奇 O 言 徵 貫 而難 巧 也 。 是

之意授於思 。 言授於意 O 街 則 無 際 o JfA1具 IJ 干盟 。 或埋在 方 寸 ffn 求 之城表 。 或 義 在 咫 尺 而I 忠

隔 山 河 。 是以 秉心養術 。 無務苦慮 。 含章 司 契 O 不必勞↑青 也 。

Whcncver 且 person grasps thc writing brush， the ch γ is doubled even bcforc 

the words come. But WhCll a piece is complc仗， it goes no further than half of 

that with which the mind began . Why is this ? Whcn concepts soar across the 

empty sky， thcy easily become wondrous;  but it is hard to be artful by giving 

them substantial (shih 叮 exprcssion in words . Thus conccpt ( yí * ) is receíved 

from thought (ssu * ) ，  and language in turn is rcccivcd from conccpt . Thcse 

[language and conccpt] may be so close that thcre is no boundary bctwcen 

them， or so remote that they sccm a thousand leagucs from one another. 

Somctimes the principlc ( l i叮 lies within the spcck of mínd， yet one sceks it far 

beyond the world; sometimes a truth (yi 叮 ís only a foot  away， but thought 

goes beyond mountains and r甘crs in pursuit of it .  Thus if onc grasps thc mind 
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and nourishes its techniqu白， it will not be requisite to brood painfully . If you 

retain the design within and retain control of the creditor' s half of the contract 

(ssu-ch 'i ) ，  80 you need not force the a丘:èctions to suffer .  

As in "The Poetic Exposition on Literature， " Liu Hsieh here is painfully con
scious of the difference between intent and execution. One begins eagerly， 
with a surplus of ch 'i * ，  but ends Up with something that seems to fall far 
short of the envisagement in mind. The explanation shows that actual writ
ing is different from spirit thought:  concepts， yi弋 are free， soaring across the 
sky， wandering "with" things; but words are somehow 泊的 勢 ， "substantial" 
and limited. Rather than representation， the relation between words and con
cepts is cheng， translated lamely as "give it expression， " but actually "to tes
tify， " “to show proof， " to offer some adequate evidence of an inner experience 
that cannot be publicly recognized. 

These problematic relations lead Liu Hsieh to his own version of the 
venerable tripartite scheme to link language to mind and the world. Here 
"thought/

， 
SSU * ，  is the first term， an activity that is indeterminate and con

stantly moving. This leads to "concept/' yi 勢， a mediating construct that 
limits and determines the fluidity of thought. The final term is language. And 
as so often in such sequences of manifestation， there may be problems and 
losses in the movement between the stages.  Liu Hsieh seems to offer alterna
tives here， but in fact suggests that a gap in this process is a failure， that the 
answer should always be close at hand. Despite his instinct that the relation 
between thought and language should always be easy and direct， the rhetoric 
suggests alternatives; in the next section， he takes Up those alternat凹的
through examples of slow and quick composition， an opposition closely 
related to the controversy between instant and gradual enlightenment in 
Buddhism. B 1  

人 之 稟 才 。 還 速 異 分 。 文 之制體 。 大 小 殊 功 。 相 如 含 筆 而腐毫 。 揚雄綴翰ffrï驚夢 。 í'J:J:譚疾

感 於 苦 思 。 王 充 氣 竭 於 思 慮 。 張 衡 研 京 以 十 年 。 左 思、 練 都 以 紀 。 雖 有 巨 女 。 劫、 思 之 餒

也 。 准 南 崇 期 而賦騷 。 攸車應詔而成賦 。 子建援贖如 口 誦 。 仲宣舉筆似宿構 。 阮J為 據 案 而

制書 。 兩衡當 食 而 草 奏 。 雖有經篇 。 亦 思 之 迷 也 。

若 夫 駿 發 之 士 。 心總要術 O 敏在 慮 再�j 。 應機立斷 O 車思 之 人 。 情饒岐路 。 鑒 在 疑 後 。 研慮

方定 。 機敏故造'*而成功 。 慮疑 故 愈 久 而致績 。 難 易 雖 殊 。 並 資 博 練 O 若學淺 而空遲 。 才

疏 而 徒 速 。 以 斯成器 。 未 之 前 閉 。 是 以 臨 篇 綴 慮 O 必 有二息 。 理鬱者苦貧 。 辭溺者傷亂 。

然、則 博 兒 為饋貧 之 糧 。 貫一為拯 亂 之 藥 。 博 何能一 。 亦 有 助 乎 心 力 矣 。

若情數詭雜 O 體變遷質 。 抽 辭或 孕 於 巧 義 。 庸事:或前月 1冷新 意 。 用見布於嘛 。 雖云 未 費 。 千于軸

獻功 。 煥 然 乃 珍 。

People are endowed with different al10tmcnts of talent， some swift and some 

slow. And the forms (tγ )  of literary work differ in the achieveme肘， some of 
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large magnitude and some small . Ssu-ma H5iang-ju  [ 1 79一 1 1 7 B .  c . ] ruined the 

hairs of his writing brush by ho1ding it in his mouth; Yang Hsiung [53 B. C . 

A . D .  1 呵 ， when he couldn' t  wri仗， kept waking u p  from dreams ; Huan T' an 

[ca .  30 B . C . -A . D .  41) put 50 much effort into thinking he became sick; Wang 

Ch'ung ' s  [27-ca. 97) ch '尸 was u肘sed up in br叩司O∞odin呵19ι; Char 

polished hi臼s [扭poetIc cxpos剖叫1此t位ionl “ Thc Capi此ta址ls 刊 for ten years ; Tso Ssu [卡ca . 25。一

305] refined his [poetic exposition] “The Great Cities " for a dozen. Though 

these are all immense works ，  they are also [examples of] slowness of thought. 

1n contrast ，  t出he P恥nnc臼e ofHua釗1←H呵呵吋.r叫I

space of a mo叫rnmgι; Me臼i Ka叩o [ 寫We臼st忱er口rn Har吋1才1 cωomp抖lε tcd a poe仗叩tlc expos臼It位10n as 

soon a沁5 he recεelvεd the royal c∞ommandι Tsγ'ao Chih [ 1 92-232] would take a 

writing tablet and recite cxtempore; Wang Ts 'an [ 1 77-2 1 7] lifted his writing 

brush as if he had a1rcady done several drafts beforehand; Juan Yü [ca. 1 65-

2 1 2] wrote letters in the saddle; Mi Heng [ 1 73-1 98] could draft a memoria1 at 

dinner . Even though these are short works， they are a1so [examples of] quick

ness of thought. 

The mind of a sharp-witted person combines all the cssentia1 techniqu白，

and his very quickness preempts reflection， making instant decisions in re

sponse to thc demands of the moment (chí * ) .  Thc state of mind (ch 'ing * )  of 

someonc who broods deep1y is fillcd with forking paths : he sees clearly on1y 

after uncertainties and makes his determination on1y after thoughtful reflec

tion. When one is quick of mind in response to the demands of the moment， 

thc accomplishment is brought about hasti1y; whcn reflection is full of uncer

tainties， it takes a much 10nger time to achievc onc's goal s .  

Although ease and difficulty diffcr， both depend on perfecting oneself on a 

broad scope. lf learning is shallow， the 1atter type is slow in vain; if talent is 

diffuse， the former type 1S swift to no good cnd. Onc never hears of grcat 

accomplishment by the Iikes of thesc .  82 There are two sources of danger as you 

approach a piece and compose your reflcctions :  if principle remains blocked ， 

there is poverty [of contcnt] ; if language gcts bogged down， there is confusion. 

In such cases， broad 巴xpenεnce is the provision that can fced poverty [of c∞on血

t伐en叫t什 ] ， and cωon叩m

have breadth and s“叮ti山ll tωo bc able tωo prov叫idc cωon叫tmu山lt叮y a衍i
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The final paragraph above draws heavily on Lu Chi's "Poetic Exposition on 
Literature， " and shows a discontinuity of argument closer to Lu than is gener
ally characteristic of Liu Hsieh. It is not at all clear what the transformations 
of forms and states of mind have to do with rescuing the bland by some time
ly 且ourish. Likewise， the qualifications regarding the limits of language and 
conscious technique in the next paragraph comes directly from Lu Chi . 

至於思表纖 旨 。 文 外 的 致 。 言 所 不 迫 。 筆 i司 知 ll o 于三 精 I巾 後 闡 其 妙 。 至 變 !的 後 過其數 。 伊

摯不能 言 鼎 o 輪 扁 不 能 ;在 斤 。 其微 矣 乎 。

But when it comes to those tenuous implications beyond the reach of thought， 

the fine variations in sentiment beyond the the text (wen 勻 ， these are things 

that languagc cannot pursue， and where the writing brush knows well to halt . 

That subtlety can be brought to light only by reaching ultimate essence; that 

order (shu叮 can be comprehended ( t 'ung * )  only by reaching the ultimate in 

mutation (p íen * ) .  Yi Yin could not tell of  the art of the cauldron;83 Wheel

wright Pien could not speak of the ax. These are the real fine points . 

Let us quote the relevant passages from "The Poetic Exposition on Litera
ture， " first from the preface : "When it comes to taking an ax in hand to chop 
an ax-handle， the model is not far from yOUj however， it is hard indeed for 
language to follow the movements of the hand. What can be put into words is 
all here . "  Then towards the end， lines 197-200 : 

Liken it to the dancer， flinging her sleeves to the rhythm， 
Or to the singer， sending out her voice in response to the strings . 
It is this that Wheelwright Pien could not put into words， 
Nor is even the most glittering discourse able to catch its essence. 

Although there are difficulties in both passages， Lu Chi is clearly referring to 
the prereflective aspects of the act of composition， aspects that cannot be 
expressed in words.  Liu Hsieh is using similar terms， but the frame of refer
ence is far less clear. The last part of the paragraph seems to return to Lu 
Chi's interest in accounting for composition， but the first part is more prob
lematic. It may be making a general statement on the limitations of writing: 
the subtleties of what is dimly perceived in spirit thought ( "tenuous implica
tions beyond the reach of thought吋 cannot be transmitted in literature . Or it 
may refer to the limitations of writing about writing: there are subtleties 
conveyed in literary writing， though not in explicit words， which the critic 
cannot explain ( "fine variations in sentiment beyond the text" ) .  We remain 
uncertain whether it is the writer's brush that must stop (faced with wonders 
he cannot describe) or the critic's (finding in the text wonders he cannot de-
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scribe ) .  The decision here is less important than the promise that there is 
some wonder， either on the margins of thought or the margins of writing， 
which is the goal of a perfected attention that "reaches the ultimate in muta 
tion. " 

神 用 象 通 O 情 變 所 孕 。 物 以 貌 求 。 心 以 ):1t[ Jl! 0 至U 鎮 聲 律 。 萌 芽上t 興 。 結 慮 百J -契 。 眾 中世 ;fjlJ
勝 。

Supporting Verse 
Spirit gets through by images (hsiallg 汁 ，
Giving birth t o  illll tations of thc affcctions 時4

Things are sought by their olltcr appearanc亡，

But the response of mind is for basic principJe .  

Craftsmanship is given to the rulcs of sOlll1d， 

It  sprollts in comparisons and affcctivc imagcs : 

Drawing one's thoughts together， take the creditor ' s  half of thc contract， 

And bchind hanging ten←f1aps determinc victories . 85 

CHAPTER 27 
Nature and Form J T‘i-hsing 體性

"Nature and Form" takes up  two of  the central concerns in  Chinese literary 
thought : how the internal characteristics of the individual writcr bccome 
manifest in writing and the status of normative categories . As so often in Liu 
Hsieh， these questions are addressed by a single character term that permits 
shifting frames of reference. In this case the central term is tγ ，  normatlve 
form. On the most general level any individuating n且ture (hsÍng* )  will be
come manifest in a particular normative formi for instance， "human nature" 
( jen -hsing叮 produces the "human form" ( jen - tγ ) .  Human mind (hsin * )  
admits further categorical distinctions in typologies of personalitYi and such 
differences will be manifest in wen 弋 mind's externality， which is literature. 
We should stress that even though Liu Hsieh is speaking here primari1y of 
categories of personality， the principle is an exceedingly broad one and can 
easily be applied to literary historical periods， kinds of social situations， and 
other categories， all of which will be said to have their own t γ . 

The question of the relation betwecn categorical norm and absolute partic
ularity is 且 central issue in Chinese literary thought， 的 it is not in Westem 
literary thought ( except perhaps in the interpretation of poetry as the univer
sal unfolding itself in the particular ) .  English and European languages find no 
difficulty in using the word "style" to refer both to a normative style， such as 
the "classical style， " and to the particular stylistic traits of a given work. In 
Chinese， these two are kept quite distinct : tγ is always normative style， 
while the particular style of a given work is described with a variety of terms， 
all following from the variability of tγ according to particular circum-
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stances . The concept of tγ stresses a norm that is inherent and prior to any 
particular manifestation; it carries a force that participates in the unfolding of 
a particular manifestation， and it can be identified within a particular man
ifestation; but it is not itself the particularity of that manifestation. On the 
other hand， Western literary thought makes a sharp distinction between style 
and genrej at this stage in Chinese literary thought， no such distinction is 
made; both are t γ .  Even later in the tradition， when distinctions between 
normative style and genre begin to be made， it is carried out within the con
cept of tγ for example， "the various tγ distinguished by the criterion of 
period. "  To preserve this focus of interest， we have chosen the awkward locu
tion "normative form" for t γ .  

夫情動而言形 。 理發 1的文 見 。 蓋沿 隱 以 至 顯 o 131 內 而符外 者 也 。

When the affcctions (ch 'íng吋 arc stirrcd， languagc givcs thcm [cxternal] form 

(hsing吋 ;86 when inherent principle ( l i叮 comcs forth， pattern (wen * )  is mani

fest .  W c follow a coursc from what is latcnt and arrive at thc manifcst . 87 

According to what lics within， thcrc is corrcbtion to what lies without.  

The opening paragraph of a chapter of Wen-hsin tiao-1ung lays the ground
work for the question to be discussed， often relating the question to accepted 
assumptions or to a recapitulation of earlier points .  Here， in what is perhaps 
its most succinct and direct form， the theory of manifestation and correlation 
is given. Language， the human capacity that follows from the existence of 
mind， is the "outside" of the affections ( ch 'ing* ) ; WIβ:n *  is the outside of prin
ciple (1至 * )， which is the position established in "Its Source in the Way ."  All 
internal terms move to external manifestation， and there is perfect corre
spondence between the inner and outer terms. These are the articles of faith 
and ground rules on which the mainstream of Chinese literary thought is 
founded. 

The central terms of this process， given in the title， are hsing棒 ， "indi
viduating nature" ( to be kept distinct from the hsing特 in the paragraph above 
meaning "external form吋 and tγ，  "normative form . "  Hsing勢 ， "individuating 
nature， " 的 the internal term， some natural endowment that determines the 
category of an entity and from which certain qualities follow. Ten-hsing* 人性

is "human nature， " the innate qualities that separate a human from other 
creatures . Tγ is the term that is given as the external counterpart of hsing* ，  

some normative manifestation whose determinations correspond t o  the 缸"
terminations of hsing祥 ﹒ Thus a person who is， say， modest "by nature" 
(hsing叮 will have a certain "style， " t 'i 靜 ， of writing and behavior .  This is not 
to say that such a person might not， on certain occasions， be brash; 但rther

more， there are higher degrees of determination and particularity in that 
person's individual nature and in a given circumstance. Hsing* and tγ are 
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simply the large categories of identity on which these more particular deter
minations are based. And， as we will see， there is a strong impulse to limit 
the number of these large categories and to find an internal order in that 
number. 

In this chapter， tγ 1ies between a normative category of personality and 
of literary stylei but it can be applied to any normativ巳 category， the most 
common being genre. Partially through this range of meaning， Chinese criti
cism often came to associate individual writers with the genres in which they 
excelled. But tγ can be applied to almost any norm. In a later chapter， Liu 
Hsieh discusses "latency" ( yin ) ，  a sense that something is hidden beneath the 
texti when he thinks of it as a "kind" of writing， he calls it a t γ .  

然、 才 有庸惰 。 氣 有 剛 柔 。 學 有 淺 深 。 習 有 雅 鄭 。 並惰性所錄 。 陶 染所凝 。 是 以 筆阪 雲 譎 。

夫: 苑 波 詭 者 矣 。 故辭理庸惰 。 莫能 觀 其 才 。 風趣 剛 柔 O 寧 或 改 其 氣 。 事義 淺 j策 。 未 間 才在 其

學 。 體式雅鄭 。 鮮 有 反 其 習 O 各自市成，心 。 其異 如 悶 。

But talent (fS '叮叮 varics between mcdiocrity and cxccllence; ch {尸 varics bc

twecn thc firm and thc yielding; learnin♂ varies bctwccn the shal10w and the 

profound; practice [or “habit" J  varies bctween the crude and the gracious .  

Thesc all arc smelted in the forgc by one ' 5  nature and disposition (hsíng ' 
ch 'ing 著 ) ， and fused b y  how a person has been shaped and influenced .  Thus ，  

there are extraordinary cloud shapes in the realm of the writing brush ，  and in 

the garden of letters ， s trange waves . 

But no one can countervail against the measure of talent evidenced in the 

mediocrity or excellence of thc principles (l i吋 or the usc of language (tz 'u * ) .  
No one can alter the quality o f  ch γ in the firm o r  yielding disposition of 

someone ' s  manner (feng* -ch 'ü * ) . 88 I 'vc 肘vcr heard of anyonc runni月 co恥

trary to the degree of learning apparent in the shallowness or profundity of 

[knowledge of] evc叫s and tr叫1S (y i 著 ) . Few reversc habits of cr吋C肘ss or 

grace in form ( t 'i * ) .  Each person takcs as his nuster his mind as it has been 

ful1y formed， and these arc as different as faces . 

From the universal principles in the opening sentences， Liu Hsieh here sets 
forth the categories through which differentiation occurs . The four categories 
are roughly divided into two pairs， one pair being innate ( talent and the qual
ity of ch 'j * )  and the other acquired ( learning and habit ) .  Each categoηT admits 
its own range of antithetical qualities 

It is important to note that Liu Hsieh is speaking here of the stage when 
an individual's character is fully formed， and at this stage none of the 10ur are 
open to human freedomi that is， what a person has learned is given as a h尬，
torical determinacy just as innate qua1ities are a natural determinacy. Liu 
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Hsieh stresses this in the second paragraph above， ruling out all hope of 
self-transformation ( and laying the groundwork for the description of learning 
to write in the later part of the chapter) .  The innate terms are said to be 
"smelted" in the forge of a person's nature， probably emphasizing the perfect 
integration of the two first categories. Then they are "fused" or "hardened" 
together with "learning" and "habit" in the history of  a person's growth. The 
metaphor of metallurgy stresses the firmness of those determinations. 

Traditional Chinese ontogenies such as this try to move from unified ori
gins to the infinite variations and differences of the empirical world.  Essen
tial in this process is a mediating structure with a fixed number of norms : 
hence the eight tγ given in the next passage . There is always a leap between 
that fixed "number" and the vision of infinite variety: here the "extraordinary 
( ch iieh， "weird什 cloud shapes" and "strange waves， " both being standard 

images of infinite plasticity and transformation. The fascination with infinite 
variety and fixed norms is a Janus face， each opposing vector of attention 

balancing the dangers inherent in the other. Similar alternations between 
limitation and ungoverned transformation can be seen in "The Poetic Exposi
tion on Literature . "  

Somehow in  the admixture of these categories we  achieve infinite vari
ety: "Each person takes as his master his mind as it has been fully formed， and 
these are as different as faces . "  The face simile ( cf .  "The Poetic Exposition on 
Literature" 11. 53-54) is a powerful model : it is the outside that shows the 
inside;  it has recognizable categorical groupings while allowing for absolute 
individuation; and it is something that can retain individuality through com
plex transformations bound to the contingencies of the moment. Each person 
takes that established identity "as his master" :  thi日 is a remarkable state
ment， and as a pungently aphoristic formulation of a universally recognized 
but often suppressed truth， it became one of the few phrases in Wen扭的in

tiao-lung that entered the repertoire of the culture. In the background we can 
hear Ts'ao P'i， also concerned with categorical differentiation， observing how 
people prize their own strengths .  The "master" or "teacher， " shih， is sup
posed to be the authoritative other who can redirect the momentum of a 
person's development; but in the adult， that momentum is beyond outside 
influ 

Ë總共歸誰 。 則數 窮 八 體 。 也 日 典雅 。 二 日 遠奧 。 三 H 精 約 。 四 H 顯附 O 五 日 繁緝 。 六 日

壯 麗 。 七 日 新奇 。 八 日 輕靡 。 典雅 者 O 鎔式經詣 。 方 軌 儒 們 吉普 也 o }j韋奧者 。 按采典文 。 經

理 玄 宗 者 也 O 精約 者 。 竅字 省 句 。 剖 析 毫 釐 者 也 。 顯附 者 O 辭 宜 義 暢 O 切理厭心者 也 。 繁

耨 者 O 博 喻 釀 采 O 煒 烽 校 派 者 也 。 壯 麗 者 。 高 論 法 裁 。 卓 爍 異 采 者 也 。 新 奇 者 。 檳 古 競

今 。 危 側 志還 詭 者 也 。 經靡者 。 浮 文 弱 倍 。 鏢純J'附俗 者 也 。 故 雅 與 奇 反 O 奧與顯多� 0 繁與約

件 。 壯與輕乖 O 文辭 根 葉 。 苑 固 其 中 矣 。
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If we can generalize about the paths followed， 89 we find that the number (5的 努 )
i s  complete i n  eight normative forms :  tiel門正 戶 ， decorous [or “havi時 the qual

ity of canonical writing" ]  and dignjfied; yüan-ao， obscure and far自reaching;

ching-yüeh， terse and es間ltial; h5ien-fu ，  obvious and consecutive; fm叩4， lush 

and profuse; chtω句- l i ， vigorous and lovely; h5Î月-ch 'i ， novel and unusual; 

ch (ing-mi ，  light and dclicate. The decorous and dignified form is one that takes 

its mold from the Classics and Pronounccments and ridcs in company with 

the Confucian schoo1. Thc obscure and far-rcaching form is Ol1C whose bright 

colors (打 'a í叮 arc covcrcd over， whose writing is dccorous ，  and one that de

votes itself to the mysterious doctrincs . 91J The terse and cssential form is onc 

that cxamines evcry word and rcfl.ects 011 each linc， making discriminations by 

the finest measures . 9 1 The obvious and consecutivc form is one in which thc 

languagc is direct and where the truths ( 抖 著 ) arc spread out before us， satis

fying the mind by adherencc to natural principle ( l i " ) .  Thc lush and profuse 

form is onc with broad implications (yü )  in its varicgatcd colo的 ， whose 

branches and tributaries sparkle and gleam. The vigorous and lovcly form is 

one whose lofty discourscs and grand j udgmcnts have superlativc fl.ash and 

rare colors .  The novel and unusual form is one that rej ccts the old and rushcs 

instcad after what is modern; 0丘三balance ， it shows delight in the bizarre. The 

light and delicatc form is one whose insubstantial ornamcnt (wen * )  is not 

securely planted ， whose airy vagucncss is closc to thc common tastc .  Wc see 

that the dignificd is sct in oppositìon to the unusual; the obscure differs from 

the obvious ; the lush and terse arc  at odds; the vigorous and light go against 

one anothé'r. Such is the root and lcaf of Jiteraturc (wen 科 -tz 'u * ) ， and thc garden 

of lctters contains them all 

Each of these normative forms is ql日te distinct and recognizable as such in 
the context of the Chinese tradition. We might note the procedures briefly : 
from infinite variation， Liu Hsieh returns to name a fixed (Jnumber， " then 
each of these is briefly amplified， after which he turns back again to show the 
internal unity of the eight， reducing the fixed "number" to four pairs . If the 
reader is accustorned to the rhythms of a Chinese argument by this point， he 
can anticipate the next move : a return toward infinite variation. 

若夫八體屢遭 。 功 以 學成 O 才 )J 居 '�i' 0 學 自 血氣 。 氣 以 實志 。 志 以 定 言 。 吐 納 英 華 。 莫非

惰性 。

These eight forms oftcn shift ， 92 but success in cach is accomplished by learn

ing. The force of one ' s  talent (打 'a i仁1i ) is locatcd within and bcgins with ch γ 

in the blood; ch ( i' solidifics f or “actualizcs ， 刊 shih 叮 that upon which onc is 

intent (ch íh .* ) ;  and that upon which onc is intcnt dctcrmÌnes language. Thc 
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splendor that is given forth in this process is always a person ' s  affections and 

nature (hsínJ:* -ch 'ing都 ) . 

Liu Hsieh returns to affirm the organic bond between a person's  physiological 
and psychological nature， a literary work， and the mediating normative 
forms， at the same time drawing in the grounds of differentiation discussed 
巴arlier: learning， talent， and ch 'i * .  Hsi， "habit" or "practice， " is a problem 
point， a locus of change， and Liu Hsieh will take it up later. The normative 
forms shift， let us say from situation to situationj and successful use of a form 
depends on learning. It is remotely possible that the first statement of the 
passage means that a person depends on talent to make successful use of the 
form that matches his nature . But the most natural way to read the line raises 
a possibility that Liu Hsieh will take up later: that it is possible for a person 

to write successfully in different forms. This strongly recalls Ts'ao P'i 's 
notion of the t 'ung仁的剖弋 the "comprehensive talent， " one who can pass 
through and comprehend all the variations .  Since Liu Hsieh has already 

strongly affirmed limitation， that "each person takes as his master his mind 
as it has been fully formed， " he will have to discover the possibility of the 
t 'ung犬的'ai 都 elsewhere， in a proper education. This is the beginning of an 
interest that we see often in later poetics， as in Yen Yü's "Ts'ang-lang's Re
marks on Poetry" : success in poetry depends upon a process of learning in 
which the initial orientation is of the utmost importance. 

Liu Hsieh's literary physiology is a combination of conventional physiol
ogy and some suggestive lines from the Tso chuan .93 Ts 'ai 耨 is a pure capacity， 
without any force of its own. To manifest itseH， it requires ch γ and in 
Chinese physiology， ch γ is carried in the blood stream， a vital essence that 
is both energy and "stuff . "  Given capacity ( ts 回 叮 and energy ( ch γ )， the other 
requisite term is directionj and this is supplied by chih 弋 "that upon which 
the mind is intent . "  Without talent and ch 'i * ，  chih 帶 的 only an "empty" form 
of direction : ch 'i * fills it and makes it actual . When all these occur together， 
they emerge in language. Finally Liu Hsieh makes the recursive move， con
cluding that all the force and beauty we see in literary works follows directly 
from the inner condition. At this point in the structure of a Wen自hsin tiao
lung chapter， it is appropriate for Liu Hsieh to offer a set of examples to prove 
his point. This he does in the following section， in a series of twelve perfectly 
parallel judgments . 

是 以 賈 生俊 發 O 故文潔flíï體i宵 。 長 別! 傲 誕 O 故 理 侈 而 辭溢 O 子 雲 沈 寂 。 故志隱 而 味 深 。 于

政 簡 易 。 故 趣 昭 而 事 博 。 孟 監雅懿 。 故 裁 密 而 思靡 。 平 子 淹 通 。 故 慮 偶 而藻密 。 仲宣躁競

故穎 出 |而 才果 。 公 幹 氣 編 。 故 言 壯 而情駭 。 品可宗做龍華 O 故 響 逸 而 調 遠 。 叔夜僑俠 。 故興 高

而 采 烈 。 安 仁輕敏 。 故 鋒 發 而韻流 。 士衡 矜 重 。 故 情 繁 而 辭 隱 。 觸 類 以 推 。 表里必符 。 豈

非 自 然 之 恆 資 。 才氣之大略哉 。
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Chia Yi [20。一 1 68 B . c . l  camc forth grandly; thus his writing (w帥部 ) was tcrse 

and its form (t ' iη lucid .  

S su-ma Hsiang才u was proud and brash，  thus in natural principle (li叮 he
was extravagant and in diction (tz 'u * )  excessive. 

Yang Hsiung was brooding and 5t山; thus his Ìntent (ch ih叮 was latent and 

the flavor (wei * )  deep . 

Liu Hsiang [77-6 B . C . ]  was plain and simpl后， thus his intercst (ch 'ü 吋 was
patcnt and the [factual] matters (shih * )  werc extcnsÍve. 

Pan Ku [32-92J was dignificd and viτtuous;  thus his cutting to pattern was 

careful and his thought attaincd the delicate points 

Chang Heng was profound and comprehensive (t 'ung * ) ;  thus his consid

erations werc all-encompassing and his rhctoric dense 

Wang Ts 'an was rash and compctitivc;94 thus his work was sharp-wittcd 

and his talent daring.  

Hsü Kan ' s  [ 1 月一217] ch '尸 was narrowly focused; thus his words were 

vigorous and his sentimcnts (ch 'íng叮 wcre s tartling .  

Juan Chi [21 0-263] was unrcstrained; thus thc rcsonance of his work was 

aloof and the tone far away. 

Hsi K 'ang [223-262J was bold and heroic; thus his bcing s tirred (hsi閉著 )
was lofty and thc colors (ts '圳特 ) blazing 

P ‘an Yüeh [247-300] was airy and clev位， thus thc pointedncss ofhis works 

was in the open， and his rhymes wcrc diffusc. 

Lu Chi was grave and serious ，  thus his sentÎmcnts (ch 'in，'S叮 arc richly com

plex and the language (tz 'u * )  cryptic. 

Invcstigating each by his kind， wc scc that outside and inside necessarily 

correspond. What else  can this bc other than the constant endowment of  

Nature ( Tzu-j圳 特 ) ， the gcneral case of  the opcrations of talent and ch γ 

It is perhaps ungenerous to note that while the number of normative forms is 
strictly limited to eight， we are here offered twelve examples， of which only a 
few clearly correspond to the eight forms. The passage above belongs to a 
basic form of Chinese criticism for the judgment of personality and style ( in 
other arts as well as writing)， and it bears many similarities to the descrip
tions of individual poetic style in the roughly contemporary "Categories of 
Poets" by Chung Jung 鍾嶸. 1n certain ways such paragraph-lists anticipate 
the li日ts of variations under a given category in popular criticism of the T'ang 
and later ages .  The terminology used for such appraisals of personality and 
style has a unique combination of vagueness and precision that always 
accompanies the perfectly chosen descrip的ve word : such a word refers to one 
quality that the competent reader will recognize as distinct from any other 
descriptivej but because of its very precision， it eludes "definition. "  It is 1在n
guage used in such a way that all terms of paraphrase are， a priori， "not quite 
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it . "  Such precisions make it virtually impossible fully to grasp the term after 
fourteen hundred years . The formula of appraisal that Liu Hsieh uses is first 
to state the name and general manner of the person. Then， using a formal 
marker of consequence ( “ thus") ，  he derives two particular qualities character
izing two aspects of the writer's work. The most important consequence of 
the formula is perhaps the structural repetition， which reinforces the conclu
sion that there is always a perfect correspondence between the nature of the 
person and the qualities of that person's writing. lt should also be noted that 
exactly the same kinds of words are used to describe both personality and 
style. 

夫 才 有 天 資 。 學 慎給習 。 斬l丰 染 絲 。 功 也 初化 。 2譯 成 綠 定 。 難 可 翻 移 。 故 童 子 雕 正在 O 必 先

雅製 。 ILT 根 吉、f 葉 。 忠、 轉 自 圓 。 八髏雖殊 。 會通 合 數 。 得 其 環 中 O 則 幅 較 相 成 。 故 宜 摹 體 以

定習 。 因 性 以 練 才 O 文 之 可 南 o 用 此 道 也 。

Talent is endowed by Heaven; but in learning ，  we must  take carc for early 

practice: as in carving tzu wood or dying silk， success resides in the initial 

transformation (hua 叮 When a vcssel is formed or a color is s仗， it is hard to 
alter or reverse it .  Thus when a child learns to carve， he must first learn dig

n1位ed (ya 吋 construction. Following thc roots ， we reach the leaves ; and the 

revolutions of thoughts achieve a perfect circle. Though the eight forms di丘址，

there is a wa y of merging them that comprehends all . If you attain the center of 

the ring ，  all  the spokes meet thcre to make thc wheel . 95 Thus it is fitting that 

one imitatc normative forms in order to fix practice; then ， according to indi

viduating nature， he refincs his talent .  The compass of  wen 特 points along this 

path. 

As in Ts'ao Pγs "Discourse on Literature， " the discussion of categories of 
difference leads to the possibility of reunification， the t 'ung棒 -ts 'ai 弋 the

"comprehensive talent . "  The fact that an adult's t 'i 祥 的 determined casts Liu 
Hsieh back to a a literary education in which a young person's practice may 
be directed. The metaphors of carving and dyeing are important : "talent， " 
的注i 勢 才， is essentially the same word as "material" or "timber， " ts 'ai * 材J
and once the process of carving has begun， future choices are limited by the 
work already done. In the same w呵， a person has a "basic color， " pen * -se * ，  

which can b e  dyedj but all subsequent dyeings and additions o f  color must 
work on the color applied previously. But how can any "direction" be given 

that does not inherently limit? Liu Hsieh offers two answers， which， though 
not in conflict， are weighted very differently. First， in the range of normative 
forms， some have priority ov位 others， "elder brothers" :  the "dignified， " ya * ，  
mode is one such. And by choosing to begin with a form that has "priority， " 
the student may learn the list as a lineage， 勻。llowing the roots to reach the 
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leaves， " thus learning all the forms .  In this way， synchronic diHerence is  
made diachronic. But this progression must engage a new notion of practice， 
one in which stages do not pile on top of preceding stages like a series of eight 
dyes applied in sequence to one piece of cloth. To resolve this problem， Liu 
Hsieh shifts the metaphor to one in which the student stands apart from any 
single determination， stands at the center of the wheel and can conditionally 
enter into any limited form. But we must note what has happened; now in 
stead of normatìve form following organically from individuating nature， 
normative form has become a role to play: "Thus it is fitting that one imitate 
normative forms in order to fix practice . "  The balancing clause， "according to 
individuating nature， he refines his talent， " is ambiguous : it may be that Liu 
Hsieh is saying that the student refines his talent "according to the indi
viduating nature of that form叮 but it is also possible that Liu is trying to 
return here to some notion of individuality prior to education， in which case 
we would translate it "according to his individuating nature . "  And we note 
that "talent， " previously an endowment from Heaven that could not be 
changed， has now become something open to "refinement. "  Liu Hsieh con
cludes in the same confident， authoritative voice with which he began， but 
he has trapped himself in some of the oldest questions of the tradition : the 
relation of learning and natural behavior， the capacity to be both many and 
one. Yet that confident voice is secretly aware of the difficulty， and tries once 
more to smooth it over， making a statement in the penultimate line of the 
adjunct verse that pretends to resolve the issue 

才性 異 師 。 交 辭 繁 詭 c 辭 為「膏 根 。 志 實骨髓 。 雅 麗 繃 散宜 。 í'ì' 巧 朱 學; 。 習 亦 凝 哀 。 功 jfJ 漸

靡 。

Supportin，� Verse 

Talcnts with Ìndividual natures have diffcring rcalm且，

The forms of literaturc are profuse and varÌous . 

The words used are skin and sinew， 

Intent is solid bOllc and marrow.  

Patterned ritual robes have dignity and beauty 

Vermilion and purple are a corrupting artfLJlness ;96 

Yet practice may firmly sct what is genuÌI凹，

And from that true accomplishmcnt gradually follows .  
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The compound "wind and bone， " feng* -ku * ，  has a long and complicated his
tory in Chinese discourse on literature . That history begins prior to Wen -hsin 
tiao-lung， but the most common associations of the term developed only 
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later .97 Originally and in this chapter， feng* -ku 特 was a quality that could or 
should be found in all literaturej later its presence came to suggest one par
ticular quality， an affective directness that marked a poetic lineage traced 
back to the poetry of Chien叫1 and Wei ( the last decade of the second century 
and the first half of the third century) .  "Wind， " feng* ，  carried a heavy freight 
of associations from the exegetical tradition surrounding the Book of Songs. 
"Bone， " ku弋 originally related to physiognomy， had less of a history by the 
time of Liu Hsieh， but was already becoming an established term in aesthet
ics . The history of these terms is not， however， of central importance to 
understanding this chapter: Liu Hsieh transforms them， and by the logic of 
presumed antithetical relation in many of his chapter titles， directs them 
along paths rather different from the ways they were used， both independent
ly and in compound， in earlier and later periods. Though compelled by the 
rhetorical structure of his chapters to define the terms against one another， 
he must at the same time account for them as a unity (since the terms were 
already a compound) and treat them as complementary， naming a positive 
quality that a work should have. 

詩總六義 。 風冠 其 首 。 其rr 乃 化 感 之 本 源 。 志 氣 之 符 契 也 。 是 以 佰悵述情 。 必始 乎 風 。 沈吟

鋪 辭 。 莫 先 於 骨 O 故 辭 之 待 骨 。 如體之樹骸 o 情 之 含 風 。 猶 形 之 包 氣 O 緒 言端宜 。 則 文 骨

成 焉 。 意 氣 駿 爽 。 則 文 風 生 焉 。 若豐藻克蟾 o 風骨 不 飛 。 則振采失鮮 。 負 聲 無 力 。 是以綴

慮裁篇 o 務盈 守 氣 。 剛 健 既 賞 。 輝 光 乃 新 。 其 為文 用 。 譬 征 烏 之 使 翼 也 。

Thc Book oJ Songs encompasses " Six Principles ， "  of  which “wind" (jeng\ thc 
“Airs " section) is the firs t .  This is thc original source of s tirring (如何特 ) and 

transformation (hua * ) ，  and it ís the countcrpart of intent (ch ih 叮 and ch '尸 98

The transmíssion of the disconsolate fcelings (ch 'Î/些 特 ) always begins with wind;  

but  nothing has  priority over bon亡 ' s disposing thc words ( tz 'u 特 ) ， as onc in

tones them thoughtfuUy. 99 The way in which thc words depend upon bonc is  

like thc way in which the skeleton is sct in the [human] form ( tγ) .  And the 

quality of wind contained in the affections is likc the way our shape holds ch 'i * 

within it .  When words are put togethcr s traight through， then the bone of 

writing (wen 仁的 持 ) is completc thercin;  when conccpt ( yi叮 and ch '尸 are swift 

and vigorous ， then the wind of writi月 (we川 手句叮 is born therein . 1 00 If a 

picce of writing is abundantly supplied with elcgant phrasing ，  but lacks wind 

and bone to fly， then it loses all luster when it shows its coloration (ts '叮 叮 and

lacks the force to carry any resonance . 的1 Thus in composing onc ' s  reflections 

and in cutting a piece to pattern， it is essential to conservc a plenitude of ch 'i 特 

Only whcn its firm strcngth has become solid (sh ih * )  will its radiance be fresh . 

We may compare its [wind and bone] function in literature to the way in 

which a bird of prcy uses its wings 
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Liu Hsieh begins his argument， as he often does， by invoking origins， in this 
case the affective function of feng' in the Book of Songs， as interpreted by the 
"Great Preface" : “ 'Airs ' are 'Influence' ;  it is 'to te且ch . ' By influence it stirs 
them; by teaching it transforms them. "  But Liu Hsieh was a master at twist
ing his authoritative source passages to his own use. The echoes of the great 
Confucian project of moral education are soon revealed to be concern with a 
more general affective power in literature. Classical exegetes had agreed that 
the positioning of Feng* 的 the first of the "Six Principles" was a mark of its 
primary importance . Liu Hsieh cites this solely for the purpose of proving 
that feng* is indeed important; he has no intention of asserti月 that feng* is 
any more important than ku or than the categories in the other chapters 圖
Much is made of Liu Hsieh's "Confucian" point of view; there are indeed 
aspects of Wen -hsin tiao-lung that can be properly characterized as "Con
fucian， " but in many cases Liu Hsieh is simply borrowing the authority of 
canonical texts to support much broader positions . Confucian feng* had an 
ethical center; feng* here does not. 

For Liu Hsieh feng* is essentially the affective force of a literary work， the 
吋-vind" that is "vital breath/， ch 'i * ，  set in motion and directed outward. In 
this sense it is， as he says， "the original source of stirring and transforma
tion. "  Chih 弋 which gives direction (的 the mind is directed to something by 
"b巳ing intent upon" it) ， and ch γ，  which imparts energy， find their external 
counterpart in feng* (which is externalized and energized ch γ with direc
tion ) .  The analogy between the affections ( ch 'ing* ) containing feng* and the 
body ( "sh且pe， /1 hsing ' )  containing ch γ shifts the model but clarifies the 
term: ch γ is what gives the body motion and force閹 In the same way when 
we perceive the affections in a 1iterary work， it is the aHective power of feng* 

that animates it. 
"Bone" is an 且nimate integrity in the text， something that holds it 

together， as the skeleton holds the body together， a structure that allows for 
motion. Its virtues are unity and hardness .  Commentators often identìfy it 
with a structural unity of argument; but it is also a manner， an unalterable 
sequence of propositions that seems to possess firm strength， and， as one 
would say in English， "holds together. "  

The image o f  the bird of prey i s  significant : wind and bone i n  conjunction 
are complementary qualities of animate forc 
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放 練 於 骨 者 。 析辭 必 精 。 深 乎 風 者 。 ìW; '1育必顯 O 捶字 堅 而 難 移 。 結響凝而不滯 O 此風骨之

力 也 。 若瘖義肥辭 。 繁雜失統 o þjlJ 無 骨， 之 徵 也 。 思 不 環 鬧 。 宗 莫 乏 氣 。 f1IJ 無 風 之 驗 也 。

One who has refined the bonc of the work must keep to thc essentials in 

argument; 1 02 one who has attained dcpth in wind must transmit the affcctions 

clearly .  In thc first casc， thc words havc bccn pounded so firmly that they 

cannot be moved; in the second case， the resonancc will be knit fixedly and not 
get bogged down-this is thc force of wind and bone. If the truths ( yí 叮 arc

emaciated but thc phrasing fat-a profusion indiscriminatcly mixed and lack

ing all governing coherence一then we see no cvidence of bone. If the thought 

(55的 does 110t  go full circlc-dull， lifeless ，  lacking ch '尸 -thcn we see no evi

dence of wind.  

Having defined each term， Liu Hsieh now shows their mutual dependence : 
each one fails in some essential way without the other. Note that both qual
ities are associated with motion. "Wind， 叮n particular， keeps the text from 
getting "bogged down. " "Bone"， by holding a shape， keeps the text from scat
tering or meandering. 

昔 I番 勘 錫魏 o 思 摹i 辭 典 O 重 才 壘的筆 。 乃 其骨髓峻 也 。 相 如l�jJU山 。 氣 號 凌 雲 o 蔚為辭宗 。 迺

其 風 力 進 也 O 能 鑒 掏i 耍 。 可 以 定 文 。 茲術或遣 。 無 務繁采 。 故魏文稱文 以 氣 1:� ct三 O 氣 之 清

獨有體 。 不 可 力 強 而致 。 放其論孔融 。 則 云 體 氣 高 妙 。 論 徐 幹 o ftlJ 云 時 告 齊 氣 。 論劉 禎 。

則 云 有 逸 氣 。 公 幹 ZfJ; 云 。 孔 氏 卓 卓 。 信 合 異 氣 。 筆墨、 2. 1生 O 抬 不 叮 勝 o ;注 重 氣 之 旨 也 。 夫

葷 翟 (有色 !盯 翎 蠢 百 �J; 。 肌學 而j 力 枕; 也 。 !霞 催 乏 采 líil 翰 m 皮一 天 。 骨， 勁 rM 氣 1，)，;一 也 。 女 主主 才 力 。

有 似 于 此 。 去 風 骨 乏 采 。 則 鷺 集 翰 林 。 采乏 風 骨 。 則 維 鼠 夫: 固 。 日住 藻 耀 In而 高 翔 。 囚 文筆乏

鳴鳳也 。

Long ago when p 'an Hsü [ca .  1 65-215 ]  wrote [on behalf of of the Han Emper

or] a Grant of Honor for the Duke of Wei [Ts ‘ao Ts 'ao ，  1 55-220] ， his literary 

thought aspired to emulate the Classical canons ，  and all other persons of talent 

hid their writing brushes :  this was due to the excellence of bone and marrow in 

his work. When Ssu-ma Hsiang-ju  wrote his poetic exposition on the immor

tal [ “The Poetic Exposition on the Great 此1an， " presented to Han Wu-ti] ， 

people declared that his ch γ passed up over the clouds，  and they found splen

dor in his mastery of language (tz 'u 刊 出is was the firmness of the force of 

wind in his work. If a person sees the essential points clearly he間， he can 
perfect his writing;  but should he stray from this technique， there ' s  nothing to 

be gained from lush coloration (t5 'a í * ) .  For this reason， Ts 'ao P‘i claimed， “ In 

literature ch γ is the dominant factor. Ch ' í* has its normative forms-clear 
and murky. I t  is not to be brought by force . "  Thus when he discussed K'ung 
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Jung， he said that his “form and ch '尸 are lofty and subtlc . " And when he dis早

cussed Hsü K間， hc said that “at times he shows languid rh ' i* . 門的 In dìscuss

ing Liu Chen， Ts ‘ao P‘i says that hc has "an untrammeled ch γ " ; 104 and Liu 

Chen himself sa泣， "K'ung Jung is superlativc and truly has an unusual ch γ 

within him; it would hardly be possible to surpass him in the nature of  his 

brushwork . " All of thcm laid stress 011 thc significance of ch ' i著 ﹒ The pheasant 

has a full complement of colors， but it can flutter only a hundrcd paces一its

force givcs out bccausc its f1esh is fat .  A falcon lacks bright colors ， but it flies 

high， to the very heavens-its bone is s turdy and its ch '尸 is fiercc. Thc force of 

talent in literary works bcars resemblance to these examples . If  wind and bonc 

lack bright coloration， wc have a bird of  prey roosting in thc forest of  letters .  

And if bright colors lack wind and bone ，  we havc a pheasant hiding away in 

thc litcrary garden . Only with glittcring rhetoric and high soaring do we rcally 

have a singing phoenix in writing 

Liu Hsi巳h's examples show that his notion of "wind" is very close to the 
quality of ch 'i ' ，  as stressed by Ts'ao P'i， among others . In another chapter 
(which 1 have not translatedL Liu Hsieh himself d凹usses "The Nurturing of 
Ch 立 持 叮 but in this c且se， ch 'i 持 is the potential force stored up in the self; he 
reserves the term '、rind" for that force in aHective action. 

Liu Hsieh manages to draw wind and bone together into a complementary 
unity by contrasting them with a third quality， rhetorical flourish or "bright 
coloration" ( ts 'ai 帶 ) ， a topic he will take up in a later chapter. Ts 'ai 梧 的 the
term of allure . But although what has ts 'ai 特 attracts us， it does not exert any 
active， transformative force upon us in i ts  own right : one might say it "flat
ters " our predispositions . Liu Hsieh's expository procedures are particularly 
clear in this sequence of three terms.  First two terms; "wind" and "bone， " are 
defined against one another， then reconciled to a unity. This unity， however， 
implies a deficiency on another level， a deficiency supplied by the introduc 
tion of ts'ai 弋 "coloration. " This leads to yet another level of complementary 
unity， of force (wind and bone) and allure ( coloration) combined， in the image 
of the phoenix. 

若夫 鎔鑄經興立範 O 翔集 子 史 之 術 。 常� I要 情 變 。 兩 昭文體 。 然 俊 能 字 甲 新 意 O 雕畫奇辭 。

昭 除 故 意、 新 |而 不 亂 。 曉 變 故 辭 奇 而 不績 。 若 骨 采 未 圓 。 風 辭 未 練 。 而 跨 自各 舊 圾 。 馳驚 新

作 。 雖 獲 巧 意 。 f左 敗 亦 多 。 ff空結奇字 " Ht 恭喜 l(rj þx 經 矣 。 周 書云 。 辭 尚 體 耍 。 弗 '1#好異 。

蓋 防 文 濫 也 。 然、 文 術 多 門 。 各 過所好 。 明 者 弗 授 。 學 者 弗 帥 。 於 是 習 華i績侈 。 流遁 忘 皮 。

若能確乎 l正 式 。 使 女; 明 以 健 。 則風清骨i峻 。 篇 體 光 華 O 能 研 話 慮 。 1nl遠 之 有 紋 。

When one casts and molds according to the model of thc Classics ， or soars and 

roosts among the tcchnigucs of the thinkcrs and historians ，  thcn one will com
prchend the mutations of the affcctions ((h ' ing *  -p ie川 ) ， and onc  will havc re-
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vealed the forms of literaturc (wen * -t '尸 ) in their minute particulars . Only then 

can onc causc fresh concepts ( yi吋 to sprout; only then can one carve out and 

paint wondrous phrasing (tz 'μ * ) .  Having the forms revealed mcans that con

cepts will be fresh but not in disarray; comprehending the mutations means 

that phrasing will be wondrous without getting muddy. But if bone and col
oration are not fully perfectcd， if wind and phrasing are not polished， and a 

writcr s trides proudly over all formcr rules to go rushing after frcsh 

creations-in such c泌的， evcn though one may attain some clevcr conce阱，

danger and ruin usually follow. A hollow construction of s trange words ，  ful1 

of error， cannot become a Classic. Thc Book o{ Documents says ， “ In diction 

value embodying thc cssentials ;  do not develop a passion for [mere] differ

ence . " This is to prevent excess in literature . 

There are many ways into thc tcchniques of literatu凹， and cach person 

suits his own prcferences . Those who understand arc not taught; those who 

study have no teacher. Thcrefore one who becomes habituated to glitter and 

goes off into excess will dri丘 away and ncver return. But if one can become 

firm in the proper models and make his writing bright [mi旬， “ showing com

prehcnsion and manifestly comprcbensible"]  and firm，  then the wind will be  

cle缸， and thc bonc， splendid; and the form of the piece will shimmcr. Accom

plishment wil1 not be far to anyone who works at these considcrations . 

贊 日 。 情 與 氣 f腎 。 辭共體並 。 文 明 以 健 。 1手璋乃聘 O 蔚 彼 風 力 。 嚴此骨鰻 O 才鋒l峻立 。 符

采克炳 。

Supporting Verse 

When affcctions and ch ' i著 arc are j oined togeth口，

When phrasing goes together with form， 

“Thc writing is bright and firm， " 

A fine picce ofj ade is prcsented .H日

The force of wind is rich， 

Thc boniness is s tcrn . 

Talent 's  spcarhcad stands high ， 

And matching coloration gleams 

CHAPTER 29 
Contínuity and Mutatíon， T ‘ung-plen 通變

The terms "continuity" ( t 'ung* ) and "mutation" ( pien 叮 belong to the tech
nical vocabulary describi月 the operations of hexagrams in the BOOK 01 

Changes. T'ung祥 occurs when a broken or unbroken line retains its character 
in the next position ( i .e . ，  in the upward reading of the lines that is both the 
synchronic and diachronic structure of the hexagram) ;  pien 好 occurs when the 
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quality of the line changes to its opposite. These same terms are further used 
to describe more complex operations in the relations of the hexagrams .  Most 
significant for Liu Hsieh's discussion， t 'ung* and pien 特 became key concepts 
in the "philosophy" of the Book of Changes as expounded in the appendix， 
the Hsi-tz'日 chuan . As often with such paired concepts， the relation between 
the two terms is fluid. At times they are antitheticalj at times， com
plementarYj at times， identified. We read in the Hsi-泣'u chuan : "to trans
form and to interrupt [a process] are what we mean by 'mutation' ( pien 叮í to 
push forward and carry it out is what we mean by 'continuity' ( t 'ung* ) . "  Hsi月

tz 'u chuan also observes， however， that "in the Book of Changes， when it 
[ i .e . ，  a phase of process， a line of a hexagram， a hexagram itself ] is exhausted， 
it mutatesj by mutation it achieves continuity ( "carries on， " t 'ung* ) í by con
tinuity it endures long. " In Liu Hsieh's ch且pter， at times we have "continuity 
versus mutation"j at times we have "achieving continuity by mutatìon"j at 
times we have "carrying through ( t 'ung* )  mutation. 106 

Not only is the relation between the terms flu泣， their application is very 
broad. Although Liu Hsieh draws his examples from literary history， the 
tenns can refer to very different aspects of literature : to the development of a 
single work， or to an author's oeuvre as a whole， or to the variation between 
authors in a particular period. 

夫 設 y:. 之 體 有 常 。 變 文 ;主 數 無 方 。 何 以 |明 其 然 耶 。 Jl 詩 賦 書 記 。 名 理 相 因 O 此 有 常 之 體

也 。 文 辭 氣 力 。 通 變 則 久 。 此 無 方 三三數 也 。 名理 有 常 。 體 必 資 ;辛苦 故 貨 。 j巨 變 無 方 。 寶貴必酌

於 新 孽 。 故 能 防 無 窮 之 路 。 飲 不福 之 源 。 然 緻 徑 有 銜 瀉 。 足 疲 者 綴 塗 o 3卡 交:理乏數盡 。 7':;

通變之術陳耳 。 故論文立方 。 譬諸 草 木 。 很幹麗土而 |司 件 。 臭 味 !時 陽 i訂j 與 品 矣 。

Although therc arc constants ill the forms ( tγ)  in which literature is given， 

thcrc is no limit to the mutations (p ien 吋 thcy may undcrgo .  How can we 

understand why thi s is so?  111 thc poem， in the poetic expositio口， in the lcttcr， 

and in thc memoir可 the namc and the basic principle ( l i叮 depend 011 onc 

another: thcse arc cxamplcs of forms ( tγ)  in which ther‘c arc constants . But 

phrasing (u研1 仁tz 'u 著 ) and the forcc o f  ch γ endure long only b y  continuitics 

(t 'ung* )  and mutations ( p ien 持 ) : 1 07  of thesc there are limitles s  numbers . 

Sincc there are constants in namc and basic principle， thc forms are ncces也

sarily cndowcd with somc prior substancc; lOH but since the continuitics and 

mutations are limitless ，  their number must always bc infused with ncw 

sounds . In this way， wc can gallop along an cnd品lcss road γc叫t d也rink乞 from an 

m 亡xhaustü凶7址le sourcc. Tbc per昀son whosc wcll-ropc is too short wi泣山11 s叫u正ffe盯r 

t出hi叮rs吭t叭 出be person whos仗正e fe亡ett 位irc will stop on the road-in such cases ， it is not  

that the variety of princìplc in literature (t盯向 大li叮 has becn exhausted， but 

rather that the technique of continuity and mutation is weak. Literature may 

be discussed through an analogy to plants and trecs : root and trunk cleave to 
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the soil and share a common naturc [i .  c . ， cach species or category ] ;  but accord

ing to the exposurc to sunlig恥， thc kinds of fragrance and flavor wilI differ. 1 09 

One of the central issues in Chinese literary thought is the relation between 
norm and particular. This relation is usually explained as a process of change 
from a primordial unity to some orderly structure of norms， and thence to the 
infinite variety of the world. Continuous binary division is one structure that 
accounts for this fragmentation of the world， so that the particular relates to 
its normative category on the model of a family lineage. A variation on the 
structure of bina叮 division， the variation that Liu Hsieh chooses here， is to 
limit the process of division to the production of one orderly structure of 
norms (e .g . ，  the Classics or the eight normative styles in "Nature and Form") ，  

and to explain the particularity of the world as infinite variation upon those 
norms. 

The opening of the "Continuity and 卸1utation" chapter addresses precise
ly this question of norm and variation. In Chapter 27， "Nature and Form， " t'i .' 
were normative styles; here， as the examples of poem， poetic exposition， let恥
ter， and memoir make clear， t 'i *  refers to what we would call genre. Each 
genre or tγ is based on some natural principle (li 聲 ) that is revealed in its 
name. For example， the name for the poem or poetry ( shih )， by pseudo
etymological diaresis of the character， is held to incorporate the canonical 
definition that "the poem articulates what is intently on the mind";  thus the 
tγ or genre "poetry" follows from a natural principle operating in the human 
psyche. 

The paired primary terms， tung靜 and pien 弋 are joined together by the intro
duction of a third term， a "constant" ( in this case， tγ ) that includes both 
possibilities . It is important to distinguish "continuity" ( t '日ng* ) from the 
"constant" tγ (and allied concepts such as [basic] μprinciple， " li 叮 "Con
stants"  retain identity through time and variation yet possess a degree of 
indeterminacy or flexibility that allows for both "continuity" and "muta
tion. " T'ung* is precisely the element of "continui月仇 its content might be 
points of identity with previous phases， or it might be the more abstract 
"capacity to continue， " which is achieved by mutation itself ( this latter ver
sion following from the dictum in the Hsi-tz'u chuan that "when it is ex
hausted， it mutat凹; by mutation it carries on" ) .  But t '日ng* is particularized， 
as the constant t 'i *  are not. There are two possible truths about change as it 
occurs in literature : either it is driven by its own internal laws or it occurs in 
response to external circumstance. The conclusion of the passage above sug
gests the latter truth， which is embodied in another passage from the Hsi-tz'u 

chuan : "Mutation and continuity occur accordi月 to the requirements of the 
moment. "  That is， the operation of these principles demands a flexibility in 
responding to a given situation， just as plants and trees dispose themselves 
most advantageously to make the best of their surroundings. But the rules of 
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exposition will lead Liu Hsieh to consider the more problematic alternative 
truth， that change is an internal law that carries the history of literature ever 
farther away from its origins. In the following passage， he continues the point 
above : the core or root remains the same， while external expression changes;  
but that soon turns into a different historical story. 

是 以 九 代詠歌 。 志 合 文 別 。 黃 敬 斷 竹 。 質 之 至 也 。 唐歌 手E 苦 。 則 廣 於 黃 世 。 虞 軟 的j 雲 。 則

文於唐時 。 夏 歌雕惱 。 縛於 虞 代 。 商 周 篇 {十 。 雖於 夏 年 。 至 於 )字 志 述 時 。 其換一 也 O 堅楚

之騷 文 。 矩 式 周 人 。 漠 之 賦 頌 。 影 寫 楚 世 O 魏 之 篇 jM o 顧慕漢!鼠 。 晉 乏 辭 章 。 膽望魏采 。

?在 而 論 之 。 貝IJ 黃 唐 淳 i前] 質 。 虞 夏 質 而 辨 。 商 周 麗 而雅 。 鐘 樓 侈 而 豔 o 魏晉淺而綺 O 宋初訛

而新 。 從 質 及 訛 o 彌近彌港 。 何 則 O 競 今 陳 古 。 風 味 氣 衷 也 。 今 才穎之 1:: 0 刻 意 學 文 。 多

略 漠 篇 。 師 範 宋 壤 。 雖古 今 備 鬧 。 然近附 1市遠踩矣 。 夫 青 生 於 鞋 。 條 生於禱 。 1j1ft齣 本 色 c

不能使化 。 恆 君 L1r 云 o l' 見 新 進 麗 文 。 美 iflí 無 採 。 及 見 劉 揚 言 辭 。 常帆有得 。 此其驗 也 。

故練 吉 濯 緝 。 必歸藍蓓 o 矯訛翻淺 。 還宗經話 O 斯斟酌 乎 質 文 之 間 。 而 E要 括 于 雅 俗 之 際 o

""] 與 言通變矣 。

1n the songs of a11 nine dynasti凹 ， we find unìties in what thc human mind may 

bc intcnt upon; but we also find that the extcrnal cxpression (wen 叮 diffcrs . 1 10 

The song frorn thc period of the Y clJow Empcr肘， WhlCh began “ Cut thc 

bamboo ， "  was the ultimate in plaÌnl1css (chih * ) .  1 1 1  The song Tsa i-hsÎ frorn the 

reign of Yao Ìs rnore cxtensivc than the onc from thc Yellow Empcror ' s  

rClgn而 1 1 2 Thc song "Auspicious Clouds " from thc rcign of Shun is s till more 

highly patterned (Wl'叮 叮 than that of Yao's  rcign . And thc song from the timc 

of thc Hsia Dynasty fwhich contains the phraseJ "dccorated walls "  i s  more lush 

than what we 品ld in Shun' s  reign. The pieccs and suitcs of picccs from the 

Shang and Chou [ í . c . ， thc Book of SOllgs] arc morc beautiful ( l尸 ) than thc 

works of thc days of the Hsia .  Howcver， in telJing what was 011 thcir mÌnds 

(ch ih叮 and in describing the tim口， these were all of the samc mcasurc . Thc Sao 

writings of Ch'u take their modcl from the Chou writers ， and the poctic ex

positions and odes of the Han are a rcflection of thc times of  Ch 'u .  The com可

positions of thc Wci dynasty look back with admiration to thc manner (.fcl1g * )  

o f  the Han， and thc litcrary works of  thc TSlI1 have thcir eycs 011 the bright 

colors of thc W泣. Considering this from a broad pcrspective， [wc concludc 

that] the agcs of thc Yellow Emperor and Yao were plain and purc， the  ages  of 

Shun and Yü were p1ain but more articulatcd， thc Shang and Chou had a 

dignified lovclincss ，  the Ch'u and Han works wcrc cxcessivc and scnsuous ， thc 

Wei and Tsin were shallow Jnd decorative. 111 the Liu-Sung dynasty， things 

first becamc deceptivc and a hunger for novelty appearcd . From substantive 

plainness (以úh * ) on to falsencss-the ncarer we comc to our OWI1 timcs ， the 

more insipid litcrature bccol1lcs . The rcason is that pcople compete for what is 

contemporary and hold thcmselves apart from wbat is ancicnt ﹒ wind is 111 its 

final stages and ch γ dcclincs . 
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When the most brilliantly talentcd scholars of this day shape their concepts 

and study wen * ， they usually overlook the works of thc Han and takc the 

collected writings of  thc Liu-Sung period as their mode1. Evcn if thcy havc 

made a thorough survcy of past and prcsent writing ， 到ill thcy adhere to what 

is close to them and distance themsclves from what is rcmotc .  1 1 3 

Thc color bluc comcs from thc indigo; maroon comcs from thc maddcr 
though thcse co10r5 go beyond the original color (se * ) ，  thcy cannot be further 

transformcd. Huan T'an once sa峙， “ 1 havc scen lovcly bcautiful works offercd 

up reccntly; 1 take nothing 仕om thcl11 ， howcvcr lovcly they are. But whcn 1 

see the words of Yang Hsiung and Liu Hsin， 1 always find something right 

away . " This is a good illustration of what 1 mcan: to gct a refined blue and a 

purified maroon， one must return to thc indigo and madder. To s traightcn the 

falsc and confute shallowne俗， onc rnust return to a revercnce for thc Classics . 

One can speak of  continuity and rnutation on1y with sorncone who deliberates 

carefully betwccn substance (or “plainne;ss ， " ch ih * )  and pattern (w仰 著 ) and who 

applies the wood-straightcner at thc j uncture between dignity and common

ness .  

"Continuity" ( t 'ung辦 ) and 句nutation" ( pien * )  are broad terms， and they lead 
Liu Hsieh in several directions. In the section that follows， t 'ung特 and pien 靜

will refer to a general "kind" of scene that admits varied treatment， as writers 
look back to their predecessors . 1n the passage above， however， the terms are 
used in a truly literary historical frame of reference. The popular literary his
torical myth of increasing complexity and elaboration in literary writing (a 
myth parallel to the cosmogony based on binary division towards intricate 
multiplicity) underlies Liu Hsieh's description of the earliest songs up to the 
time of the Book 01 Songs . The "mutations" described are counterbalanced by 
an affirmation of their unity and continuity : "in telling what was on their 
minds ( chih 叮 and in describing the times， these were all of the same meas司
ure ."  The next sequence， beginning with the rhapsodies 01 Ch 'u ( third cen
tury B . C . ) and continuing down through the Tsin， is first described in terms of 
continuity， with each period modeling itself on the preceding period. But 
when he goes back to consider that history from the large point of view， Liu 
Hsieh finds only differences， differences that begin to show signs of decline in 
the Ch'u kingdom and the Han dynasty. In later periods the impulse to 
model oneself on immediate predecessors produces ever-increasing degrees 
of failure. Finally Liu Hsieh comes to the recent past， the period beginning 
with the Liu-Sung， when a new twist occurs :  the hunger for novelty， and 
eagerness for mutation， without the balancing element of continuity. The 
"wind" of influence and tradition that impels literary history seems to be 
giving out. From this came the "modern" condition， involving a radical break 
with the past. Out of this description， we see one of the most important 
models for change in Wen-hsin tiao-lung and in much later literary thought : 
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the notion of pen-se* ，  "original color. J/ All things have original qualities that 
per血it change and variation， but such variation must occur on the primary 
ground. Serial varíation (X + A， then [X + A] + B， then [X + A + B] + C， etc . )  
leads， on the model o f  dyeing， t o  mere muddiness .  O n  another model (X t o  A; 
A to B; B to C， etc . ) it leads to an increasing distance from the primary 
ground， an attenuation of the original qualities that are grounded in natural 
principle . The proper model of change， which allows for infinite transfor 
mation without 108s， is continual variation of the original ground (X + A， 
then X ← B， then X + C， etc . ) .  This brings Liu Hsieh back to one of his 
favorite themes， reverence for the Clas8ics . As the once unífied universe 
unfolded itself into a plurality of norms， then halted division， so literary 
history has 且 legitimate process of elaboration and ornamentation to the 
point at which normative texts are established; these texts are Classics， 
ching， which means "constants . "  The existence of these Classics does not 
halt history and change， but they govern the nature of change， defining all 
variation against those fixed points . 

夫 時 張 偉 貌 。 則 海 初 己 1位 。 自 茲 厥 後 。 循 環 �ll iZ'1 。 雖 軒 義 出 轍 。 而 終 入 籠 i有 O 攸 乘 七 謎

忌 。 過 望 兮 東 海 υ 虹 洞 兮 蒼 天 。 相 如 上 林 云 。 視 之 無 端 。 奈 之 無 涯 。 臼 :-1-1 束 的 。 月 生 西

i坡 。 馬 融 廣 成 云 。 天 地 虹 洞 O 因 無 端 涯 。 大 明 出 束 。 丹 生 的 肢 。 揚雄校獵泣 。 出 入 日 月 O

夫 與 J1控 告 。 張 衡 西 京 云 。 f::f 月 於 是 乎 出 入 。 象 扶 桑 於 濛 íE 0 此 並 廣 寓 版 狀 o rilj五家如- 0 
諸 如 此 類 。 莫 不相循 。 參fli: 因 草 。 過 變 之 數 t位 。

The cxpansive description (k 'lIa-c川n.í?) of sounds and the appearances of things 

reached an cxtrcmc early in thc I-{an; 1 1 4 thereafter writers followed along as 

if on a ring :  though they l11ight soar hìgh abovc the wheel tracks [of their pre

decessor斗 in the fÌnal analysis they remaincd within the same scope .  In the 

" Scvcn Stimuli" Mci Sheng wrote: 

扎1y gaze passes far to thc Eastern Sca， 

S tretching on continuously to thc grcy hcavens 

111 his poctic cxposition on Shang-lin Park， Ssu-ma Hsiang-ju  wrote: 

1 look on limitlessllcs s ，  

Exammcr of thc  unbounded， 

Whcrc thc sun cmerges 丘。m its pool in thc east， 
And the moon appeJrs ovcr slopcs in the wcst 

Ma Jur嚕， m his pancgyric on Kuang-chιeng Pabce， wrotc: 

Hcavcn Jl1d Earth， a continuous cxpansc， 

No lìm此， no boundary at 311 :  

A mighty glcaming cmergcs in the cast ，  

And the mool1 appears over slopcs in thc wcst 
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Yang Hsiung，  in his poetic exposition on the Stockade Hunt ，  wrote : 

Emerging，  sinking一-sun and the moon， 

And Heaven， remote from the Earth . 

Finally， in the poetic exposition on the Western Capital， Chang Heng wrote :  

Then sun and moon emerge and sink back in一

Images of the Fu-sa時 Tree [in the far east] and Meng-肌1 Pool [in the 

farthest west] . 

All five writers are one in describing an immensity . There are many cases of 

the same sort ，  and writers always follow one another. Sometimes following ，  

sometimes breaking with precedent一in the intricate mingling of the two i s  

the number of continuity and mutation. 

Note that， although in several eases these writers use or vary a predecessor's 
phrase， the sequence of examples presents different versions of the same kind 
of scene rather than a serial progression. 

是 以 規回告 文 統 。 寬 宏 大 體 。 先 博 覽 以 精 閔 o t�1綱 紀 而 攝 契 。 然 後 拓街路 O 置 關 鍵 。 長巒遠

烏克 。 從 容 按 節 o 憑 情 以 會 通 。 負 氣 以 適 變 。 采 血11 宛 車工 之 奮 警 。 光若長離之括與: 。 過 早自 脫 之

文 矣 。 若乃握自足 於 偏 解 。 矜 激 乎 一 致 。 此 催 問 之 迴 驟 。 tzJ E自G W 立 逸 g;. 哉 。

To get the general s tructure of the unity of the literary tradition， one should 

give broad consideration to its ovcrall form (tγ ) :  1 1 5 first ，  by wide reading to 

cxamine the cssentials ， then by a synthesis of thc general principles in order to 

unify the work. Only after this can one open up highways and paths ， and 

establish securely the bolt on the g泌的， 1 1 6 first galloping afar with loosc reins ，  

then ambling and slowing one's  rhythm. Relying on his  affections (ch 'ing 特 ) ，

one will achicve continuity ( t 'ung * ) ;  depending o n  ch '尸 one will move t o  

mutation (p ien 特 ) . Thc work will b e  brightly colored likc the upraised crest o f  a 

rainbow and will shake its wings likc the redbird .  This will be writing that 

breaks free of confinemcnt. But if one is all cramped up in some one-sided 

comprehcnsion and boasts excitedly of some single accomplishme肘， then it is  

circular gallopi月 in a small yard-not the unfettcred pace that goes thousands 

of leagues . 

Note the similarity between the passage above and the close of the chapter on 
"Form and Nature. "  This is the venerable theme of the "comprehensive tal

ent， " which is found earlier in Ts'ao Pγs “Discourse on Literature. "  There is 
a relation between the return to origins， to the constant norm that is the 
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"original color， " and the capacity to pass through a full range of variations . 
These primary forms seem more gener且i 且nd open than their variations; and 
one argument against linear change is that it traps a person in historical de
terminísm， following a single dírection or course that leads to one-sidedness .  
The const且nt norm is the "center of the wheel" from which movement in all 
directions becomes possible : rrom that point which remain日 "constant" for 
us， one can perpetually begin. The linguistic analogy might be the difference 
between using sil1gle characters， the primordial word that has many fram巴s of 
reference， and thc compound， a later development that li1nits the frame of 
reference and semantic range . 

Oddly enough the closing metaphors invert the conventional images :  a 
capacity for infinite variation， achieved by staying close to the original form 
(described as "the center of the ring" in "Nature and Form")  becomes a real
ized linear motion in the horse "that goes a thousand leagues . "  In contrast， 
the limitation that follows from being carried in one direction away from the 
source is described a曰 “circular galloping in a small yard . "  Yet the inversion is 
appropriate， preparing the way for the treatment of "momentum叮shih 叮 in
the following section. 

文 {幸 運 鬧 。 la 新 其 漿 。 變 WJ J主 欠 。 過 則 不 乏 。 趟 。幸 必 果 。 乘 機 無 怯 。 望 今 市Ij 奇 。 參 111 定

法 。

Supportil1g VerSf 

Thc rulc of litcrature is to move in full cyc址，

Its accomplishmcnt is found in daily rcncwal :  

lly mutation it can last long;  

By continuity nothin沾 沾 wantmg .

To scizc thc right time brings sure decision 

To takc the occasion (1趴 著 ) means n o  anxicty 

Looking to the prescnt， construct thc marvclous ; 

Kccp thc past in mind to makc its laws securc . 

CHl生PTER 子。

Determination oIMorn川um， Ting血shih 定 勢

The term shih * ，  translated in the tìtle a s  "momentum， " already had a com
plex history of usage by the time Liu 日創eh adopted it to play a key role in his 
sequence of chapters on the unfolding of a literary work 昀 Shih * is a force that 
ínheres in some thing or event and directs its moven泊的 along 叫he path of 
least resistance， " li 利 . Shih ' was used in early political discourse as "power， " 
the force that inhered in the actions or disposition of a state or mler. If we 
were to describe a politi cal situatíon in English as "things are lookìng 
ominous， "  early Chinese discourse would most likely have used 晶晶 弋 the
"momentum of the situation. " μTendency" is sometimes an appropriate 
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translation， though "tendency" lacks the forcefulness and the unfoldi月 tem
porality of shih \ In the Sun-tzu 係于 ， a pre-Ch'in military text， shih 帶 was an 
important conceptual term applied to the movements of battle， with advice 
on how to make best use the "momentum， " both of one's own troops and 
those of the enemy. The concept remained important in the martial arts .  The 
earliest use of shih 持 in the realm of aesthetics came in its application to 
calligraphy ( in the second century A .D . )， where written characters and the 
brushstrokes that composed them seemed clearly to embody "lines of force . "  
Thereafter shih 持 became a basic category of calligraphic discourse .  

It is uncertain when the term was first transferred to literature. Liu Hsieh 
cites an early third century usage， but there it seems to suggest mere "force

fulness， " a particular qua1ity to be described quantitatively， rather than a 
category admitting d的tinct qualities . Liu Hsieh's usage of shih 特 in this chap
ter is sophisticated and quite distinct from the term's earlier application in 
literary， calligraphic， and military discourse .  Moreover， Liu Hsieh's is the 
first written work we have that treats shih 勢 as an important aspect of litera

ture 圖 The term helps him to solve a very specific problem: how normative 
forms (tγ )  unfold in time， why certain kinds of writing do display or should 
display certain particular qualities . Instead of using shih * as a rubric under 
which a group of kinetic qualities can be named and listed ( as it often was in 
discussions of calligraphy)， Liu Hsieh considers the theoretical place of the 
category itself in relation to t 'i 帶 and hsing大

Some attention might be given to the verbal element ting 定F μdetermina
tion. " The proper qualities and the proper unfolding of a text are not free， but 
are "determined" by the given normative form ( t 'i * ) .  As "Continuity and 
Mutation" resolved the problem of how norm becomes particular by a notion 
of infinite variation on a primordial ground， here the discussion considers the 
way in which normative form determines a particular unfolding. 

In the beginning of the chapter， this determinate unfolding is described as 

an organic process : determinatíons follow naturally from tγ . In other parts 

of the chapter， however， composition is given as a voluntary act i and in this  

case there may be a conflict between the "tendencies" ( shih 祥 I of the literary 

form or situation and the "tendencies" of the writer. Here "determinatio 
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demands of the form. It is not impossible to reconcile the two positions， but 
Liu Hsieh does not do 80 .  

夫 情 致 異 |反 。 文 變 殊 材�J () 莫 不 囚 ↑青 立 體 。 即 體 成 勢 也 。 勢 :倍 。 乘 利 而 為 n，l] 也 。 立r il幾 發 矢

宜 。 i間 Kl1 i品; 回 O 自 然 立 趣 也 。 國 有 規 體 內 甜、 勢 也 白 梢 。 方 玄 綽 形 。 其 勢 也 自 安 。 交; 最 體

勢 已， 1m 斯 而 已 。

Thc particular affections that are fclt (ch 'irl，(;*  -ch ih) diffcr in kind; thcre are var

ious tcchniqucs in thc mutations of Iitcrature (w州 大plen勻 ; but in a11 cases the 

normativc form (tγ )  is set in accordance with thc affcctive state (or “Clrcum

stance， " ch 'ín，(; * ) ;  thcn according to the normativc form， a momentum (shíh 叮

is given . Momcntum is formed by following thc path of least rcsistance . 1 1 8 

It is the inclination (ch 'ü 叮 of Naturc ( Tzu-j仰 特 ) ， likc the s traightness of a 

crossbow bolt rclcased from the trigger mechanism (chí 特 ) ， or thc circling 

movement of swift cddies at the bend of a mountain strcam. What is round 

rrcfcrring especially to Heavcnl sets thc modcl of a normativc form， and， 

accordingly， 的 momcntum is to rotate on its own accord. What is squarc 

[referring cspecially to Earth 1 takcs that shapc as its basis ，  and its momentum 

is to be at rcst .  This is preciscly how normative form and momcntum operate 

in a literary work .  

The problem with a category such as "normative form月 is its atemporality 
and generality : it can allow us to group ph巳nomena under large headings， but 
it cannot explain how and why tcxts unfold in the particular as they do. The 
concept of "mutation" is one solution to the problem， allowing for a form to 
shift through variations while retaining its primordial and essentìal unity. 
Shih 著 ， "lnomentum" or "10rce， " is another solution : by its "shape" every 
normative form has an inherent disposition or tendency to move in a certain 
way， to show certain qualities， and to unfold itself along certain lines into 
particul且rs .

As he often does， Liu Hsieh opens the chapter by recapitulating the rela
tìons between terms established in earlier chapters : here it is the relation 
between the affections and the vari且tíons in normative form. But the ques
tion of a general "disposition" (stressed in the chapter on "Nature and Form叮
is gradually being shifted to more particular circumstances 且s the determin呵
ing ground of the text's unfolding. We should note that in the opening line 
Liu Hsieh chooses the compound ch 'ing*  -chih， translated as "the particular 
affections that are felt . "  This refers to one 's "sentiments"  in a specific cir
cumstance， whereas the single word ch 'ing* m且y have the more categorical 
sense of one's "disposition" or "the affectìons" in general .  These sentiments 
are， of course， highly variable， and in that variability they find counterparts in 
the variations of writing (we且 耨 plen 叮 . The second usage of ch 'ing努 (now as a 
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single character) shades over into its other sense as "circumstance， " engaging 
the connection between the choice of a form and a particular situation ( it is 
worth noting that most of the "forms" that Liu Hsieh treats in his chapters on 
genres， not translated here， are conn巴cted to specific kinds of occasion) .  Then 
Liu Hsieh lìnks the terms in the process of manifestation : a particular ch 'ing* 
(mood， or situation) leads to a particular version of t 'i 戶 ， and from the t γ a 
given momentum follows. 

Although momentum is strongly associated with movements and events 
in time， we are uncertain whether the "event" in which sh站 著 shows itself is 
the production of the text ( an overall quality that "follows from" the circum
stantially determined tγ )， or the internal "movement" of the text . 1 19 The 
metaphor of the crossbow bolt and the stream here are important :  the text， 

like other moving things in the world， tends to follow along the path of least 
resistance， determined by the direction of the initial impulse ( the crossbow 
bolt ) and by the medium through which it moves ( eddies in a stream) .  The 
analogy of the crossbow bolt is a "solid" ( shih 靜 ) moving through an "empty" 
他sü * ) mediumi the analogy of the stream is something "empty" (water) mov
ing through a "solid . "  

是 以 模 經 為 式 者 O 自 入 典 雅 之 懿 。 效騷 命 篇 者 。 必 歸 豔 逸 之 華 。 綜意 淺 切 者 。 類乏祖籍 。

斷辭辨約者 。 率乖繁縛 。 譬 激 水 不 漪 。 備木 無 陰 。 自 然 之勢也 。

Whoever takes the Classics as his model will naturally come into the excellence 

of the decorous and dignified mode. 1 20 Whoever decides that his work should 

imitate thc Li Sao will always come to thc splendor of a scnsuous and unre

strained mode (yen-yi ) .  Cases in which concepts (y i吋 are brought together in 

a shallow and obvious way will， according to that kind of m ode， lack a full

ness of reserve . 1 2 1 Cases where the phrasing of an argumcnt is too concise or 

clear-cut will generally fail in abundance. Thcse are likewisc the momentum 

of Natu間， just as swift waters form no ripples or a barren trec gives no 

shade . 1 22 

Here momentum seems to refer to some overall quality or manner of the text 
that follows from the form ( taking as the model the Classics or the Li Sao， a 
long poem from the third century B . C . ) or the normative style ( "shallow and 
obvious， " “too concise or clear叫1t" ) . "Momentum" is a term of processi and 
in traditional thought， qualities tend to develop towards a negative extremei 
hence one of the first considerations in shih 特 is the danger or limitation to 
which a given quality of momentum tends . 

是 以 繪 事 闢 色 。 文 辭盡情 O 色 緣 I而 犬 馬 殊 形 O 情 交 而 雅 俗 異 勢 。 鎔範所擬 。 各 有 可 匠 。 雖

無 嚴 宇f5 0 難 得 愉 越 O 然、 淵 乎 文 者 。 並 總 畫畫 勢 。 奇 正 雖 反 。 必 兼 解 以 俱 通 。 剛柔雖殊 。 必隨
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時 而 適 用 。 若 愛 典 而 憨 1(' 0 HlJ 立在 過 之 耳l' 偏 。 似 夏 人 爭 弓 矢 。 執 不 可 以 獨 身、} 也 。 若 雅: 鄭 r(ri

共 篇 。 則 總 之 勢 雄 。 是 要 人 驚 :于 學 桶 。 兩 難 得 rflí 俱 tL一 也 。 是 以 J舌 囊 維 體 。 J力 主r� 銓 別 。 台

商 朱 紋 。 隨 勢 各 配 。

A5 in the act of painti時 we work with co10rs (se 贅 ， 叫 “o肘ward appcarance" ) ，  

50  literary language givcs thc full measure o f  thc affcctions (ch 'ing * ) .  By 

combinations of colors ， horscs and dogs  takc 011 their various shapes ; by the 

intercoursc of thc a仔cctions ， dignificd and c01111110n 1110dcs differ in thcir 

m0111entu111 . 1 23 Each 111atrix in which we propose to cast has its own skill to bc 

mastercd; and although its domain Ìs not s trict1y boundcd， there are s till 

aspects that should not be trespassed. Thc attainmcnt of dcpth in literaturc 

mcans that one has comprehcndcd a11 the di丘'èrent kinds of momcntum: thc 

unusual may stand in opposition to the propcr， but one mU5t understand both 

and be ablc to carry both through (t 'ung叮 ; 且rm and yielding may differ， but 

onc must bc able to apply each according to the dcmands of  thc momcnt. 

Suppose you love the decorous (tie叮 叮 and detcst thc ornatc， in regard to your 

capacity to carry both through， your [comprehension of] principle ( l i吋 lS 011C

sided; and it is likc the two men of Hsi且， the one boasting of his arrow and the 

other of his bow-since cach had 0111y 0肘， I1cithcr could shoot .  011 thc othcr 

hand， if one puts the r sevcrely cbssical] Odes r of the Book of S叫(，'5] togethcr in 

the same picce with thc r scnsual] music of Cheng， thc unity of the momentum 

becomes dividcd; and this is likc that man of Ch'u who tricd to sell his spear 

[ claiming that it could picrce anythin叫 ， while at the samc timc singing thc 

praiscs of his impcnetrablc buckkr-he found it was diffìcult to put both on 

the market at thc samc timc昀 While you must have a11 thc 110rmative forms at 

your command， accomplishment is to be found in j udicious distinction.  

Whethcr the note hmg or shallJ; is to be phyed，  whcther the color rcd or purpk 

is to bc used-each will bc appropriate according to thc momentum 

In this passage we encountcr， in passing， one of the most s triking assump
tions made about literature in Wen -hsin tiao-lung : thc notion that the aff凹，
tions ( ch 'ing* )， rather than language， are the medium of a literary work in the 
same way that bodies of color are the medium of painting. When Liu Hsieh 
thinks of language as the mere externality of ch 'ing* ，  he is again reminiscent 
of Hegel (for whom language 1S the mere externality of mind， and not in i tself 
the medium of the literary work ) .  The source of Liu Hsieh's assumption can 
be traced back to the "Great Prefacc" of the Book of Songs， where the poem is 
simply the outward manifestation of chi11 耨 Liu Hsieh does not speak of the 
relation between language and the affections consistently in these terms， nor 
can it  ever be an unproblematic assumption. But the very survival of such a 
notion， particularly in the sophisticated world of discourse on literature in 
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the Southern Dynasties， is striking. It is a notion of language that Schiller 
described as characteristic of "naive" poets， in which language is perfectly 
transparent: μIt is a manner of expression of the sort in which the sign dis巴
appears entirely into the thing signified and in which language still leaves the 
thoughts it expresses bare， so that one could not represent them any other 
way without simultaneously concealing them; it is this mode of writing that 
is generally called one of genius and replete with spirit . " 1 24 For Liu Hsieh the 
term that is "expressed" is， of course， not "thoughts"  but cb 'ing* (which will 

incorporate thoughts， fused with the state of mind in which they occur ) ;  but 
the principle is the same as with Schiller's "naive" poets : when you read the 
text， you are not reading language; you are reading cb 'i且g大

When Liu Hsieh writes， "by the intercourse of the affections， dignified 
and common modes differ in their momentum， " we must not let the conven
tional hierarchy of value ( "dignified and common" )  distract us from the ker
nel of the statement， namely， that any particular quality in a work comes 
from a unique μcoming together" of the affections， and such a quality imparts 
a distinct momentum to the work that can be judged according to standards .  
In certain ways Liu Hsieh i s  also reminiscent o f  Longinus in  his constant 

alternation between the involuntary and the voluntary aspects of the work. 
In the case of Longinus the magical quality of the Sublime， which seems 
beyond human control， is balanced by the promise of a tecbnê， a learnable 
skill， which will enable a writer to achieve it voluntarily. In his beautiful 
discussion of a lyric by Sappho， Longinus begins by praising her skill in con
joining emotions to give the "impression" of passion; but then， citing a pas
sage， he speaks as if Sappho herself really felt the emotions and were carried 
away by them; finally he falls out of the illusion and returns to the praise of 
her manipulation of the aHections.  As in the Chinese tradition， attention is 
focused on an unknowable question : whether the text cannot help exposing 
the human heart or is a construct by which that (potentially deceptive) im
pression is created. Liu Hsieh begins by grounding form in the fee1ing of the 
moment ( cb 'ing勢 也cbib )， which leads in turn to some natural momentum; in 
this passage he tells us instead that we should "master" all the normative 
forms in order to use them when they are required.  To reconcil 
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exclusive . In short， one must have a range of mastery in order to respond to 
the demands of the moment， but the moment must indeed determine the 
response rather than having the writer give us a mere show of his mastery. 

A section of the chapter on the different qualities of momentum appropriate 
to various genres ha8 been omitted here. 

此 循 體 |而 成 勢 。 隨 變 而 立 功 者 也 O 雖 復 契 會 桐 參 。 節 支 在 雜 。 嘗一 五 色 之 錦 。 各 以 "4: 采 為 地

矣 。

In thesc cascs thc momentum is pcrfectcd according to the normativc fonn 

( t '尸 ) ， and achicvement comcs from following the mutations .  And although 

division and reconciliation are mixed together， 1 25 though rhythm and pattern 

bc diversc一j ust as a brocade is madc up of many colors-each piecc has a 

basic coloration as its ground 

The mixing of analogical models in the relation between the concept of 
“basic coloration" ( in this case pen-ts 'ai * rather than the more common pen 

se* )  and "momentum" should not obscur巴 the point that some normative 
origin must remain immanent in the unfolding of particular qua1ities .  Varia
tion， change， 且nd movement are valid only if they retain contact with some 
source . The fear of los8 of origins is repeated in many frames of reference. 

十11 譚 稱 交 家 各 令 所 慕 。 DX: 好 浮 華 r(I) 小 知l 貨 豆豆 O 或 美 阿拉 多 1而 不 ;主 要 的 。 關 心、 亦 云 。 快 之 fl

者 。 或 /;f 煩 文 博 採 o ì宋 沈 其 i'U雪 ο El!!: H 自ffi tj lfi)辛 11) 0 分 毫 析 是畫 者 。 所 習 不 同 。 所 f有 各 典 。 言

勢 殊 也 。

Huan Tιan claimcd that cach writer ycarns for some particular quality: somc 

are fond of insubstantial glittcr and do not understand what is worth consid呵

cration for its tàctual truth (shih 叮 ; S0l11e find beauty in multiplicity without 

sceing what is csscntial and tcrsc .  In thc same vcin， Ts ' ao Chih [ 1 92-232] said 

that S0l11e of thc writcrs of his agc wcrc fond of complexity and of drawing 

from a widc range of sourccs ， imparting a conccaling dcpth to the signifìcancc 

of thcir words ; othcrs prcfcrrcd thc words pcrfectly clcar and thcir lincs fìncly 

argucd， making discril11inating judgments by thc fìncst standards .  Habits arc 

not thc same， and likewisc each pcrson diffcrs in whcrc his efforts are directcd; 

thcsc are distinctiol1s in thc mOl11cntum of words 

Here "momentum" ìs very much the inclination to certain qualities that f01-
lows from a particular type ( tγ ) of personality. 1n each case the inclination of 
a personality type is at the samc time a limìtation， which Liu Hsieh will try 
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to remedy by proposing that writers learn to follow differing directions of 
立10立lentum.

劉 禎 云 。 文 之 體 勢 實 有 強 弱 O 使 其 辭 已 表 而勢有餘 。 天 下 一 人 坪 。 不 可 得 也 0 公 幹所談 。

頗 亦 兼 氣 。 然文 之 任 勢 。 勢有 剛 柔 O 二來，匠、 壯 言 慷 慨 。 乃稱 勢 也 。

Liu Chen [d .  2 1 71 said that in thc momentum of normativc forms there is 

indced a distinction between the strong and the weak， 1 26 and that there was 

only one person in thc whole world who could make his words conclude whi1e 

leaving a surplus of momentum， something that no one e1se could achieve. l 27 

Liu Chen was probably intcgrating ch ' i*  into what he was saying here . How

cvcr， the momcntum carried in a literary work (werz 叮 may be cithcr hard or 
soft ;  the term “momentum" is not applied only to vigorous words and strong 

emotlOns . 

Clearly in Liu Chen's usage the concept of shih 特 had been primarily quantita
tive， a degree of force carried in the words.  Liu Hsieh is careful to distinguish 
his own use of the term as a category of quality from that earlier usage， which 
he associates with ch γ .  A "soft" shih * may be a positive quality， a tentative 
or leisurely and winding motion of mind . In contrast， Liu Chen's "weak 
shih * "  is simply a lack of force (like a lack of ch γ ) ，  and the highest value is 
to possess such a surplus of force that it carries on after the words.  

文陸雲 白 稱 往 臼 論文 。 先 辭 而 後 惰 。 向 勢 而 不 取 悅 澤 。 及 張 公 論 文 。 則 欲 言，j� 其 言 。 夫 ↑育 問

先辭 。 勢 賞 須 澤 o T!J 謂 先 迷 俊 能 從善矣 。

自 近 代 辭 人 。 率 好 詭 巧 O 原 其 為 體 。 訛勢所變 O 厭顯舊式 。 故3f'鑿取新 。 察 其訛意 。

似 難 而 實 無 他 術 也 。 反 正 而 已 O 故 文 反 正 為 乏 。 辭 反 正 為 奇 。 效奇 之 法 。 必顛倒 交 句 。 上

字而抑下 。 中 辭 而 出 外 。 因互不常 。 則 新 色 耳 。

Lu Yün [262-303] even said that when he used to discuss literatu時， he gave 

priority to language (tz γ )  and second place to the affections ，  valued momen

tum and did not concern himse1f with making it attractive; but when he heard 

Chang Hua ' s  [232-300] discussions of literature [which prefcrred the alterna

tivc values] ， he was inclined to accept the authority of Chang's  words . Of 

course ，  the affections have priority over language， and the momentum really 

must have something attractive; at first he was in error， but later was ab1e to go 

in thc right direction. 

In recent times writcrs havc generally showed a liking for the bizarre and 

artful . If  wc look to the origins of that form， it was in a mutation to a momen

tum inclined to the delusory. 1 28 They grew sick of the old models and adopted 

whatever nove1ty they could get by any contrivancc. If wc examine their de-
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lusory conccpts (yi 汁 ， what secms diffìcult is ，  in fact可 nothing but an inversion 

of thc propcr. When Iitcraturc (wcn 叮 inverts thc proper可 it is wanting ;  1 29 whcn 

language (tz 'U * )  inverts thc proper， it is cxtraordinary 1 30 The mcthod thcy usc 

to get the extraordinary is always changing the word ordcr of a scnten仗，

placing thc words that belong at thc bcginning at the end， placing the languagc 

belonging in the middle on thc outer edges， turning cverything around from 

the norl1lative-that ' s  the “ncw look . " 

Liu Hsieh commonly denounces contemporary writing， but this precise iden
tification of one of their objectionable stylístic traits has interesting ramifica
tions in literary ideology. Classical Chinese is a positional language. Tradi
tional cOl1ll1lents on literature understood positional sentence structure as an 
order that was μnatural" on logical rather than purely linguistic grounds.  For 
example， in the proposition "the boy hit the ball， " the boy is given first， then 
the action， then the object of the action. There was an assumption that lin
guistic sequence was the natural sequence of the event in the world . With咀
in this broad assumption， a degree of flexibility was permitted， so that a 
μnatural sequence" couJd follow the action of the l1lind or hierarchies of 
value， as well as the sequence of events in the external world . 1 3 1  This prin
ciple was extended to the sequence of clauses in sentences and to the organiza
tion of sentences within the discourse as a whole. "Because he practiced， the 
boy hit the ball" would be "proper， " cheng* i the two events are given in their 
proper order. "The boy hit the ball because he had practiced" would be an 
"inversion" ( tien - tao 顛倒) . 132 Although questions of sequencing in literature 
were more fully developed by later writers on style (primarily those writing 
on prose)， the issue was already clearly articulated in commentary on the 
Spring and Antumn Annals . St手rlistic inversion for the sake of novelty is， for 
Liu Hsieh， loaded with questions of value : it is a willful rejection of the 
"proper" simply because one is "sick of it" (yen - tu ) .  As such， it seems to 
threaten the essential correlation between literature and the natural order of 
things. Here we see problel1ls arising in the assumption that language gives a 
transparent access to the affections ( though at times Liu Hsieh preserves the 
assul1lption by suggesting that such hunger for stylistic novelty is the mani 
festation of a particular shallowness in the personality， t 'i * ，  of the writer ) .  

夫 通 街 夷 煩 。 r(n 多 h tf: 徑 者 。 起tiJ工 故 也 o 11 文 明 向 。 rfrJ '舟， 務 反 言 者 。 通 俗 伙 也 o 11，\ 密 食 者

以 :誓: 新 得 巧 。 ;辛苦 具 有 以 失 體 成 任 。 苦苦 練 立 � . 0 l1iJ 執 Il 以 眼 裔 。 新 FFl 之 銳 。 則 逐 奇 而 失 丘 。

勢 流 不 皮 。 制 丈 體 ;丞 弊 。 秉 茲 情 術 。 wJ 無 忠 耶 。

B road thoroughfarcs Jre level， yct many take short-cuts : this Ìs becausc they 

rush to what is doscs t .  1 33 Proper writing (Ch(，l1g * -WCI1 叮 is perfcctly dear， but 

such writcrs as thcsc always s trive for invertcd languagc: this Ìs to suit the 
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common fashion. Those who have a truly close understanding are successful in 

their artistry by [genuinely] novel concepts ， while those  who perversely seek 

difference for its own sakc get the normative form wrong and achieve mere 

s trangeness .  A talent trained in the old ways can maintain the proper and s till 

make good use of something cxtraordinary ， 1 34 while a sharp wit with new 

learning goes chasing aftcr thc extraordinary and loscs the proper. When the 

momentum drifts on without returning ，  thc forms of1itcrature (wen 仁t 'i 叮 sink

into ruin . Can anyonc who grasps thc [present] circumstance and its tech

niques help worrying about it? 

All of a sudden Liu Hsieh shifts to shih 持 in another of its senses， the "tenden

cies" of the a阱， which in this case are not good .  

形 小 勢 成 。 始 末 相 承 。 1出 1世 似 規 。 矢 激 血口 繩 。 ff:;1 利 騁 節 。 情 采 白 凝 。 打 巒 學 步 。 力 Ll 壽

陵 。

Supporting Verse 

When shape is born， a momcntum is formed: 

There is a continuity bctween bcginning and end. 

Eddies circlc like a compass ，  

A crossbow bolt bursts forth s traight as a ruler . 

The pace gallops along the path of least resistance ， 

The affections and coloration becomc fixed of themsclves . 

But if onc pulls thc bridle asidc to imitate the pacc of othcrs ， 

His forcc will be no grcatcr than that of thc boy of Shou-ling .  135 

CHAPTER 3 1  
The Affections and  Coloration， Ch' ing-ts ' ai 情采

The pairing o f  "aHections" ( ch 'ing* ) and "coloration" ( ts 'ai 叫 is yet another 
version of the correspondence between " inner" and "outer川 qualities . As was 
often the case， such a paradigm served to stabilize and define one or both of 
the constituent terms ( allowing that such a term could appear in other pair
ings that would shift and enlarge the term's significance) .  "Coloration" was 
used in earlier and later literary criticism， but nowhere with the frequency 
with which it appeared in Wen也sin tiao-lung， and nowhere else was it a 
technical category that would have merited the separate treatment it re
ceived here . 1ts primary meaning was a flashy appearance， often constituted 
of many bright colors . Ts '缸 * was associated with literary ornamentation， 
especially in its capacity to attract and allure a reader. By devoting his chapter 
to a pairing of ts 活 * with the more common category ch 'ing* ， Liu Hsieh has 
given it a special importance as ch 'ing* 's external complement. Commonly 
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compounded with wen 勢 as w，閉 著 ts 'ai 弋 its role in this chapter is very much 
like that of wen * itself in one of its more restrictive senses : ornamental pat
terning (with the qualification that in this sense "ornament" must be p時間
sumed necessary ) .  

聖 賢 書 辭 O 總 稱 文 革 。 非 采 而 的 。 夫 水 性 成 而 論 (其j 結 。 * 體 實 而 {EJ!事 J辰 。 文 的 質 也 O 虎 豹

無 文 。 買Ij都 同 犬 羊 。 原 兜 令 皮 。 而 色 資 丹 漆 。 質 待 文 也 υ 若 乃 綜 述 性 哀 。 學( 寫 器 象 。 鏈 ， 心

烏 跡 乏 巾 。 織 辭 m、 推開 之 上 。 其 為 彪 柄 。 耨 采 名 矣 。

The writings of Sages and good men are collectively called " literarγ works刊

(wen 九chall，í!， * ) ， and what is this but coloration? 1 36 The nature (hsing * )  of watcr 

is its plasticity (h51 戶 ， “cmpty") ， and ripples form in it .  Thc normative form of 

wood is solid (5hih * ) ，  and flowcrs blossom 011 it .  ln both cases the pattern 

[shown externally] (We/1 叮 is contingcnt upon substancc (chih * ) .  On thc other 

hand， if tigcrs and leopards had no patter肘， thcir bare hidcs would be thc samc 

as those of dogs and shecp ; 1 37 rhinoceroses and wild bulls have skins ， but thc 

color they havc depends upon red lacquer. 1 38 In thesc cases the substance 

(chih * )  is depcndent on the pattcrning .  When it comes to the overall transmis

sion of our spiritual nature (hsing*  ..líng) or the ample delineation of images of 

things [literally “vcssels " ] ，  1 39 we inscril咒 our minds in the " tracks of birds" 

[the written word] and wcave phrases on fishnet [paper] . And thc brilliant 

glitter of this is given the namc “lush coloratiol1 . " 

Liu Hsieh begins the chapter by providìng a respectable genealogy for ts'ai* ，  
filiating it to values in the Classics and affirming， as  he so often does， its 
organic relation to the nature of the thing. He offers the expected conclusion， 
from the examples of trees and water， that intricate surfaces are contingent 
on the basic nature of the thing. Since thi s chapter is in part a defense of 
ts 'ai ' ， however， Liu Hsieh offers the counter-case in a series of remarkable 
allusions : the nature of a thing may be contingent on its external patterning. 
This radical-and in the context of the tradition， not altogether credible
inversion of the usual hierarchy is a defense against the most common criti間
cism of all w，叩 門 that it may be superfluous ornament. 

The next， and less problematic， argument is a development of the position 
taken in "1ts Source in the Way."  Wen * is the outward appearance of some
thing's essential nature， and human wen * is the outward appearance of mind. 
Mind is "inscribed" in written characters : the term used is lou ， "carved in， " 
just as an artisan might carve the shapes of creatures without "spiritual na
ture . "  But the relation is not mimetic :  the word used in this case is "trans
mit， " shu， the term of continuation and extension used by Confucius who 
"transmitted but did 110t make" (Analects VII. l ) . For conveying what is exter-
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nal to mind ( " the images of things" or literaIIy “of vessels" ) ，  the relation is 
somewhat more mimetic ﹒ the term used here is hsieh，  translated as "deline
ate . "  Hsieh was a word with a comp1icated semantic range， from "pour out" 
or "divulge" to something like "ref1ect， " and， by Liu Hsieh's time， to "copy， " 
as in making a copy of a text. Perhaps the dominant element in hsieh is the 
reappearance of something in a different medium or on a different ground: 
things are transferred from the world to words. 

The luminous world of mind and things is put down "in black and white"  
( as we saY ) j  Liu Hsieh wants to  stress the point that this "black-and-white"  
transcription has its own glitter that conveys the qua1ity o f  the original . Such 
aIIure， embodied in language， is ts 'ai * ，  "coloration. "  Although this allure is 
embodied "in" language， however， it is not an aIIure "of" language : it is， 
precisely， the allure of fee1ing ( ch 'ing* ) .  

故 立 文 之 道 。 其 理 有 三 。 一 日 形 文 。 五 色 是 也 。 二 日 聲 丈 。 五 音 是 也 。 三 日 情 文 。 五 性 是

也 。 五 色 雜 l而 成 前兩 做 O 五 音 比 而 成 韶 夏 。 五 1在 發 而 為 辭 章 。 神 理 之 數 也 O

There are three basic principles ( l í吋 in the Way of setting forth pattern (wen* ) .  

Thc first is the pattern o f  shapes， which is constituted o f  the five colors (se* ) .  

Thc sccond is the pattern o f  sounds constÌtutcd o f  the five tones . The third 

is the pattern of the affcctions (ch 'íng 吋 constituted of the five “ natures " 

(hs íng * ) . 1 40 A mixture of the five colors forms the patterns of imperial brocade . 

The conj unction of the five sounds forms the Shao-hsia [a legendary piece of  

ceremonial music] . Thc 已ve natures comc forth and they arc pieces oflanguage 

(tzu * -cha哼著 ) . This is the fixed number (shu * )  of divinc principle (shen * -lí * ) . 

This is the most direct statement of Liu Hsieh's remarkable notion that the 
affections ( ch 'ing* )  are literally the medium of 1iterature， just as color is the 
medium of embroidery and sound is the medium of music .  Rather than serv
ing itself as the medium， language is the product， in the same way that a 
piece of brocade or a musical work are products in their respective media. But 
in this model， Liu Hsieh returns to the problem of voluntarism that recurs 
throughout Wen -hsin tiao-lung: he speaks of the affections as objects， 10 be 
manipulated and presented ( the human affections used as an embroiderer 
chooses colored threads to make a pattern or a composer uses tones for 
music ) .  At the same time he wants the affections to be the condition of the 
presenting subject that appears involuntarily in the presentation. 

孝 經 垂 典 。 喪 言 不 文 。 故 知 君 子 常 言 未 嘗: 質 也 。 老 子 疾 偽 。 故 稱 美 言 不 信 。 而五 于 精 妙 。

則 非 棄 美 矣 。 莊 周 云 辯 雕 禹 物 。 謂 藻 飾 也 。 韓 非 云 豔 采 辯 說 。 謂 綺 麗 也 。 綺 麗 以 豔說 。 藻

飾 以 辯 雕 。 文 辭 之 變 。 於 斯 極 矣 。 研 味 孝 老 。 則 知 文 質 附 乎 性 情 。 詳 覽 莊 韓 。 則 見 華 實過
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乎 淫 侈 。 若 擇 源 於 溼 潤 之 流 。 接 巒 於 牙ß 正 之 路 。 亦 可 以 散 文 采 矣 O 夫 給 無 所 以 飾 容 。 而i 盼

倩 生 於 淑 姿 。 文 采 所 以 飾 舌 。 而 辯 麗 本 於 情 (生 O 故 情 者 。 文 之 紹i 0 辭 者 。 理 之 緯 。 經一 正 而i

後 緯 成 。 理 定 而 俊 辭 暢 O 此 立 文 乏 本 古學; 也 。

The Book 01 Filial Pit吋 has given l1S an authoritatÎve statement that la啥叫ge at 

funerals should not bc pattcrncd (wen 叮 ; wc concludc from thÎs that i n  ordi

nary timcs the language of a superior person is ncver plain (ch ih 都 ) . 1 4 1 Lao-tzu 

hated falsencss ，  and thus claimcd "Beautiful words are not  to be trusted " ;  1 42 

yet his fìve-thousand word [book 1 gives us the subtle cssences (ch ing-miao 汁 ，

b y  which wc can sec that he himself did not rcject beauty. Chuang-tzu speaks 

of [how the ancient kings had] "a  discrimination that adorned thc thousands of 

things ， "  by which he mcant fancy ornament . 1 43 Han Fei speaks of " alluring 

and brightly colored argumen丸 " by which he meant an intricate lovelines s .  1 44 

However， an intricatc loveliness in “alluring arguments " and fancy ornament 

ln “a  discriminatiot1 that adorns"  reprcsel1t al1 cxtremc il1 the dcvolutiOI1 

(p iC1l 勻 。f writi月 (wen * - tz 'u * ) . If wc reflect s tudiously on thc flavor (weí 著 ) of 

what was said in the Book 01 Filial Piety and by Lao-tzu步 we realize that pattern 

and plainness (wen仁chíh 叮 are contÌngcnt upon one's nature and thc state of the 

affections (hsiilg * -ch 'inLe * ) ;  on the other hand， if wc look carefully over what 

was said by Chuang-tzu and Han Fei， we see that flower and fruit (hua-絨的 勢 ，

“自owerÎness and substance") havc gone past the mark into exccss and dis

solutcness .  If we select wcll betwecn the sourccs of thc [c1ear rivcr J Ching and 

the [muddy nver 1 Wei， if we guidc the ha1ter， choosing bctween thc paths of 

wbat is proper (cheng* )  alld what is warpcd， 1的 then wc can guide thc c010ra-

tiOI1 of pattern (wel1 九ts (叮叮

Mascara i s  a mcans t o  adorn thc fac亡， but the glance and the dimplcd smilc 

arise from a purc lovclincss of manner. Likewisc the co10ration of pattern is a 

mcans to adorn words ， but thc beauty of an argument has its basis in thc 

affcctions and individuating nature (ch 'ing 弋hsin}:* ) . Thus thc affcctions are the 

warp of pattern (wel1 * ) ，  and diction (tz 'u * )  is principlc ' s  woof. Thc woof can 

be formcd 0111y aftcr thc waτP is s traight; diction cal1 expand itself only aftcr 

principlc is sct. This is the origi:1 Jnd basis of sctting forth pattcrn (or “ litera

ture， " WCll * ) .  

Liu Hsieh's chapters are often less true thought than a sonata o f  variations on 
且 term or problem into which are woven recurrent ideological motifs .  There 
is a desire that "coloration" be an essential glow on the surface of any inner 
conditioni at the same time， there is the mirroring anxiety that rhetorìcal 
"coloration" might be mere ornament and inessential . Here true beauty 
comes only from withini and the external term， diction ( in this case， the 
literary qualities of the phrasing) and coloration， can only enhance it， even 
though though they are as necessary to the iabric as the woof is to the cloth. 
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背 詩 人 什 篇 O 立起 情 1M 造 文 。 辭 人 且成 頌 。 為 文 而 造 惰 。 何 以 明 其 然 。 葉 風 雅 之 興 。 忘 恩 蓄

慎 。 而 吟 詠 惰 性 。 以 諷 其 上 。 此 為 情 而 造 文 也 O 諸 于 之 徒 。 心 非 鬱 陶 。 苟 馳 夸 飾 O 幫 聲 釣

|廿 。 此 為 女: 而 造 情 也 O 故 犯 ↑市 者 要 約 而 且吉 丘 。 為 文 者 淫 麗 而 煩 濫 。 而 後 之 作 者 。 採 濫 忽

其 O 遠 棄 風 雅 。 近 帥 辭 賦 C 故 體 情 之 製 日 JßR 0 ;盔 文 之 篇 ，會 盛 。 故 台 志 深 車T 冕 o I市 汎 詠車

壤 O 心 纏 1幾 務 。 l市 府 述 人 外 o fj:宰 弗 存 。 翩 其 )支 矣 。 夫 桃 李 不 言 而成餒 。 有一 質 f[ 也 。 男 f

樹 劇 而 不 芳 。 無 其 情 也 。 夫 以 草 木 之 傲 。 {f; 情 符 實 。 況 乎 文 暈 。 述 志 為 ;t; o 言 與 ddt 皮 。 文

豈 足 徵 。

The works of the former poets of the Book oJ Songs are wen 持 produced for thc 

sake of how they fclt (ch 'ing * ) .  In contrast ，  thc poetic cxpositions and panegyr

ics of the [later] rhetors produced feeling (ch 'ing '← )  for the sakc of wen * . How 

am 1 aware this is so?  What stirred (hsing吋 the Airs (Fen，堅 持 ) and Odes ( Ya* ) 

was a repressed intensity in their thoughts and what they were intent upon 

(chih九ssu * ) ; and " thcy sang forth their a在ections and their natures" to criticize 

those in power. 1 46 This is producing wen * for the sake of fecling .  The philos

ophers and their ilk felt no swelling emotion， yet made an illicit display of  

hyperbolic ornament to  buy  themselves fame and fi sh  for glory in  the age. 

This is producing feeling for the sake of w帥 ，手 ﹒ That which exists for the s ake o f  

onc 's  feelings i s  conci仗 essenti址， and depicts what i s  genuine. That which 

exists for the sake of wen 特 is seductivcly bcautiful and excessive. Latcr writers 

chosc the excessive and overlookcd the gcnuin亡， cast the Airs and Odes from 

them， taking their mastcrs closer at hand， from the writers of poetic exposi

tions 圖 Thus works that embody the atfections get daily more scarce， and pieces 

that go chasing after wen 特 becomc ever morc abundant. Thc consequence is 

that thcre are some whose ambitions (chih * )  l ic dccp among great carriages and 

crowns，  but who will chant idly of the 11100rlands ;  sOl11e whose minds arc 

el11broiled in stratagel11S and duties will vainly describe that which transcends 

thc l11undane world.  In such pcople that sOl11ething which is truly in control of 

the self no longer survives : 1 47 thcy fl.y swiftly in thc opposite direction. Peach 

and plul11 trces ， though they ncver speak， have paths bcaten to thel11 ; it is  

becausc they bear fruit . 1 48 And if a l11alc plants an orch泣， it will not be frag

rant :  l11en lack the right quality of the atfcctions . 1 49 If even lcsscr things like 

plants and trees dcpend on circul11stancc (or “ thc atfections ， " ch 'ing吋 and sub

stance (or “丘ul丸 " 沛的 汀 ， it is all thc 1110re so in works ofliteratu凹， whose very 

basis is thc transl11ission of that upon which l11ind is intcnt .  If thc words con

tradict that upon which l11ind is inte肘， what is to be proved by writing?  

In his Fa-yen the Han writer Yang Hsiung made the following distinction 
between the poets of the Book of Songs and the rhetors of later ages : {{Fu [ the 
technique of exposition] in the poets of the Book of Songs was beautiful in 
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order to give the normative rulej fu [exposition and the genre， “poetic exposi
tion"] among the rhetors was beautiful ìn order to seduce. "  What was， in 
Yang Hsiung and in most Han criticism， a question of the ethics of litera
ture's social purpos巳s has here been transformed into an opposition between 
genuineness and falseness .  The question of ethics has not disappeared， but it 
has been placed in the background by the question of authenticity. 

Liu Hsieh is here making explicit a question that had been implicit in the 
tradition for a long time. The assumption of authenticity was central to the 
"Great Preface" of the Book of Songs : the Songs are ìnvoluntary expressions 
of how people really felt . On the other hand， the writings of the rhetors ( ora
tors and writers of poetic expositions ) were often described in terms of decep
tion， with the implicit presumption that the person who leads others astray 
himself knows better. Here the question of authentìcìty versus writing as a 
value in itself is clearly formulated : in the case of the Book of Songs， the 
poem follows from prior emotion ( ch 'ing* )， and the reader discovers the real 
emotions of the writer in the textj in the case of the rhetors， the aHectìve 
qualities of the work are manipulated to make the reader admire the literary 
work for its own sake and the writer purely as writer. This argument against 
rhetoric is a familiar one in the Western tradition， nor is the alternative 
of authenticity altogether absent in the West. But the West offered a third 
model for the literary work : the poem， whose fictionality was itself an 
oblique and mysterious truth. 

Liu Hsieh states the principle of authenticity clearlYj but elsewhere in 
Wen-hsin tiao-lung ( as in the following chapter on "Casting and Paring") ，  he 
often phrases his arguments in such a way as to suggest quite the opposite : 
that the affective quality ( ch 'ing* ) of a work is something consciously 
chosen. 

是 以 聯 辭 結 采 。 將 欲 明 j哩 。 采 散 辭 7准 。 則 心 理 愈 哥哥 。 [t可 知 i';:.' 綸 社 餌 。 反 所 以 失 魚 。 言 隱 榮

華 。 始 調 此 也 。 是 以 A 孟晶 娶 衣 。 惡 交 太 箏 。 了有 象 窮 山 。 EI 乎 反 本 。 夫 能 品)之 般 以 I(l 理 。 慨 地

以 費 心 。 心 定 的Ji愛 結 舌 。 f1r. 正 IÍfJ 後 J肉 藻 。 {吏 女 不 滅 賀 。 !再 不 溺 心 。 正 采 1和 乎 朱 直至 。 問 色 屏

於中工學� 0 }� 可 謂 雕 正主 其 中( (l 彬 彬 主? 于 矣 。

Thus when we composc words (tz 'u * )  and form coloration， our aím should be 

to clarify natural prínciplc ( l i * ) .  The more excessivc thc coloration and the 

morc bizarre the words， then thc more the principles in the mind (hsin * - l i * )  

will b e  concealed.  I t  i s  well known that a fishing lil1C of kingfisher feathcrs and 

cassia as the bait turns out to be a way not to catch fish. 1 50 This is what is 

meant by the sayíng [of Chuang-tzu] : “Words are hiddcn by flash and glitter. " 

Thus the line [from thc Book of Son};，sl ， “Robed in brocade covered by a plaín 

shi丘 " expresses hostility to cxcess showiness of pattern. The Image of the 

hexagram Pi treats whitcness as the ultimatc c010r : hcrc a reversion to basics is 

valued. Set a model that givcs principlc ( l i叮 a place， dctermine a ground 011 
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which mind can stand securcly;  then on1y after mind is set firm1y， the tones 

form， and 0叫y after princip1e is proper (cheng * ) ，  ornament is app1ied. Kecp the 

pattern (wen 叮 from destroying the substance (chih叮 ; keep breadth [of learn

ing] from engu1fìng mind; the proper co10ration (cheng* 心法i吋 wil1 gleam in 

red and indigo ，  the intersperscd co1ors will exclude the pink and purp1e [garish 

co10r5] : after al1 this ，  wc can say that the piece (chang * )  is carved and chise1ed， 

[the work of ] a superior person in whom pattern and substance are in 

ba1ance. 1 5 1 

言 以 文 遠 。 誠 哉 ，Jlfr 驗 。 心 術 既 形 。 英 華 乃 膽 。 吳 錦 好 渝 。 母 英 徒 豔 。 繁 采 寡 惰 。 味 之 必

厭 O

Supporting Verse 

“By pattern words go far " : 1 52 

W e can sce the proof that this is true 

When mind' s  ways take on outer shape， 

The sp1endor is amp1c. 

But the brocades of Wu b1eed and fadc easi1y， 

Thc kapok's  blossom are alluring in vain. 1 53 

Dcnse co1oration that lacks fcc1ing 

Wi11 a1ways cloy when we savor (wei叮 lt .

CHAPTER 32 

Casting and Paríng， Jung-ts ' ai 鎔裁

The preceding group of  six chapters treated the most general theoretical con
cepts in the genesis of a literary work. With "Casting and Paring" there begins 
a cluster of eight chapters that treat the technical aspects of composition. 
"Casting and Paring" is followed by chapters on "Sound Qualities" ( Sheng-lü 
聲 律 )， "Paragraph and Period" ( Chang-chü 葷 句)， "Parallel Phrasing" (Li * 
tz 'u ' 勢 麗 辭 )， "Comparison and Affective Image" ( Pi 人hsing祥 比興 )， "Orna
mentation by Overstatement" (K'ua-shih 夸飾)， "References" ( Shih 弋lei *

事類 ) ， and “Word Choice" (Lien -tzu 練字) . While the idea of literature as orga
nic process is constantly recapitulated in chapter openings and conclusions， 
the primary concern of these chapters is the reflective judgment that should 
be exercised by the literary craftsman. 

Both 叫casting" ( ju月) and "paring" ( ts 'ai ) are terms of artisanship. lung 

belongs to the technical vocabulary of metallurgy， metal cast in a mold; and 
in this literary application it refers to the way in which the relatively amor
phous interior elements of c∞omp仰os剖ition ( the af丘t記ec叫ti叩ons吼， th01 
be given in normative fo凹rm. “"Pa缸叩ri血in略gι，fFHF t臼s'冶洹d叮i， is more properly translated "cut
ting to pattern， " based on the metaphor of cutting cloth for making clothes; 
in this case all excesses are trimmed away. 

Of the two terms， "paring" is the more fully amplified and it is the term 
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with particular resonance in earlier literary thought. In "The Poetic Exposi
tion on Literature， " Lu Chi sometimes marveled how the natural processes 
that generate a literary work seem to have an inherent tendency to profusion; 
Liu Hsieh agrees and takes Lu Chi to task for allowing such excesses to re
main in his work. Beneath the metaphors of metallurgy and making clothes 
in "Casting and Paring， " there is a submerged agrarian model : the first con
cern is growth， an organic process which can be helped along but which is not 
entirely within the scope of human volition (e .g . ，  the "coloration， " discussed 
in the preceding chapter， which must emerge from authentic feeling) ;  once 
growth occurs， however， there is a danger of excess-the weeds and the 
crowding of plants that threaten a healthy crop . In this phase the in間
strumental will can work freely : the necessary cutting back is completely in 
the domain of skill . Later in the chapter， the demands of exposition lead Liu 
Hsieh to acknowledge a form of talent whose excellence is "copiousness" ( to 
counterbalance a talent whose strength is concision ) ;  but there is no question 
that Liu prefers concision 

情 理 設 j\主 。 文 采 行 乎 其 中 。 剛 柔 以 立 本 。 變 通 以 趨 綺 O 立 本; 有 體 。 意 或 偏 長 。 趨 時 無 方 。

辭 或 繁 雜 。 眼 要 所 司 。 職 在 鎔 裁 。 按 括 情 瑋 O 矯 揉 文 采 也 。 規 範 4-: 體 謂 之 鎔 O 剪 在tì'手 詞 謂

之 裁 。 裁 則 蕪 微 不 咕 o � 則 綱 領 昭 暢 。 譬 繩 泉 之 賽 分 。 斧 斤 乏 獨i 削 矣 。 騏拇 枝 指 。 由 侈 於

性 。 內 贅 懸 忱 。 貨 侈 於 形 。 一 意 兩 LH () 義 之 騏枝 也 。 |司 辭 重 句 。 文 之 脫 贅 也 。

When thc places of the affcctíons and basic principlc havc been 5ct，  then pattern 

and coloration move in theír midst . 的4 “The b泌的 is establi5hcd as cither firm 

or yiclding; thcl1 mutatioll or continuity occur， according to the requirements 

of the moment" . 1 55 Therc are normative fonns by which “ the basis (pen， 

“root") may be established， " but th亡 concepts may incline too far 111 onc direc

tiOI1 or al1othcr. There is 110 limited rulc in "answcring the requircmcnts of thc 

momcnt ， " yct language may be too dense or mÍJ至ed. To command thc key 

points along this path， one must attcnd to casting and paring .  To do 50  onc 

must apply the s traightcdgc to thc principles of thc a長ctions (ch 'ing * -l i汁 ， and 

one must regulate thc coloration of pattern (werl 仁ts 'a i * ) . To take the basic 

normative form as one's model is called "casting . " 1 56 To cut away superftuous 

(舟， “ftoating") diction is called "paring . 鬥 If one pares ， no weeds will grow; if 

one casts ， the main lines of the discoursc will bc visiblc and extend .  These may 

be compared， 011 the one hand， to thc rcftcctive j udgments of divisiollS madc in 

using the straightedgc and， on thc other hand， to the way in which an ax is 

used to cut somcthing down to size. Webbcd tocs or an extra finger comes 

from some supcrftuity in naturc ; tumors and bulbous protrusions are truly a 

superfluity in the [human] form. 1 57 When thc samc idea appears twice [in a 

workJ ， it is the wcbbed toc or cxtra fingcr of some truth; idcntical wording 

and rcdundant scntenccs are thc tumors and bulbous protrusions of writing .  
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From the Hsi位'u chuan Liu Hsieh derives a formula for any successful pro
cess :  "establishing the basis" and "answering the requirements of the mo
ment. "  But successful process has an inherent fecundity whose consequences 
are disturbing. The ensuing tendency to shapelessness and excess is not the 
fault of the writer but the natural outcome of doing things correctly. Desert 
suddenly becomes jungle， and the writer had wanted fertile and orderly crop
lands in between the two extremes . The writer wants to "get his point 
across" ( t 'ung* ) ;  he wants "the main lines of the discourse (kang-ling) to be 
visible and extend"; lushness blocks passage . Against such profusion， the 
writer must guide the act of "paring back" by normative models-the 
geometry of the straightedge or the human body-whereby elements of 
abundance can be judged excrescences . Behind this rejection of excess and 
demand for concision is the canonical injunction of Analects XV.40 "Words 
should attain their ends and that's all . "  

凡 思 緒 初 發 。 辭 采 苦 雜 o 心 非 權 衡 O 勢 必 輕 重 。 是 1-:)、 草 創 鴻 笨 。 先 樣 三 準 O 履 端 於 始 。 則

設 情 以 位 體 。 舉 正 於 中 。 則 酌 事 以 取 類 O 歸 餘 於 終 。 則 撮 辭 以 舉 耍 。 然 後 舒 至在 布 實 。 獻 替

節 文 。 總 墨 以 外 。 美 材 時[ � 0 故 能 首 尾 圓 合 。 條 貫 統 序 。 若 1$1 不 素 定 。 而 委 ， 心 逐 辭 。 異 端

叢 至 O 騏贅 必 多 。

Whcnevcr thoughts first emer阱， thcrc ìs a problcm in the way the coloration 

of thc languagc (tz lu 九t5 1叮叮 ìs a11 mixcd together; the mìnd lacks an even 

balanc亡， so  thc momentum always ìs too light or too heavy. Thus ，  to  wrìte a 

masterwork， you must first set up three standards :  in the first stag亡， cstablìsh 

the feelìng (ch ling 叮 ìn order to set the normatìve form ìn its place; ìn the 

second s tag亡， consult cvents (5h ih * ) in ordcr to match categorìes ;  1 58  in thc final 

stage， gather the phrases (tz lμ 吋 together ìn order to brìng out thc essentials . 

Only thcn can you spread forth the flowers and fruit (hua-shih * ) ，  gìving meas

ure to your writing by decisions about what to use and what not to use .  Then， 

when you cut away from the exce11ent timber whatcver lies beyond the straìght

edge， the begìnning and end can come together perfectly， with an ordcrly 

sequence a11 the way through. But if your technìque is not determìned from 

the start and you  go chasìng after phrases however you  please，  then outlandish 

prìncìples wìll come ìn masses， and you wìl1 always have many webbed toes 

and tumors . 

Even in the "organic" phases described in the previous chapters， Liu Hsieh 
not only explained the inherent operations of wen * ， he also gave writers 
advice on how to manipulate and make use of those operations for best 
advantage : nurturing abilities， mastering many forms， returning to originary 
norms， and so on. But in many of these chapters on craft， Liu Hsieh insinu
ates authorial control even more deeply into the process .  When Liu Hsieh 
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spoke of "producing wen * for the sake of feeling" in "The Affections and 
Coloration/， he presumed that "feeling" ( ch 'ing* )  simply happened， that it 
was given beforehand， without consideration of the wen * that might grow 
from it. Although it is perhaps not in absolute contradiction to a demand for 
authenticity， the instrumentalist formulation above seems dangerously close 
to "producing feeling for the sake of wen 川 ﹒ "in the first stage， establish the 
feeling in order to set the normative form in its place . "  We had known that 
"normative form" follows from feeling， but we had not been told to deter咀
mine the feeling in order to produce the desired normative form. In the earlier 
chapters we had something like a farmer's almanac for literature， advising us 
how to act in a timely fashioni in this chapter we are given an instruction 
book with steps to follow. 

故 三 準 既 定 c iJ，: 討 字 句 O 句 有 可 削 。 足 見 其 辣 。 字 不 得 滅 。 乃 知 其 宿 。 精 論 要 請 O 極 自告 之

體 。 游 心 儀 句 。 飯 繁 之 體 。 謂 繁 與 略 。 隨 分 所 好 。 引 而 申 之 。 則 兩 句 敷 丟面 一 章 。 約 以 貫

之 O 則 一 輩 刪 成 兩 句 。 忠、 膽 者 善 敷 。 才 竅 者 普 刪 。 善 刪 者 字 去 而 意 留 O 善 敷 者 辭 殊 而 意

顯 。 字 刪 的i 芳: 關 。 則 短 乏 而 非 竅 。 辭 敷 而 言 重 。 貝。 蕪 穢 而 非 膽 o

ii 謝 艾 王 梢 。 由 何 來 三 0 張 俊 以 為 艾 繁 而 不 可 刪 。 濟 略 而 不 liJ 益 。 若 二 三 于 者 。 叮 ;自 練

鎔 裁 而 曉 繁 由各 矣 。 至 自II � 衡 才 優 。 而 綴 辭 尤 繁 。 士 能 忠、 劣 。 j(lj 牙 un 吉 省 。 及 玄 之 論 機 。 而

恨 其 多 O 的j 稱 清 新 科 i 餒 。 不 以 為 病 。 蓋 崇 :!X:J 耳 。 夫 美 錦 製 衣 。 {府 短 台 度 。 雖低其采 。 不

倍 領 袖 。 巧 猶 難 繁 。 況 在 于 JIU 0 jrjí 女: 賦 以 為 1朵 花 勿 剪 。 辟f 音 足 rlli 0 J:j， �故4�司、鑒 。 乃 ↑荷 花 斐

繁 也 。

When these three standards are s哎， ncxt givc carcful consideration to words 

and sentences .  If there are sentences that can be cxcised， we can te11 that the 

writing is too loose.  If not a word can be deleted ，  we know that it  is densc .  An 

argument that gets the essencc and indispensable words characterize the sup

remely terse s tyle ( tγ ) ;  "a  mind wandering a t  its leisure through intricatcly 

carved sentences " characterizes the supremcly lush s tyle . 1 59 The lush and the 

terse are preferences that follow from the [writer' s ] nature . If one is disposed to 

draw matters 0肘， then a couple of sentences can be elaborated into a whole 

work; if one is disposed to terse uni句， then a whole work can bc cut back into 

a couple of sentences . A pcrson whose thoughts are abundant is a master of 

elaboration; onc whosc talcnt is intensive is a master at cutting things back. 

The mastcr at cutting things down gcts rid of words whilc prcscrving thc idea 

(y尸 ) ， while the master of elaboration uscs different language (tz 'u 特 ) 50 that thc 

idea is crystal clcar. But if thc idca disappears whcll the words are cut back， 

then it is dcfìciency of talcnt and not intensivc depth; if thc words are redun

dant whcn the languagc is elaborat叫， it is a jungle and not abundance. 

Some time ago [in the Tsin] there were two literary men of Hsi-ho，  Hsieh 

Ai and Wang Chi. In the opi日iOI1 of [ thcir contemporary] Chang Ch位n， Ai 

was lush， yct 110thing could bc cut out of his work; C祉， on the other hand， 

was tersc ，  but nothing could bc addcd to his work . Writers likc these two may 
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bc dcscribed as well且vcrsed in casting and paring-they are the cognoscenti of  

lushness and terscness .  Lu Chi's talent was supcrior ，  but there was an inordi

nate lushness in his compositions . The thought of his brother， Lu Yün， was 

inferior; but Lu Yün always favored clarity and brevity.  When Lu Yün wrote 

about Lu Chi， he repeatcdly dcplored his brother ' s  exccsscs ;  yet he claimed 

that [in Lu Chi ' s  work] clari ty  and novelty wcre conj oined， and because of 

such conj unction， he rcally could not cOl1sider Lu Chi ' s  excesses a fau1t . This is 

probably nothing morc than a brothcr ' s  propcr show of respcct .  When one 

cuts clothes out of love1y brocade， thcre are s trict mcasures of length . How

ever much onc may de1ight in the brocade ' s  bright colors ， one cannot ，  simply 

for that reason，  double thc [length of ] sleeves and put the collar into dis

order . 1叮f cven such ar吋ttl扣11 wri此山ting l as Lu Chi立i '冶可5J ha沁s pr叩ob訓ler口m臼s wIt出h lus晶hne臼ss丸' 
j 戶us仗t t出hin

Lit甘C凹tur叩c， " it was Lu Chi ' s  opinion that “ thom bushcs and medlars need not 

be cut down" ancl that "ordinary toncs complete the song . " I t  was not that 

his comprehension was unclear; rather it was that hc hacl no hcart to pare 

away lushness . 

Wen -hsin tiao四lung was trapped between two opposing modcs of discourse， 
each of which pulIed Liu Hsieh's exposition in very different directions . The 
first mode， familiar to Western readers， was the attempt to argue a single 
poìntj this required proofs (eìther by logic or authority) and required that 
some alternative be disproved or devalued . 1 60 The second mode was deeply 
ingrained in the antithetical rhetoric that Liu Hsieh employed:  this mode 
was essentially descriptive， either dividing and subdividing each topic into 
component pairs or developing the exposition by serial compensations . 1 6 1  
The impulses to  complementarity and compensation often worked against 
the exclusiveness required in arguing for﹒ a single point . We have seen this 
second mode in a relatively pure form in μThe Poetic Exposition on Litera咀
ture . "  We also note that the position of this chapter， on cutting back and 
restriction， is in some ways a compensation for the opulence implicit in "The 
Affections and Coloration. "  

In the passages above， we can clearly see the clash between these two 
modes of discourse .  111 the opening section of this chapter， Liu Hsieh ar♂}ed 
forcefully against any redundancy: "When the same idea appears twice [in a 
workL it is the webbed toe or extra finger of some truthj identical wording 
and redundant sentences are the tumors and bulbous protrusions of writing. " 
This is an argument for a single position : the most concise writing is the 
best. But the rules of antithetical exposition demand that there be a com
plementary pair of good styles : a lush style and a terse style. Therefore， in the 
first paragraph of the section above， Liu Hsieh is compelled to speak favor
ably of the 1ush style; and he does so in precisely the same terms he had 

previously applied to unnecess且ry excess .  1 62 
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As Liu Hsieh felt the need to describe an antithetical pair of styles， he was 
also aware of the conflict; and， in the next paragraph， he tried to resolve it by 
citing the example of Hsieh Ai-.which was a remarkably obscure example， 
dredged up solely for the sake of Chang Chün's comment. In Hsieh Ai ( or at 
least in Chang Chün's claim about Hsieh Ai ) ，  two values are conjoined : he 
"was lush yet nothing could be cut out of his work . "  In effect， Liu Hsieh has 
escaped the problem by citing an authority， evading the obvious fact that 
"lushness" in this case must mean something rather different from Liu's 
earlier descriptìon of 11 a couplet of sentences . . . elaborated into a whole 
work . "  But the citation of authority allows Liu to return to his primary 
point on the value of concision and roundly to condemn Lu Chi， not only for 
the lushness of his own work， but for apparently licensing looseness in 
"The Poetic Exposition on Literature， " and quoting Lu Chi's own lines 
(11. 1 53 and 2 1 6 )  against him. 

As he often does 在t the end， Liu Hsieh reasserts the organic model， even 
though it does not follow from the preceding argument. The truth of "casting 
and paring" is contained in the metaphor of cutting clothing above， not in the 
closing figure of the living body. 

夫 百 節 成 體 。 共 資 榮 街 O 且主 趣 會 文 O 不 再往 辭 惰 。 若 情 閥 1m 不 繁 。 辭 運 fnï /j艾 滋 。 oIP 夫 銘 裁 O

何 以 行 之 乎 。

A hundred j ointcd segments constitute a body/form (tγ ) ，  and thcy all depend 

on the circulation of bJood and ch γ .  Likcwis缸， thousands of impulses (rh 'ü * )  

conj oin i n  a litcrary work. but nOl1C can depart from languagc and the affec

tions (or "giving linguistic cxpression to the atfections ， " tz 'u 仁ch 'ing 好 ) . Exccpt 

by casting and paring ， how can one make the atfcctÌons complete without 

gettmg ovc←lush， and make thc language function without lctting it  go to 

exccss ?  

篇 章 J"î 騙 。 左 fj 相 傲 。 辭 官IJ 川 流 。 i益 則 汐L 濫 。 權 衡 J員 益 。 斟 酌 濃 淡 051' 繁 剪 穢 o 1也 於 負

擔 O

Supporting Verse 

Eacb work has windows and doors 

That look back and tòrth on one another. 

Thc language is like thc current of a s tream:  

在 it floo啦， it flows over i t s  banks . 

Weigh additions and excisions on the balance; 

Deliberate whethcr it's too densc or too thin . 

Pare away lushnc路， cut down thc‘ wecds 

To lighten the burdcn you carry . 
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CHAPTER 34 

Paragraph and Period (Stanza and Line， ) Chang-chü 草 句

"Paragraph and Period" treats two basic levels of division in both poetry and 
prose， and it contains one of the fullest discussions of the counterpart of 
"sentences" in early Chinese writing. To fully appreciate such a discussion， 
the modern reader must suspend the common assumption that grammar is 
a selιevident descriptive category in all traditions.  Traditional Chinese 
writing on language diHers radically from the grammar-based descriptions 

of language that appeared in the Indian and European traditions .  There was 
no concept of "sentence" in classical Chinese (nor， for that matter， any 

concept of grammar， nouns， verbs， etc' ) i  if we use this term， we use it as an 
anachronistic convenience. 1 63 

A ch ü is a "period" ( as the term is used in the description of prose ) .  Until 
recent times， most Chinese texts were usually given without punctuationi 
and as a reader went through the text， he would add dots ( tien )  to mark oH the 
natural pauses and groupings of words : these are chü， "periods . "  Sometimes 
chü make complete sentencesi sometimes they are merely clausesi  a series of 
descriptive compounds or nouns often constitute a chü in poetic expositions 
and descriptive prosei and chü are also the "lines"  of a poem. Most printed 
texts made divisions of "paragraphs， " chang勢 ， but some did not (early edi
tions of Wen-hsin tiao-lung were not divided into chang* ，  and a comparison 
of modern editions often reveals significant differences in the division of 
paragraphs-although on another level the chapters themselves are chang* ) .  

Learning how t o  punctuate and how t o  recognize paragraphs and the grouping 
of characters in periods was called chang* -ch ü， "paragraphing and making 
periods， " which is the title of this chapter in its pedagogic sense. Chang* -chü 

was the earliest form of studying literary texts， such as the Classics， and it 
remained the most elementary form. In extant writings before Liu Hsieh， the 
term chang* -ch ü  is commonly used in reference to reading and studYi Wen

hsin tiao-lung is the first extant occasion when it is given as a consideration 
III composItlOn. 

Exactly the same terms were applied to the divisions of poet叮: in the 
translation below one could substitute "stanza" for "paragraph， " and "line" or 
"couplet" for "period. "  

夫 設 情 有 宅 。 宣 言 有位 O 宅 情 日 章 。 位言 日 句 。 故 章 者 。 明 也 。 句 者 。 局 也 。 局 言 者 。 聯

字 以 分 疆 。 明 情 者 。 總 義 以 包體 。 區 間表相異 。 而 街 路 交 通 矣 。

In setting forth the affections there are lodgings ; 1 64 in settíng down language， 

there are po叫ions . ] 65 The lodging given to [a particular] affection is known as 

a “unit" (chang 贅 ， “paragraph， " “ stanza， " “ chapter") ; setting the positions of 
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language is known as period-maki時 (chü ) . [Etymologically] chang* means "to 

make clear， " and chü means "to close off. "  In “closing off language， " we link 

words together and define boundaries ; in “making clear the affections ， " we 

gather together some truth (yi可 ) and embrace it in a form (tγ ) . The b ounded 

areas are distinct 企om one another， but highways and roads permit intercourse 

and passage through (t 'ung* ) . 

Liu Hsieh's disq.l.ssion of these two concepts is persuasive in its simplicity 
and probably derives from commonplaces of Classical studies . 1 66 A chü sim
ply gathers a group of words together into one bounded unit， "closed Off" from 
what precedes and what followsj a chü requires simply that these words be 
read together. Since the "grammar" or construction of a passage can change 
significantly depending on how the chü are marked ( radically different read
ings of a passage can be produced by slight shifts in the punctuation dots ) ，  
this is the basic organizational principle : grouping words and separatÍng them 
from other wordS . 1 67 The model here is a division of the text into "contain
ers， " large ones containing small ones . Since chü are often not complete 
predicates and since their meaning is usually determined by the context 
of the rest of the paragraph， they are merely containers of words . I 68 By the 
rhythms they impose on the words they j oin， these μcontainers" produce 
probabilities of relatìon， but they are not in themselves units of meaning. 169 
Chang* ，  on the other hand， are units of meaning， or as Liu Hsieh says， of 
a particular affection， ch 'ing祥 ( recalling that the inteτplay of ch 'ing特 is the 
medium of a literary work ) .  

The way in which chü and chang'持 work together to produce meaning is 
described in terms of roads， movi月 through a series of distinct territories (as  
opposed to a structure of contingent relations ) .  Liu Hsieh had a complex 
vocabulary available to him with which to treat questions such as the rela
tion between language and the psyche or the way in which some primary 
norm unfolds into the particularj here， however， there was no received termi
nology by which he could address complex issues of taxis .  The organization of 
a text is conceived in the most general and indeterminate way， as enabling 
passage ( t 'ung* ) from one "point" to another. Yet it should be pointed out 
that such a structure of highly indeterminate relations is all too appropriate 
for the realities of Chinese taxis (particularly in the prose of this era ) ，  where 
one passes from period to períod without explicit subo吋ínation and often 
without even implicit determÌnate relations ; ìn many ways Liu Hsieh's de
scription is quite accurate: the sense of a passage seems to emerge out of the 
aggregation of many periods. 

夫 人 之 立 吉 o 1:'-1 字 「前J ，'[ 句 O 積 句 而 成 亭 。 積 章 1111 成 篇 。 篇 之 彪 炳 。 軍 無 疵 也 O 章 之 明 驟 。

句 無 J古 也 。 旬 之 清 英 。 字 不 去 也 。 振 木 |訂j 末 從 。 先) -- j前 尚 早 矣 。
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When a person sets down language， 1 70 periods (chü ) are produced out of writ

tcn characters (tzu) ; the accumulation of periods makcs a paragraph (chang * ) ;  

the accumulation o f  paragraphs forms a whole work .  The brilliance of the 

whole work lies in the flawlessness of the paragraphs ; thc luminosity of the 

paragraph rcsidcs in the lack of imperfections in thc pcriods ;  the clarity of the 

pcriods lies in thc lack of falsc肘ss in the words ( tzu ，  thc “characters " ) .  From a 

s tirring of the root ，  thc branch tips follow suit; if onc thing is known， a11 is 

cncompasscd.  

Within this descriptíon of language is a variation on an archaìc structure of 
argument， closely related to traditional cosmogony: one builds from the most 
basic element to the fully elaborated; here the character is the basis， aggregat

ing into units of increasing dimension . The structure of generation is also a 
structure of contingency， in which each prior phase govems the success or 
failure of the phase that follows. In "Nature and Form" we saw a litera的r
pedagogy based on another variation of the same pattern : "When a vessel is 
formed or a co1or is set， 泌 的 hard to alter or reverse Ìt. Thus when a child 
leams to carve， he must first leam dignified Iya 什 construction. Following the 
roots， we reach the leaves; and the revolutions of thoughts achieve a perfect 
circle . "  Success follows from proper beginnings; and it is therefore essential 
to understand where those beginnings are， to identify what is most basic. 

From early descriptions of composing dramatic poetry to the modem iclea 
of an outline， the Western tradition emphasizes moving from the general to 
the detail; we find a similar process advocated in some later works in Chinese 
poetics and elsewhere in Wen-hsin tiao-lung. Here， however， the value of the 
whole is a generated aggregate of true and precise words .  The principle of 
choosing the right word as the basis of good discourse is closely related to the 
hermeneutic tradition surrounding the Spring an d Autumn Annals， in which 
"significance is shown in single wordS . " l 7 1  That same tradition is also the 
beginning of an ideology of syntax as a natural taxis that follows the order of 
perception or the structure of an event . l 72 

夫 裁 文 匠 筆 。 篇 有 小 犬 。 自t 章 合 句 。 調 有 緩 急 。 隨 變 適 會 。 莫 見 定 Jj!i o 句 司 數 字 。 待 相 接

以 為 用 。 章 總 義 。 須 意 窮 而 成 體 。 其 拌 引 情 理 。 送 迎 際 會 。 譬 舞 ，容 迴 環 。 而 有 綴 兆 之

位 。 歌 聲 靡 曼 。 而 有 抗 墜 三三 節 也 。

In litcrary craftsmansh中， works vary in size; in the division of paragraphs and 

the j oining of periods ，  there arc distÌnctions of spced in the melody.  There are 

no prcdetcrmincd standards in following mutations and meeting the right 

occasion. A period governs scvcral words and dcpcnds on their connection for 

its ability to function. A paragraph encompasses a single truth (y i 叮 ; here the 
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concept (yi * )  must be cxhaus t<泣， and thc form， completc . In the way thcy 

draw in the affections and principl亡， mccting cach and sending it off at the 1'ight 

lllome肘， it is likc the ci1'cling movemcnt of danccrs，  each with his or her own 

POSitiOl1 on thc dance platform， or like a singcr' s  voice delicately holding thc 

not白 ， with clear sections of swclling and diminuendo. 

Note how easily Liu Hsieh moves from the relatively wooden model of con
taine1's and territories t1'aversed by ro且也 to the animate model of music， 
based on process 且nd an instinctive sense of subtle changes and transforma
tion. The interest in acting at the right moment is 1'eminiscent of Lu Chi's 
"Poetic Exposition on Literature， " whe1'e the metaphors of the singer and 
dancer also figure prominently. As in that ea1'lie1' work， mastery here is an 
instinctive ability to c叮叮 out a process in time. Like Wheelwright Pien， Liu 
Hsieh cannot say how to do it， nor does he t1'y : all he can say is that it must be 
done "just 80， " responding intuitively to the demands of the moment. 

等 詩 人 擬 的有 。 iRfI' 斷 章 取 義 。 書長 葷 句 在 篇 。 如 繭 之 抽 緒 。 原 始 要 終 。 體 ，[)i、 鱗 次 。 宜生 行 ;三 辭 。

逆 胡 ， tJ 篇 乏 意 。 絕 筆 乏 汗 。 追 胺 前 句 之 旨 。 故 能 外 文 綺 交 。 內 義 脈 注 。 圳 等 相 銜 。 菌， 尾 

體 。

If  we considcr the way in which the pocts of thc Book of Songs madc metaphor

ical refcrcnccs ， evcn though they may somctimes have madc their point (y iη 

in detachcd stanzas， 1 73 s till thc stanzas (chang * )  and Iines ({hü ) in a picce are like 

sílk drawn from a cocoon， starting from the beginning and carrying it  through 

to thc end， 1 74 the form always in layered succession [as with fish s cales J .  Thc 

periods that begin the j ourney anticipatc the concepts (y i 叮 in the middle of the 

composition; the words used at the closc go back to carry through the signi

ficance of thc previous lines . In that way the cxtcrnal pattcrn interconnects like 

lacework， and the inncr truth (yi 都 ) pours through the vcins ， 的 the calyx con自

tains thc flowcr， hcad and tail being one unificd form. 

This is Liu Hsieh's model of structural unity， and it is very much an organic 
model . Compared to the Aristotelian notion of þoetic unity based on the 
mutual necessity of parts， Liu Hsieh stresses a less determinate linearity of 
the text . A stronger difference is Liu Hsieh's stress on intricacy， like the ducts 
and veins of a living thing; and we might note that such an intricate structure 
is spoken of in terms of vessels for thc conc巳pts， yl 弋 to "pour through . "  Unity 
here is very much a unity of movement related to organic life . It is a version 
of the familiar "unity in multiplicity" of 叭Testern aesthetics， but a versÌon 
closest to the organic theories of the Romantics .  From the model of organism 
we move next to social relations as a model of relations between elements of 
a text . 
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若 辭 失 其 朋 。 則 羈 旅 而 無 友 。 事 乖 其 次 。 則 飄 寓 而 不 安 。 是 以 搜 句 忌 於 顛 倒 。 裁 草 貴 於 !順

序 。 斯 固 情 趨 之 指 歸 σ 文 葉 之 |行j 致 也 。

If some period should 105e its 公iends ， it will havc no companions on its j our

ney; the event (shih 叮 will stray from its propcr scqucnce， and it wiU find no 

resting plac亡， drifting and lodging only tcmporarily . 1 75 Thus ，  in seeking lines ， 

onc should rcj ect inversions of thc propcr order; and in cutting paragraphs to 

shap亡， onc should value scqucnce. This is indeed the natural dircction of  the 

impulsc of thc affections (ch ' ing九ch 'ü * ) ， thc sharcd accomplishmcnt of rhymed 

and unrhymed wri ti月 (wen 人p i )

The remaining paragraphs of this chapter， on the qualities of different line 
lengths， different possibilities of rhythm in rhymed periods， and on the use of 
particles， have been omitted . 

斷 :早 有 儉 O 積 tl) 不 '11'[ 0 J望 望寄 自己 主 。 辭 忌 失 間 。 環 情 節 調 。 宛 輔 相 騰 。 離 合 同 異 。 L:J， 盡 厥

白色 。

Supporting Verse 

There are standards in dividing paragraphs， 

But 110 constants in combining lines . 

The principle depends on matching the domil1ant [concept] ; 

A void letting language lose its companions . 

Let the affections revolve in time with the melody，  

Rolling around， each mounting up bcyond the othcrs . 

Dividing and j oining bkenesscs and differenc凹，

Thus you will do a11  possiblc in this [CI附

CHλPTER 35 

Parallel Phrasíng， Li-tz ' u 麗 辭

造 化 賦 彤 。 女 體 必 雙 。 神 理 :/;0 肘 。 事 不 孤 立 。 去 心 生 女; 辭 。 j單 裁 百 慮 。 高 下 相 2頁 。 自 然、 成

‘ 針 。

Whcn Creation ( Tsao信仰♂) unιlrlcd the shapes (如in，ç; * ) [of things ] ，  the limbs 

of a11 bodies (t叮叮 wcre in pairs . In thc fimctioning of spirit ' s  principle (shen 九

l i汁 ， no cvent (sh ih * )  occurs a10nc. And whcn mind generated literary language 

(well 九tz 'u * ) ， giving thought to al l  manner of concerns and cutting them to 

pattern ，  by Nature ( Tz肘;an * )  parallehsm was formed， just  as [the concepts 

of] high and low are necessary to onc anothcr 
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In this chapter's opening paragraph， literary parallelism is justified on the 
analogy of the bilateral symmetry of nature . In lines 1 43- 1 50 of "The Poetic 
Exposition on Literature， " Lu Chi conceived the isolation of an element in a 
literary work as a problem. Liu Hsieh treats the issue as a positive principle : 
words and references ( shih * ，  "events吋 require counterparts! like the mutual
ly supporting limbs of a living organism. The model of the mutual necessity 
of "high" and "low" is of particular importance: a line in parallel constructÍon 
takes on value and significance in relation to its companion line in the same 
way that relative qualities define one another. The rest of the chapter takes 
up classifications of parallelismi these classifications are relatively crude 
when compared to the classificatory systems for parallelism in the following 
centunes圖

CHAPTER 36 

Comparíson and ιljJectíve Image， Pi 九hsing 特 比 興

恥10st of the theoretical chapters of Wβ且-hsin tiao-lung address questions of 
both poetry and pros巴. In discussi月 comparison (pi叮 and aHective image 
(hsing可 Liu Hsieh enters the exclusive realm of poetry in its lineage from 
the Book 01 Songs and draws heavily on the tradition of exegesis of that 
Classic . 1 76 His focus of interest in questions of "metaphor" ( stretching the 
term even beyond the latitude of its modern usage ) is subtly different from 
the concerns of Western theory of metaphor: for Liu Hsieh aHective image is 
"concealed" from rational understanding， and it is this that radically sepa
rates it from comparison. Because the mechanism by which aHective image 
functions is latent (yin )， its operations are interior (nei )  and thus it works on 
the affections ( ch 'ing* ) directly， unmediated by the understanding. 

� J 文 宏 奧 。 句 報 六 義 。 毛 公 述 縛 。 ð蜀 標 與 髓 。 豈 丹、 以 )成 過 Ifl) 賦 同 。 比 顯 Iffi 興 隱 哉 。 故 土仁

者 。 附 也 。 興 者 。 趣 也 。 附 J'il! 者 切 類 以 指 事 。 起 情 ?可 依 微 以 做 l.f義 。 起 情 故 興 將 以 立 。 附 I型

故 比 例 以 生 。 此 則 畜 憤 以 斥 泣 。 興 則 環 譬 以 記 諷 。 蓋 隨 時 之 義 不 -- - 0 故 "寺 人 r主 志 令 : 也 。

Thc Book of Song5 has breadth and profundity， and within it arc containcd thc 

Six Principlcs . Yet in Mao 's  commentary ， the only notice is givcn to the form 

(圳特 ) of affectivc image (hsi愕 耨叮)μ 1 77 T吋his is su盯rcly b亡ca剖1肘c Fe叫11，� ' fan “Air"] l 
C∞omr口rn叫unlcαat仗es (欣t 'u圳H則Ig *特叮)川i扛μcl扯ca盯rly吋] and cx 

(pi 特叮) is ovcrt叭 ; only hSÎ η叉f特 is covcrt (or “ latcnt ， " y in) . J 78 Pi 著 is based on con

tiguity; hsing 特 rouscs . That which has contiguity in some principle ( l i叮 cleavcs

to somc shared category (leí ) and thereby indicates somc matter (slúh * ) .  On 

thc othcr hand， that which rouscs the a長ctions depends on something subtle 

for the sake of rcflcctivc consideration .  Thc affcctions are rouscd， and thus the 

normative form of hsing *  is establishcd. When thcrc is contiguity in somc 

principle ，  a11 exemplary case of p i 特 立ppears . 1 11 p i 特 the accumulatio11 of strong 

256 Chapter Five 



feeling is expressed in a verbal complaint .  In hsíng*  there Ìs a circling 

comparison1 79 to record their criticisms (feng) . This is probably because the 

conditions of the times were different ，  and thus thc intent (chíh 秘 ) of the poets 

of the Book 01 Songs took two forms 

The terms pi 特 and hsing勢 cannot be separated from their provenance in the 
tradition of interpretation of the Book of Songs， and their usage there must be 
assumed to be paradigmatic for the historical development of the two terms. 
Because the poems of the Feng* section of the Book of Songs were often taken 
as criticism of government， the swerve from direct language (fu )  that occurs 
in both pi* and hsing耨 was taken as a response to social threat .  Pi * belonged 
to safer timeSj the more covert form of hsing祥 was necessaηT when complaint 
could not be more openly expressed. Liu Hsieh is not suggesting that these 
original social circumstances will necessarily stand behind al l  subsequent 
uses of pi靜 and hsing* j rather he is simply explaining the historical motiva咱
tions that generated the two different modes . 

Liu Hsieh begins with a standard question in the exegesis of the Book of 

Songs : why does the Mao commentary note only hsing誓 To provide the 
answer， Liu lists the first four of the μSix Principles" in their traditional se
quence of feng* ，  f口， pi 弋 hsing器 (ya * and sung are unproblematic and do not 
need to be mentioned) and shows that of these only hsing聲 is latent (yin ) and 
hence in need of the commentator's explicit attention. 

The set of distinctions made between pi 勞 and hsing* is remarkably cryp
tic， and 1 have tried to translate it as μliterally" as possible. Pi 耨 and hsing勞 are
differentiated on essentially two grounds : the distinction between overt and 
covert， and the distinction between natural principle (1i叮 and the affections 
( ch 'ing* ) .  Modem Western literary thought， with its stress on metaphor and 
substitution tropes， will have difficulty herej it is essential to note that be
cause the Chinese tradition had largely abandoned a theory of signs in favor a 

notion of language that incorporated motive， circumstance， and state of 
mind， the tradition did not develop a theory of tropes and figures. In Western 
terms pi 普 is a trope， but hsing勢 is notj that is， pi 特 uses one word to "refer" to 

something elsej hsing勢 uses words to stir a certain response .  The grounds of 
comparison in a pi* are based on common "principle" (li叮 and shared cate
gory (1ei )， the tertium a1iquid of Western theory of metaphor. Hsing勢 ， on the 

other hand， is based on association， which occurs within mind rather than in 

the world， and thus it is covert . The statement that "pi 普 is contiguity" is  

based on the etymological interpretation of the wordi and its  implication 

here is t 
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thought lies outside the scope of Western theory of metaphor:  hsing*  is not 
how a word is "carried over" from its "proper" sense to a new one， but rather 
how the presentation of some phenomenon (wu 叮 in words is mysteriously 
able to "stir" (hsing* )  a response or evoke a mood. Such a response， as it 
occurs， is pr盯eHective and hidden from the underst且nding. In amplifying the 
notion of hsing勢 ， Liu Hsieh does speak of it as lIa circling comparison"j but 
this is a remarkably cryptic phrase which， if nothing else， suggests a swerve 
that keeps the relation covert . 1 8。 此10st classical explanations of hsing著 prefer
terms like t 'o 託， "to entrust" one's feelings to some objectj being replete 
with the writer's feelings， the object reveals them when touched on in 
reading. 1 8 1  The other term used by exegetes of hsing科 is yü 喻 ( or 論 )， IIto have 
an intended point. "  Liu Hsieh uses both of these terms in his discussion of 
hsing* in the following passage . Stress should be placed on the covertness of 
hsing'評 ， the quality that makes ìt appropriate for strong feelings that must be 
kept hidden. 

觀 夫 與 之 託 論 。 婉 而 成 章 。 稱 名 也 小 。 取 類 也 大 O 關 雖 有 別 。 故 后 妃 方 德 O 尸 鳩 貞 � 0 故

夫 人 象 義 。 義 取 其 貞 。 無 從 于 夷 禽 。 德 貨 茲 別 。 不 嫌 於 章是 為 。 明 rfJj 未 融 。 故 發 注 而 俊 兒

也 。

When wc consider the intended points lodgcd ( t 'o司yü ) in hs ing\ thc work is 

completcd by subtle indirectncss . 1 82 “The words it uses are small， but their 

implications by catcgorical analogy are largc. " 1 83 “Kuan sing the ospreys鬥

makcs a distinction [betwecn the sexes] ，  and thus the Queen Consort is com

pared [to those birds] in virtue (té* ) ;  thc dove is pure and true， thus the lady is 

likened to it in righteous日ess (y i * ) . 1 84 In the latter casc，  thc principle (y i吋 is to 

be found only in the dove ' s  purity; do not pursue [ the connection between the 

dove and the lady] as if it were an ordinary bird.  In the fonner ca仗， the virtue 

that is valued is distinction;  do not disapprove of thc osprey becausc it is a bird 

of prey. “It  is getting brighter but not yet full sun Iight" :  1 85 thus they can be 

visible only after commentary has been given血

Liu Hsieh is put in difficulty because he is trying to make explicit a mode 
that is， by his own definition， implicit .  Being explicit and "logical， " he is 
compelled to use the inappropriat亡 language of comparison here to describe 
the operations of hsing* . And we can see him tripping over hís own feet as he 
struggles to be explicit about the different operations of the explicit and im
plicit modes .  His purpose is to prevent the reader from making a substantial 
comparison in reading hsing* : "do not pursue [the connection between the 
dove and the lady] as if it were an ordinary bird . "  Comparison (pi 叮 is to be 
understood by reflectionj hsing* i日 to be understood immediately. But be-
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cause immediate understanding may become a problem in later ages， com咱
mentary is necessary. The paragraph is given to avert the danger of conflating 
the two modes， of reading hsing* as if it were pi 特 . The Queen Consort is not 
l1ike" an ospreYi the osprey evokes a qua1ity of relations between mates that 
informs the way we read about the Consort. 

且一 (OJ 譯j 為 此 。 畫室 寫 物 以 附 ;膏、 O 颺 古 以、 切 事 者 也 。 故 金 錫 以 I喻 I判 德 。 H J:車 上j、 譬 秀 Ji'; o 顧盼 以

類 教 誨 。 蚓 惜 以 寫 號 i呼 。 草草 1'< 以 擬 心 憂 。 席 卷 以 方 志 自 O 凡 斯 切 象 。 皆 比 義 也 。 否 於 臟 衣

如 雪 。 兩 穆 如 舞 。 若 斯 之 類 。 皆 此 類 者 也 。

雙 襄 信 議 。 !而 三 間 忠、 烈 。 依 �# 製 騷 。 諷 兼 此 興 。 炎 j建 雖 盛 。 而 辭 人 夸 蹤 。 諸 如j 道 喪 。

故 與 義 銷 亡 。 於 是 賦 頌 先 鳴 。 比 體 雲 構 。 紛 征 雜 迷 。 倍 舊 輩 矣 。

What then is p í門 It is to describe a thi月 (t川 * ) in such a way as to attach (戶，

“be contiguous")  a concept (y í叮 to 此， to let 0肘's words sweep forth so as to 

cleave to some matter (sh íh 著 ) . Thus gold and tin refer to illustrious virtue; j ade 

tablets are used as comparisons with an outstanding person;  the caterpillar of  

the moth i s  1ikened to the process of education; cicadas describe a l o t  of noise ;  

washed robes imitate a melancholy in the heart; a mat rolled up is a simile for 

fìrmness of intent :  in a11 these cases [ the situation] cleaves to the image 

(hsiang * ) ，  and every one has the principle ( y尸 ) of  p i *  . 1 86 Lines like “Robes of 

hemp like the snow" or “The two trace horses seem to dance" are a11 p i *  . 1 87 

King Hsiang of Ch'u trusted slanderers ， yet Ch‘ü Yüan was fìercely loyal 

[even though banished by the king] . Ch 'ü Y üan constructed his Li Sao along 

the lines of the Book of Son，Rs; and in his indirect criticism (j叩!g) ， he combines 

both p i 耨 and hsing* . When the Han was in the heights of its glory， the rhetors 

were servile;  the Way of criticism we fìnd in the Songs perished， and as a result 

the principle of hsing *  was lost. Then poetic expositions (ju) and odes (sung) 

had primacy， and the form of p i *  cOl1structed profuse and disorderly cloud

shapes，  turning their back 011 the former statutes . 

Because the same word is used， most critics fi1iated the "poetic expositions" 
( fu )  of the Han court writers to the principle of direct exposition ( fu )  i n  the 
"Six Principles" of the Book 01 Songs. Liu Hsieh did so himself in an earlier 
chapter on the poetic exposition. In this chapter， however， only pi * and 
hsing特 are under direct consideration， so that he reclassifies the poetic ex且
position under the comparatively overt mode， the "form of pi * " (pi叮γ ) .
Since he considers pi 特 as inferior to hsing弋 Liu Hsieh uses the reclassifica
tion to express his sense of the devolution of Han literature from the heights 
of the Book 01 Songs and the Li Sao. The servi1ity of the Han court writers 
makes hsing* impossible because hsing特 ， as a mode of criticism， would effec

tively touch the interior of the ruler， as well as coming from the interior， the 
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genuine feelings， of the writer. Yet another motive for Liu Hsieh's reclassi回
fication may have been the tendency to read many Han poetic expositions as 
figural; thus "unfigured exposition， " the meani月 of the term fu when applied 
to the Book of Songs， was inappropriate 

夫 比 之 為 義 。 取 類 不 常 。 或 i喻 於 聲 。 或 方 於 貌 。 或 擬 於 心 O 或 譬 於 事 。 宋 玉 高 唐 云 O 纖 條

悲 鳴 O 聲 似 竿 緒 。 此 比 聲 之 類 也 。 攸 乘 蒐 闊 云 。 還是 這是 紛 紛 。 若 塵 埃 芝 間 白 雲 。 此 則 比 貌 之

類 也 。 質 生鵬 賦 云 。 禍 之 與 福 。 和I 異 最L 線 。 此 以 物 上七 理 者 也 。 王 袋 洞 簫云 。 優 柔 過 潤 。 如1

慈 父 乏 畜 子 也 。 dt 以 聲 比 心 者 也 。 馬 融 長 筒 云 。 繁 耨 絡 繹 。 范 禁 之 說 也 。 此 以 響 士t 辯 者

也 。 張 君主I 南 都 云 。 起 鄭 錄 。 璽 曳 曳 緒 。 此 以 容 比 物 者 也 。 若 斯 之 類 。 辭 賦 所 先 O 日 用 于

此 0 月 忘 乎 興 。 習 小 問 :眾 大 。 所 以 文 譜i 於 闖 入 也 O

The principle (抖著 ) ofp 尸 has no constant in thc way it makcs categorical anal

ogies (lei * ) .  Comparisons may be madc by sound， by appearance ， b y  [state 

of] mind (hsil1 * ) ，  or by event (sh ih * ) .  A comparison by category of sound 

can be seen in Sung Yü's “Poetic Exposition on Kao-t‘ ang刊 ﹒

The thin twigs sing sadly， 

Thcir sound like pipes and ocarinas . 

A comparison by catcgorics of  appearance can be secn in Mci  Sheng ' s “ Rabbit 

Garden" :  

Fleeting and in profusion， 

[The birds 1 are like dust among the white clouds . 

A comparison of things to principlcs ( l i叮 can be seen in Chia Yi ' s “The Owl " :  

How different from the  twining of a cord 

Is good fortun亡
，
s relatioll to il1 fortune 

S ound is compared to [a s tatc of 1  mind in Wang P鉤'5 “Transverse Flutc" [in 

wbicb the music is described as 1 :  

Gentle and full o f  kindliness 

Like a fathcr caring for a son.  

Resonance is compared to good argument in Ma Jung ' s “The Long Flutc" :  

Opule叫 and continuou日 [music1 : 

The oratory of Fan [Chü ] and Ts'ai [TseJ . 

Manncr is comparcd to a thing in Chang HCl嗯's " Sol1thern Capita]" :  
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Cases like this are foremost  in poetic expositions . But continual use of p尸 led

to a forgetfulness of hsi旬* ; and habitual practice (hsí) of the lesser along with 

rej ection of the greater makes their writing inferior to that of  the Chou. 

Note that Liu Hsieh first gives examples of similes， using a range of the many 
Chinese terms of similitude. At the end， he gives two metaphors， neither 
using the term of similitude ( "like" )  but both close to simile in their immedi
ate juxtaposition with their referents. 

A subtle transformation has taken place here . Despite the fact that some 
of the most famous examples of hsing勢 were supposed to be from society in 
its perfection ( the first poem of the Book of SongsL Liu Hsieh accepts the 
conventional association of hsing耨 with indirect criticism (feng 諷 ) : its hid
denness follows from the repression of pain and indignation that implies a 
也reat in the external world ( as the "Great Preface" says of feng* ， "the one 
who speaks it has no culpabili叮叮. In purely literary terms， however， hsing靜

的 considered the more effective and "greater" mode.  The writers of poetic 
expositions "rejected the greater" mode (hsing幣 ) and thus ended up producing 
works that were inferior to the Book of Songs . But in the age of the Book of 

Songs， the decision between pi 耨 and hsing特 came "probably because the con
ditions of the times were different， and thus the intent of the poets . . . took 
two forms . "  The Han writers of poetic expositions chose pi 斜 because of 
"habitual practice" (hsi )一theirs was a decision made on literary grounds 
and the conventions of contemporary literary practice. Here we find the be

ginnings of a distinction between the age of the Classics， when literature 
and society were a seamless unity， and a later age of literary history， gov
erned by "habitual practice" and conscious decision . 1 8 8  

至 於 揚 班 乏 倫 O 曹 劉 以 下 。 l菌 狀 山 川 。 影 寫 雲 物 O 莫 不 纖 綜 比 義 。 以 敷 其 輩 。 驚 聽、 四 稅 。

資 此 刻 績 O 又 安 仁 螢 賦 云 流 金 在 沙 。 季 !奮 雜 詩 云 青 條 主? 總 翠 。 皆 其 義 者 也 。 故 此 類 雖 繁 。

以 切 至 為 貴 O 若 刻 鵲 類 驚 。 則 無 所 取 焉 。

就rhen we rcach writcrs 1ike Yang Hsiung and Pang Ku， and all those since 

Ts 'ao Chih and Liu Chen， they dcpicted the mountains and streams ， perfectly 

delineated clouds and crcatures ; we find that every one wove the principle of  

p i 特 into his works in  order to  display the splendor of those things ， startling the 

ears and dazzling the eyes ; they depcndcd on this for their succes s .  We see this 

principlc in P‘an Yüeh's “Fireflies "  : 

Drifting gold upon thc sands 

or  in Chang Han ' s “Unclassified Poem" :  

Grecn branches likc masscd kingfisher feathers 
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Though the category of p í 特 is rich and various ，  perfect likencss  is what is 

valued . If a person carves a snow goosc in the resemblance of a duck， there is 

nothing to be gained from it .  

詩 人 士t 興 υ 觸 物 園 覽 。 物 置在 胡 越 。 合 則 肝 膽 。 擬 容 取 心 。 斷 辭 必 敢 o j贊 雜 詠 歌 。 由f] 川 之

澳 。

Supporting Verse 

The p尸 and hsing 持 of thc poets of the Songs 

Observed perfectly whatcver they encountered . 

Though things were as [ar apart as Hu [in thc north I and Y üch [in the 

south ] ，  

When put together， they wcre as liver and gall. 

To imitate appearancc and get the heart 

Decisive words must be used with daring 

Then gathered into poetry and song， 

They will swccp along like a stream. 

CHAPTER 40 

Latent and Out-Standing， Yin-hsiu 隱 秀

A l  though an opposi tion between μlatent" (yin 隱 ) and "salient" o r  "out
standing" (hsil1 秀 ) had precedent in the century preceding Wen-hsin tiao-

111ng， Liu Hsieh's application of these concepts to literature was entirely his 
own. Because the concept of latency (yin ) treats the question of subtext 
whether we understand subtext as "meaning" in the Western sense or the 
Chinese notion of "reserve， " h an-hsü 含蓄 -this is a very important chap
ter. Unfortunately it is also fragmentary， with a major lacuna right at the 
point where the suggestive remarks of the opening would normally be 
developed. 1 R9 

The privilege accorded to depth in the tradition of Western literary 
thought would demand that an antithetical term such as hsi日， the "out
standing， " be devalued as superficial . But the conceptual ( or emotional )  depth 
of "latency" is 110t given here as an independent valuei rather， it requires the 
"out-standing" as an opposite or complementary virtue. J 90 The "out
standing" is a positive quality without depth : its effect is immediate and 
"striking. !! 

夫 心 術 乏 動 遠 矣 。 女 情 之 變 深 矣 。 1亨、 奧 i兩 派 生 。 根 星星 而i 組 峻 。 是 以 x 之 勢; 殼 。 11 秀 有 隱 。

隱 也 者 。 文 外 之 重 旨 者 也 。 秀 也 有 。 篇 巾 之 獨 J友 告 也 。 隱 L:J、 複 :亨、 為 工 。 秀 以 卓 絕 為 Jlj 0 斯

乃 舊 章 之 懿 績 。 才 情 之 寫 會 也 。
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The ways of mind go far indeed; and the mutations of the a飪ctions in litera

ture go dcep . Whcn the source is profound， branching streams grow from it; 

when the root flourish肘 ， the ear of grain s tands lofty . 1 9 1  Thus ，  in  the bright 

flowering of  literatu間， thcre are latent elements (yir/) and elements that stand 

out (hsiu) . The latent is the laycred signifìcancc that lies beyond the text (wen 叮 ;

thc out-standing i s  that which riscs u p  uniquely within the piece . The latent is 

fully accomplished in complex and multiple concepts .  The out-standing shows 

its craft in preeminent superiority. These are the splendid achievements of old 

works， an excellent conj unction of talent and the affections . 

As is often the case in Liu Hsieh's writing， the relation between antithetical 
complements is remarkably indeterrninate : we are never quite sure whether 
yin and hsiu represent two different kinds of writing in two different kinds of 
texts or two distinct aspects of the same text that are necessary to one 
another ( and if the latter， we are unsure whether they appear sirnultaneously 
or sequentially) .  At rnornents Liu Hsieh clearly seerns to have two different 
kinds of writing in rnind， but the opening passage strongly suggests an 
organic relation between the two terrns， suggesting their presence together 
in the sarne text : the deep root produces the out-standing flower， and the 
out-standing flower is the evidence of a deep root . 

The notion of "layered significance" ( ch 'zmg-ch的 ) rnerits sorne cornrnent.  
The terrn chih here， translated as "significance， " cuts across a nurnber of 
English concepts : it is often the "airns" or "intended rneaning" in a text， but 
in the restricted sense of the values held by the writer which are irnparted 1n 
the text. Chih is often associated with "distance， " and is often less the 
irnrnediate irnpression of a text than its ultirnate "irnport . "  Hence it is the 
appropriate terrn for subtext. 

Equally irnportant in the concept of the latent are the notions of "layer-
1月" ( ch 'ung) and of "beyond the text" ( wen 弋wai ) . "Layeri時" suggests not 
only rnultiplicity but also being covered over. The sarne arnbiguity exists in 
the ornarnental variation later in the paragraph， "cornplex and rnultiple con
cepts" (fu-yi 叮 . We are uncertain whether Liu Hsieh is suggesting that there is 
a single intended rneaning that is beneath the surface ( as one rnight presurne 
in the interpretation of Classics such as the Book of Songs ) or that the text 
is genuinely polysernous ( as would follow frorn the rnodel of the Book of 

Changes invoked in the next paragraph) .  
The phrase "beyond the text" 的 the ancestor o f  a set o f  irnportant "beyond 

X" constrctions in later literary thought :  "beyond words" (yen -wai 言 外 ) and 
"beyond irnages" (hsiang* -wai 象 外 ) . These "beyond" terrns are strongly 
associated with the later notion of "reserve" (han -hsü 含 蓄 )， a plenitude of 
intended rneaning or feeling that is voluntarily or involuntarily withheld 
frorn the surface of the text， but whose pressures are irnp1icit within the sur
face of the text . A genuine fragrnent of the rnissing part of this chapter was 
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preserved in the twelfth-century Sui -han -t 'ang shih -hua 歲寒堂詩話 by Chang 
Hsieh 張戒 this passage is even closer to the notion of "reserve" that de
veloped in the Late T'ang and Sung : "The latent is present when the affec
tions ( ch 'ing* ) lie beyond the wording; the out-standing is present when the 
manner wells up before one's eyes . " l92 Thus the "latent" element， defined as 
being "beyond" the text， is variously given as "significance" ( chih ) ，  "feeling" 
( ch 'ing* )， and in the following section， "a truth" (yi * ) .  In the later transforma
tions of a reserve that is "beyond the text， " an organic model is usually not 
implicit; but in Liu Hsieh's formulation here， the organic model is impor
tant : not only are these qualities invisible on the surface of the text， they are 
the root from which the text grows.  The μout-standing" is the opposite but 
related virtue， somethi月 that is not at all hidden but rather strikes the reader 
immediately. 1 93 

夫 隱 之 為 體 。 義 主 文 外 。 秘、 響 傍 通 。 伏 采 潛 發 。 譬 交 象 之 變 互 體 。 川 潰 之 報 珠 玉 也 。 故 互

體 變 交 。 而 化成 四 象 。 珠 三卡: 潛 水 。 而 j關 表 方 園 。

就rhen the latent is a normative form ( tγ)  [in itself ] ，  a truth (y i吋 is dominant 

bcyond the text (wcn 特 wai ) ; mysterious resonances get through (t 'unJ?叮 a11

around ，  and hidden coloration (打 'ú i叮 emerges 位�om the sunkenncss . Onc may 

compare it to the way in which the lines and imagcs in a hexagram mutatc to 

form anothcr hcxagram， or how rivers may contain pearls and j adc .  Thus 

when thc individual lincs mutate in the form of a hcxagram ，  they transform 

Ìnto the Four Imagcs fthe four componcnt digrams ] .  Pearls or j ade sunken 

under thc watcr will form round or square ripples . 

The primary difference between the opening line here and the formulation in 
the preceding paragraph lies in the notion of "being a normative form in it白
self. " It seems that the latent may be an aspect of any text， or it may be the 
"dominant" ( chu )  mode of one particular text . The presence of the latent is 
signaled by indirect evidenc巴 "resonances" and "hidden coloration. "  The 
analogical model by which one can divine the source of these "resonances" is 
remarkable: the hermeneutics of the hexagrams of the Book of Changes. 

The comparison of the operation of the "latent" mode to the transforma
tions of the hexagrams was unique to Liu Hsieh and perhaps the most sugges
tive model for liter且ry meaning in all Wen-hsin tiao-lung. This model would 
have provided a w且Y to understand the operations of significance in a literary 
text apart from the state of mind of its author; but it was perhaps just such a 
dissociation of meaning from circumstance that kept the model from being 
developed later in the tradition. 

The theory of the operation of the hexagrams in the Book of Changes is 
t且r too complicated to describe in detail here . Stated simply， a hexagram is 
the schematization of a phase of change based on the interpretation of six 
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broken and unbroken lines， read from bottom to top. The nature of the hexa
gram is determined by the active interpenetration of two trigrams .  Such 
interpenetration produces crucial lines that govern the transformation of one 
hexagram out of or into another ( either the next hexagram in the sequence or 
an opposite or complementary one elsewhere in the sequence of the sixty
four hexagrams) .  Thus， not only is eve叮 hexagram a phase of change in its 
own right， that phase is schematically articulated by a relation to a complex 
set of antithetical， complementary， precede肘， and succedent phases .  Liu 
Hsieh here uses the technical terms for two of these sets of "transform仕
tions" :  the "mutation of the image" (pien * -hsiang* )  and the "alternation of 
form (hu-t 'i 叮

Liu Hsieh clearly intended the application o f  such a model t o  "latent 
significance" only in a general way. It suggests that the surface of the text 
imp1ies latent significance in the same way that one hexagram implicates 
another hexagram in a transformative relation. Thus， when we see the sur
face， we think of the latent state that produced the surface or to which the 
surface will inevitably lead through some orderly change. Thus the text signi句
fies not by representation but by implicating a prior， future， antíthetical， or 
comp1ementary condition. In the same w呵， the fo1k1oristic belíef in pearls or 
jade producing different kinds of ripples ( often described as wen 勢 ) on the sur
face of the water is another way in which the latent become manifest on the 
surface . The major 1acuna in the text occurs at this point. 1 have a1so omitted 
one authentic passage that goes wíth the 10st section 

凡 文 集 勝 篇 。 不起 十 一 。 篇 章 秀 句 。 裁 可 百二 。 並 思 合 而j 自 逢 O 非 研 慮 之 所 求 也 。

Excellent works usually do not makc up evcn a tcnth of a literary collection; 

and within a work， thc out-standing lines arc scarcely two in a hundred.  1n 

both cases [whole works and out-standi阿 拉ne斗 ， we happcn on thcm by a 

peculiar conjunction of thought; thcy are not to be sought by s tudious ref1ec

tlOn .  

"Latency" could be a property of an entire text or of a particular passage with
in a text， but the "out吼叫ding" is very much a momentary effect that occurs 
in single lines or passages.  As such， it bears some simi1arity to the "riding 
crop" described in "The Poetic Expositíon on Literature， " lines 1 23- 132. 

An important point about literary value flies past here， scarce1y noticed : 
the acknow1edgment that excellence is accidental ( although Liu Hsieh would 
surely insist that much learning and skill are the necessary preconditíons for 
having such happy accidents ) .  Although he does so less often than Lu Chi， 

Liu Hsieh sometímes admits the limits of conscious effort in compositíon. 
But in the paragraph that follows， Liu sees what Lu Chi could not see: that 
conscious effort to achieve these two kinds of excellence-the latent and the 
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out-standing-can produce grotesque counterparts in which each particular 
quality's virtues become vices .  What separates the genuine forms of latent 
and out-st且nding from their flawed counterparts is precisely the fact that they 
are given "naturally" ( tzu-jan " )  and are not within the scope of human effort. 

或 有 梅 塞 為 潔 。 雖 奧 非 隱 。 阿拉 削 取 巧 。 雖 美 才1: 秀 矣 。 故 自 然 會 妙 O 譬 3'1 木 之 耀 英 守主 ο 潤 色

取 美 。 譬 約 而 之 染 ;j亡 綠 。 朱 綠 坪 繪 。 深 |的 繁 鮮 。 英 華 i嘿 樹 。 淺 的d 在 憬 。 子早 句 所 以 照 丈 苑 。

蓋 以 此 也 。

Somctímcs merc obscurity and concealmcnt are considcrcd to be depth; 

though thcrc may bc somc quality of mystcrious profundi句， it is not “ thc 

latc肘 . " Or intricatc craftsmanship may aim at the artful; though it is love旬， lt

is not “thc out-standing 鬥 Only Nature ( Tzu:iar 戶 ) can bring togethcr thcse 

subtlcties (m iao 汁 ， like plants and trecs that arc splendid in theÌr flowerÌng .  A 

beauty obtaincd by added colors is Iike dying plain silk rcd and grccn . Thc silk 

dyed red and green is deeply colored， rich， and fresh. But thc flowcrs that 

gleam on thc trees have a shallow color， yet a glorious onc-this is the way an 

out-standing line shines in the garden of letters . 

Several central concerns in later literary thought are adumbrated in this chap
ter. Although the notion of significance or affections "beyond the words" 
may be the most important of these， the inobtrusive images of this closing 
passage are also significant . The praise of the natural and μshallow" color 
goes against our expectations developed in the earlier parts of the chapter: we 
would have expected thc "out-standing" to dazzle us. But what is too brilliant 
is garish and cloys; the less extreme form strìkes us more strongly. This is an 
important transformation of the acsthetics of incompletion and reserve that 
can be traced back to the "Record of Music" ( see p. 53 ) .  In the oxymoronic 
gleaming paleness of the flowers， the distinction between the "latent" and 
the "out引anding" b1urs somewhat; now in both modes something is 
withheld from the surface ( though in the case of the "out母tanding" it is not 
"something else" concealed but a degree of intensity of an overt quality) .  
Such restraint， and its association with the natural， bccame a common theme 
in later aesthetics， particularly in Ssu-k'ung T'u's "Twenty-Four Cate 
gories of Poetry" ( see especially the discussion of "Intricate Beauty， " ch 'i -li， 
pp . 32 1 -323 ) .  

深 艾 穩 蔚 o 餘 味 卅1 包 。 辭 生 母 體 。 有 似 變 交 。 言 之 秀 矣 。 萬 慮 一 交 υ 動 ，心 驚 月: 。 逸 繹 笙

絕 。

Supporting Verse 

Dcep writing ha污 latcnt richncss ，  
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Lingering flavor folded minutcly within . 

The words give risc to a change in form [as in a hexagran斗 ，

Something like the mutation of [ a hexagram'  s] lincs . 

When language is out-standing，  

All  reflections j oin as one，  

S tirring the mind， s tartling the car， 

Like the lofty resonance of a sheng or pao [two musical instrumcnts] . 

CHAPTER 43 

Fluency and Coherence， Fu-hui 附會

"Fluency and Coherence" treats 巴ssentially the same issues a s  "Paragraph 

and Period川 organization and linear unity within the text . Since it does not 
need to address the question of the "divisions" of a text， however， it amplifies 
the question of unity more fully. An argument might be made that less full
ness would have been preferable : Liu Hsieh gives us a wide array of incom
mensurate metaphors and models， each of which casts the question of unity 
in a slightly different perspective. 

Fu is the term translated rather freely as "fluency. "  Fu is literally "adher
ence， " the sequential contiguity that gives the text linear unity. That easy， 
unbroken movement is close to the English "fluency";  and when a text is not 
"choppy， " we say it "flows . "  Hui is the paired term， an overall "coherence. "  
Since later in the chapter Liu Hsieh speaks of "making the words flow (如 ) and
the truths cohere (bui )， " commentators have usually interpreted fu and bui as 
an opposition between unity of language and conceptual unity. l 94 This is not 
impossible， but there are other passages in the chapter that would argue 
against it. 1 would prefer to stress a more fundamental opposition between fu 

and bui: fu is linear unity realized in process， while bui is the unity of the 
piece grasped as a whole. It seems that one could have "fluency" without 
"coherence， " and "coherence" without "fluency. "  

何 謂 附 會 。 謂 總 文 理 。 統首尾 。 定與 奪 。 合 涯 際 。 彌綸 一 篇 。 使 雜 而 不 越 者 也 。 若築 室 之

須基構 。 裁衣之待縫緝矣 。

What is meant by fluency and coherence?-to bring together the principles of a 

literary work， to unite the beginning and the cnd， to determine what is to be 

added and what excluded， to havc concord between the boundaries ， 1 95 to fill 

out and organize the whole piece so  that it will be varied without transgressing 

[ the limits of  variety into confusion] . I t  is like the necessary laying of  the 

foundation and bui1ding the frame in constructing a house， or  likc the way in 

which making clothes depends on sewing and finc s titching.  
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The “principles of a literary work" (wen 人li 勢 ) may refer either to the essen
tially literary principles of composition or to the principles of the outer 
world that appear immanent in the work. Compounds such as wen-li * help 
to blur any distinctions we might want to make between the two : the li 斜 that
shapes a literary work is tacitly identified with the li 特 that works in the 
extemal world. 

The opening models of building and sewing suggest that organization is 

done to some prior blueprint or plan， which the writer then executes .  This 

plan gives "foundation and frame叮 and as the writer fills in the spaces， all the 

seams meet perfectly. It is a deHghtfully simple， if not very inspiring， model 

for composition; but it is also a model that disappears immediately， never to 

retum. In the next section， we discover that we are constructing neither 

house nor gown， but a human body. 

夫 才量 學 丈 。 立 正 體 製 。 必 以 情 志 為神 明 O 事 義 為骨 髓 。 辭 采 為肌 膚 。 官 商 為 聲 氣 。 然 後

品 書畫 玄 黃 。 捕 ;辰 金 玉 。 獻 可 替 否 。 以 裁 厥 中 o jJ;日 綴 思 之 恆 數 也 。

Whcn a talentcd youth s tudies Jiteraturc， he should havc thc proper model of 

form， Hc should take the affections and intcnt (ch 'ing*  -ch ih 叮 as the clement of 

spiritual understanding (shen * -ming) ; takc cvents (shih 叮 and truths (yí * )  as the 

bone and marrow; takc language and coloration (“ 'a i勻 的 thc skin and flesh; 

take musical qualitics as the voice and ch 'i 勢 ﹒ Only thcn can hc judge the cate

gorics of  [Heaven's  1 purple and [Earth ' s  1 brown， } 96 s trike forth the  toncs of  

metal and j ade， suggest the bes t  course or come up with alternatives to a bad 

course， and in that way j udgc what is fitting.  This is the constant order (5hu 督 )

。f 1inking thoughts (55μ 勢 ) togcther 

"Fluency and Coherence" is more a didactic than a descriptive chapter; the 
interest in ped且gogy and the scholastic tone were appropriate to a young man 
fresh out of the monastery school and quite different from the contemporary 
mode of discourse on literature carried on in the aristocratic salons .  Liu 
Hsieh postulates a hierarchy of st且ges， beginning with the most basic eIe
ments and working outward. The most basic elements in writing are ch 'ing* 
and chih 弋 corresponding to mind ( {(spiritual understanding， " shen 接 ming) in 
a human being. Following the generative hierarchy outward， the writer cre巴
ates a living body with voice. Note that however physical the intermediate 
stages， the final stage of voice is the element that externalizes the prímary 
stage， "spiritu且1 understanding. "  This vision of unity， an organic and genera血
tive unity of inside and outside， i日 very different from having a blueprint or 
pattern and executing it .  But no sooner does Liu Hsíeh postulate 在 unity of 
inside and outside， than he turns to a new set of modeIs unifying the many 
and the one 
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凡 大 體 文 章 O 類 多 校 派 。 整 派 者 依 源 。 理 校 者 循 幹 。 是 以 附 辭 會 義 。 務 總 綱 領 。 驅 萬 塗 於

同 歸 。 貞 百 慮 於 一 致 O 使 芳、 理 雖 繁 。 而 無 倒 置 之 乖 。 畫畫 言 雖 多 。 而 無 勢 絲 之 高L 0 抉陽 而 出
條 。 順 陰 而 藏 跡 o 首 尾 周 密 。 表里 也 體 。 此 附 會 之 術 也 。

From a general point of  view， 1 99 a literary work usually has many branchings 

[like a tree] and divisions into multiple watercourses .  Keeping these water

courses correct depends on thc sourcc; to organizc ( l i吋 the branchings requires 

following the trunk. So  to make the words flow (fU) and the truths cohere 

(hu i ) ，  onc must endeavor to keep the overvicw and main points together. 

Travel swiftly down tcn thousand paths ， but come to thc cnd together; formu

late a hundred differcnt concerns into a single unity . 1 98 Dcspite their complcx

ity， one must keep a large number of principlcs from the error of being put in 

the wrong order; and despìte their multiplicìty， one must avoid letting the 

hosts of words fall into the confusion of  tangled threads . Branches are put out 
to takc in the sunshinc ， whilc thc traccs arc hidden where there is shade. Begin

ning and end are an intcgral whole; inside and outside are the samc form (tγ )  . 
This is the tcchniquc of fluency and coherence. 

Here we have models of a tree with its branches and a river with its tributar
ies . This is one of the clearest statements of Liu Hsieh's idea of organic unity. 
While the idea on "unity in multiplicity" must be familiar to Western read
ers， there is one aspect of the model of the tree that should be stressed : multi
plicity 的 the external form， while the unifying "trunk" stands "within" or 
"behind" multiplicity. Unity should always be implicit in multiplicity ( " the 
traces are hidden叫 it should not be an explicit structure of organization， as 
were the models with which Liu began the chapter. Since all particulars grow 
organically from the primary unity， excessive attention to a detail can dis
order the whole. 

夫 畫 者 謹 髮 而 易 貌 。 射 者 儀 毫 而i 失 牆 O 銳 精 細 巧 。 必 陳 體 統 O 故 1主 冒出 寸 以 信 尺 。 枉 尺 以 直

尋 。 棄 偏 善 乏 巧 。 學 其 美 之 績 。 此 命 篇 之 經 略 也 。

夫 文 變 ?既 方 。 意 見 浮 雜 。 約 則 義 孤 O 博 則 辭 叛 。 來 1次 多 尤 。 需 :/;'" 事 賊 。 且 才 分 不 同 。

思 緒 各 異 。 或 製 首 以 通 佬 。 或 尺 接 以 寸 附 。 然 通 製 者 是在 寡 。 按 !你 有 甚 眾 。 若 統 結 失 宗 。 辭

味 必 亂 。 義 脈 不 bfi: 0 則 偏 中r� 文 體 。 夫 能 懸 識 脹 理 。 然、 後 的 文 白 禽 。 自口 膠 之 粘 木 O 豆 三三 合 黃

矣 。 是 以 姻 是i 異 力 o I的 六 巒 如 芳 O 並 駕 齊 驅 o jflî 一 穀 統 輛 。 級 文 之 法 。 有 似 於 此 。 去 留 隨

心 。 修 女官 在 手 。 齊 其 步 騁 。 科�t 巒 而 已 。

A painter may be attcntive to a hair and change the [overall] appearance [in a 

portraìt] ; an archer may focus on a single strand and miss the wall . Too sharp 

attention to some fine point of craft necessarily distances one from the gov-
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erning unity of form. So we should bend the inch to make a reliable foot  and 

twist the foot for the sake of the s traight yard ， 吋ect craft in some onc-sided 

excellen白， and study the achicvement of integral beauty . This is the enduring 

generality in producìng a pìece. 

The mutations of literature have no bounds ， and the poÌnts of view in 

concepts are various and unstablc. If  too terse， your truth will be solitary; if 

too extensi肘， the words may gct out of control; iJl souciant haste brings many 

excesses ;  in hesitation thc mattcr may gct out ofhand. Moreover， the mcasurcs 

of talent that pcoplc havc are not the san時; each diffcrs in what his thoughts 

touch upon旬 Somc work from the beginning straight through to the end; some 

j oin parts togcthcr by the inch and foot .  I Sl1Spcct， howcv口， that those who 

work a11 thc way through are few，  while thosc who j oin r small scctions ]  are 

many. In unifying sentiments ， if you losc sight of what ' s  important， the flavor 

of the words (tz 'u * -wei 特 ) will be confuscd; and if thc veins through which a 

truth passes do not admit smooth flow， then the form of the work will bccomc 

desiccatcd . Only aftcr dcep consideration of the whoJe pattcrn of porcs in thc 

skin will thc scctions naturally achìcvc cohcrcncc， 的 gluc sticks to wood， as 

whitc tin mixcs with yellow gold . 1 99 A tcam of four horscs may differ in 

s trcngth， but thc six reil1s that guidc them arc likc thc s trings of a lute;200 they 

drivc together 011 both sides of the carriagc， onc axle unifying all thc spokcs . 201 

The method of guiding a work of literaturc rcscmblcs this .  One goes off or 

lingcrs as thc mind wishes ;202 keeping the rcins tight or loose lics in the powcr 

of onc 's  hand . 2(日 To makc them prance togcther in an cvcn pacc is nothing 

more than gathcring the rcins togcthcr. 

The cautious and well planned construction， suggested at the opening of the 
chapter， is acknowledged here ( “some j oin parts together by the inch and 
foot"b but it is now devalued in comparison to yet another model ( "working 
from the beginning straight through to the end'巾， composition as an ongoing 
process like driving a carriage. The work now seems to move under its own 
power， and the task of the writer is to control those forces， to guide and 
restrall1. 

故 善 附 者 異 旨 如 肝 膽 。 拙 會 者 同 音 如 胡 趟 。 改 革 難 於 造 篇 O 易 字 艱 於 代 句 。 此 已 然 之 驗

也 。 背 張 湯 擬 奏 而 再 相 O 虞 松 草 表 而 農 譴 O 並 fm 事 之 不 明 。 而 前 旨 之 失 調 iß o 及 倪 寬 吏

草 。 鍾 會 易 字 O 而 漢 武 歎 奇 o 背 景 稱 善 者 。 乃 理 得 而 事 明 。 心 敏 的i 辭 當 也 。 以 !l:t rffi 觀 。 則

如]附 會 巧 拙 。 相 去 遠 哉 。

Those who arc expert at contiguity can put different significances together as 

close as liver and gall ，  while thosc clumsy at coherence can take even the same 

tones and lcave them as far apart as Hu [in the far north] and Yüeh [in the far 
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south] . To revisc a work is more difficult than producing one， and to change a 

word is harder than to redo the sentence . This has long been a proven fact .  

Long ago， Chang T'ang twice had to withdraw a memorial on which he had 

worked much; Yü Sung was often reprimandcd for the position papers he 

drafted. In both cascs thc princip1c and the matter at hand were not clear; and 

the language and significance had lost the melody.  But when Ni K‘uan 

changed the draft [of Chang T'ang ' s  memorial] and when Chung Hui altered 

some words [in YÜ Sung ' s  position papcrs ] ，  Han Wu-ti exclaimcd at how 

marvelous the formcr was and Tsin Ching-ti praised the excellence of the lat

ter. Then thc principle was grasped， and the matter at hand was clear; the mind 

showed a quickness ，  and the language was appropriate. Considering these cx

amples ， we can realize how far apart are skill and clumsiness in contiguity and 

coherence. 

Earlier the writer was advised not to pay too close attention to a detail; the 
detail should emerge from a sense of the whole. Here we find that the unity 

and success of the whole can depend on the detail， ánd that a slight change in 
the process of revision can constitute the difference between total failure and 
perfection. 

若 夫 絕 筆 斷 章 。 譬 采 舟 之 振 柏 O 會 丘吉J f，lJ 迎 。 如 引 巒 以 揮 鞭 。 克 終 底 績 。 寄 深 寫 送 。 在 首 咱

榮 華 。 而 且姿 色J 憔 悴 。 �Il 遺 勢 鬱 泣 。 餘 風 不 暢 。 此 間 易 所 謂 12 無 !膏 。 其 行 次 日 也 。 惟 首 尾 約

援 。 則 附 會 之 體 O 因 亦 無 以 加於 此 矣 。

When you stop your brush and end a work， it i s  like raising the oars when wc 

ride in a boat .  Making the words cohere and the principles be apposite is likc 

drawing in the reins and shaking the whip . To end wel1 and truly achieve 

something will send something off with it . 204 If  you sing out splendidly in the 

beginning ， but the lines in the bridal train [of the lovely opening] are dreary， 

the residual momentum will become bogged down and blocked， and the lin

gering wind (Jeng* )  will not spread. This is what the Book oJ CJ叫tJ!es means 

by “no skin on the thighs-cannot proceed . 叮叮 If only the beginning and end 

connect， thcre is nothing to add in thc form (t' i叮 offluency and coherence . 

The beautiful metaphor comparing raising the writing brush to lifting oars 
suggests an important value， developed later in the tradition : after the words 
are done， there remains a residual momentum， and that momentum carries 

the text to its true conclusion. The significance of a work is often described as 
kuei 喊 “that to which the text comes home， " the end of its journey. But such 
a return occurs after the words are finished， the last stage carried by the text's  
residual force . 
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篇 統 間 關 。 情 數 桐 壘 。 原 始 要 終 。 陳 條 布 葉 O 道 味 相 附 。 懸 緒 自 接 。 如 樂 之 和 。 心 聲 克

協 。

Supporting Verse 

The piece ' s  unity is s tabilized， 

Thc numbers of the affections are in layers . 

Beginning with origins and propcrly ended， 

The sparse branches spread with leaves . 

The flavor of the Way lies in contigui句，

Diverse sentiments j oining togcth口，

As harmony in music， 

The mind ' s  voicc blends 206 
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g伊ar吋ding the question of what is and what is not we白叩:n *耨 戶7 This is not the ques
t臼10叩n of "wha刮t 1昀s 1加i此te臼芷a前tu盯1江re? " as it has been formulated in the West. The grand 
aetiology of wen 持 in "Its Source in the Way" was one kind of "definition， " but 
not a definition that could ever answer the question， what language or writ
ing is 110t wen ' ?  1n fifth century literary discussion， however， wen 特 was con自
sidered in opposition to several other terms， including yen， the most general 
term for 叫language， " and pi， literally "brush[work] . "  In broad terms pi was 
conceived as a plain， serviceable prose， in contrast to the more prestigious 
wen * i but the precise distinction between the two was a matter of debate. As 
Liu Hsieh points out in the opening， there were many who made the distinc
tion purely on the basis of rhyme (WIβ:n *  being rhymed， and pi unrhymed) 
However， far too many older unrhymed works had always been called wen 勢
to make such a distinction acceptable to a literary scholar like Liu Hsieh . 

Liu Hsieh offers his own， rather confused argument for a proper set of 
distinctions， but soon wanders off into a series of assertions that there is 
some "general technique" for dr的-ving together a11 particular aspects of a liter
ary work. Despite his claims to the contrary， he never says anything more 
about such a technique than that it exi日ts and is very important. 

今 之 常 言 。 有 文 有 筆 。 以 為 無 韻 者 筆 也 。 有 韻 者 文 也 O 夫 文 以 足 言 。 理 兼 請 書 。 另IJ 目 i'fi

名 。 自 近 代 耳 。 顏 延 年 以 為筆 之 為體 。 言 之 文 也 。 經 典 則 言 而 非 笨 O 傳 記 則 筆 (打u卡 言 。 請

奪 彼 矛 。 還 攻 其 桶 矣 Q 和1 1苦 ? 易 之 文 言 。 豈 非 言 文 。 若 筆 Þ!9 言 文 。 不 得 云 經 典 非 筆 矣 。 將

以 立 論 。 未 見 其 論 立 也 。

予 以 為 發 口 為 言 。 屬 筆 口 翰 o 常 道 日 經 。 述 經 日 傅 O 車W {，導 之 體 。 出 言 入 筆 。 三在 為 言

使 。 可 強 叮 弱 。 分 經 以 典 與 持不tlJ 。 非 以 言 軍 }，)優 劣 也 。

272 Chapter Five 



In common parlance these days ， a distinction is made between wen * and pi， 

with pí  as writing without rhyme and wen 祥 的 writing with rhymc. Now the 

principle of having “pattern (wen 叮 adequate for thc words "2(地 is present both 

in the [rhymed] Book 0] Songs and [unrhymed] Book o]Docum帥的; to view them 

as belonging to two separate catcgorics is a rccent phenomcnon. Yen Yen-chih 

considcrs that 抖， as a normatÍvc form (tγ ) ，  Ís language ( yen) with pattern 

(wen叮 [but without rhymc] ; thus the Classics are plain language (yen) ， but the 

“records and traditions "20<) are pi and not plain languagc.  And how may 1 hoist 

Yen Yen-chih on his own petard ?21O The “Pattcrncd Languagc" ( Wm* -yen) of  

the Book 0] Cha旬的 is obviously “languagc with pattern" (}咐1 wen * ) .  If Yen 

Yen-chih would havc it that pi ìs “language with pattern， " thcn he can' t  say 

that thc ClassÍcs are not pi .  Hc wants this argumcnt to stand ， but 1 don't  see 

how it can 

ln my opmion， whatever comes from the mouth is [plain] “language" 

(yen) ; whatcver is put to brush is called “writi月刊 (如n) ; thc constant Way is 

called a “Classic " ;  and thc transmissìon of a Classic is called a “ tradition" 

(chuan) . The form ( tγ)  of thc Classics leaves [spoken] languagc and en忱的

“writing"  (pi ) ;  but sincc the writing is governed by the spoken languagc， it can 

be more or less [patterncd] . Thc Six Classics are ìndispensable for their author

ity and their profundity; thcy cannot  be evaluated on the grounds of spoken 

language vcrsus writing . 21 1  

Liu Hsieh begins by stating two contemporary opinions o n  the distinction 
between wen * and pi : first， the easy distinction of rhyme; second， Yeh Yen
chih's more interesting notion that the real distinction is between texts that 
were consciously "written" (pi ) and simply "writing down" what was said (on 
the assumption that the early Classics were simply a "writing down" of the 
words or the Sages ) .  In Yeh Yen-chih's distinction， wen * becomes a quality 
that can inhere in writing and appears at a certain point in the historical 
evolution of the Classics . Thus for Yen Yen-chih， wen 弋 corresponds to self
conscious literary "style， " whose stylization asserts difference from the 
spoken language . Liu Hsieh attempts to refute this with an argument based 
on authority: the Wen * -y凹， one of the "Wings" of the Book 01 Changes attri
buted to Confucius， implicitly claims in its title to have wen 弋 even though it 
lacks the stylization that is later called wen * .  Where Yen Yen-chih makes a 
subtle and cogent argument about the appearance of literary style， Liu Hsieh 
is hopelessly muddled. But Liu unwittingly accepts Yen's basic shift of the 
distinction from the question of rhyme to the question of spoken versus writ
ten style; in trying to exclude the Classics from the question altogether， his 
own position in the question seems to get away from him and is never fully 
explained. 
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管 陸 民 文 賦 。 號 為 曲 益 。 然 汎 論 纖 悉 。 而 實 體 未 該 O 故 知 JL 變 之 貫 111' 窮 。 如l 言 之 選 難 備

矣 。

It is claimcd that Lu Cl泣 ' s “Poctic Exposition on Literature" gave all the fine 

points ;2 1 2 but what he really provided was a carclcss discussion of small details ， 

not something comprchensive in rcgard to thc actual forms (slúh * -t ' i * ) .  Thus 

thc understanding of thc full rangc of transformations has not bcen exhausted， 

and the [powcr of] selcction that comcs from understanding languagc is  hardly 

yet complet巳

Liu Hsieh is attempting to stake his own claim to offer the definitive state
ment on wen * . To do 80 seems to require that he discredit his predecessors. 
Lu Chi， whose "Poetic Exposition on Literature" was probably the most 
famous theoretical work on literature in Liu Hsieh's time， comes in for spe且
cial criticism: the assertion here that Lu Chi concentrated too much on detail 
is outrageously unfair， but it is closely related to Liu Hsieh's criticism else
where that "The Poetic Exposition on Literature" lacks organization. Liu 
Hsieh's frequent return to criticism of Lu Chi is a good indication that he felt 
an uncomfortably strong influence from his great predecessor; and as we 
might expect， as he "corrects "  Lu Chi's shortcomings in the following pas
sage， he repeatedly echoes the formulations and draws on the points made in 
"Th巳 Poetic Exposition on Literature . "  

凡 情 意 造 文 。 各 吉克 新 麗 。 多 欲 練 辭 O 莫 佇 f坪術 。 落 落 之 玉 。 或 高L 守主 石 。 綠 綠 三三 石 。 問 似 于

玉 O 精 者 要 約 。 匿 者 玲、 鈔 。 |專 者 該 膽 。 蕪 古 亦 繁 。 辯 者 H白 哲 。 淺 有 i/j、 露 O 奧 者 複 隱 。 詭 者

亦 典 。 或義 華 而 帶 悴 。 或理JH: <<IJ 文 澤 。 知 夫 調 鐘 未 易 。 張 琴 貨 難 。 伶 人 告 和 。 不 必 盡 窕 之

中 。 動 角 揮 羽 o 何 必 窮 fJ) 終 之 韻 。 魏 文 比 篇 章 於 音 樂 。 蓋 有 徵 矣 。 夫 不 放 槃 根 。 無 以 驗 干1)

器 。 不 吾Ij 文 奧 o �H、 以 對!串 通 才 。 才 之 能 通 。 必 資 曉 術 。 自 Jló 閱 鑒 區 域 。 k: 判 條 íJlj 0 豈 能 投 引

情 源 。 制 勝 交 苑 哉 。

Those who give intcnsc rcflection to producing literary works try to outdo onc 

another in novelty and beauty; most of thcm arc inclined to polish their diction 

( tz 'u 著 ) ; but arc unwilling to study the art [as a whole] . Jadc in vast quantities 

may be scattered among the rocks 司 whilc scarccst rocks may at times seem like 

j ade. Someone who carcs for the esscntials insists on terseness-but then 

someonc who cannot think of anything to say is cqually sparing with his 

words . Someone who is broad [in interests 1 can be comprchensive and ample; 

but then abundancc can be found cqually among writers who arc disorganized 
and verbose .  A pcrson who is good at argumcntation makcs things perfectly 

clear， but the shallow person is cqual1y obvious 回 Thc strcngth of a profound 
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writer may be in something latent and hidden， but the merely weird writer 

also has convolutions . Sometimes the principle (yi 叮 is sp1endid， but the tones 
are dreary; sometimes the princip1e is clumsy， but the ornament (wen吋 1S

rich . 2 1 3  We realize that tuning a be11 is not casy， and to s tring a zither is hard 

indeed.  When the professiona1 musician announccs that l a bell] is in harmony， 

it is not always the case that it strikcs a mcan betwecn the overly loud and the 

overly soft . 21 4 Stirring the notc chüeh and 1ightly brushing the note yü [in tun

ing a zither] does not necessarily mean a cornmand of  the tones all the way 

from the beginning to the cnd . 2 1 5  Thcre is much to substantiate Ts‘ao P‘i ' s 

comparison of a 1iterary work to a musical picce . There is no way to prove the 

sharpness of a to01 except by cutting the coiling roots of a tree; in the same way 

ther亡 的 no way to dis tinguish a comprehensive talent ( t 'ung 禱 告 法 i ) unless he 

can analyze the mysteries of literature. The ability of a person of talcnt to be 

comprehensive depends on undcrstanding the techniqucs of the art. Unless  he 

has a perfect and clear view of this rea1m and can base his dccisions securely on 

its norms ， hc cannot h01d the reins of  the fountainhead of the affections and 

contrive a victory in the garden of letters . 

The reader of Wen-hsin tiao-lung is frequently struck by occasions of genuine 
insight， occasions which Liu Hsieh ultimately proves incapable of pursuing. 
The passage above is an excellent example .  Liu Hsieh recognizes that all the 
qualities that were commonly observed by contemporary criticism made no 
distinction between very good and very bad writing; for example， "terseness" 
applies equally to a writer who expresses complex ideas with a wondrous 
economy and to someone who has ve叮 little to say. Liu grasps that there is 
something else in a work， something essential， that differentiates good w，凹 *
from bad wen * . He defines this as "understanding the techniques of the art" ;  
but he cannot quite explain exactly what this might be .  

是 以 執 卻可 駭 篇 O 似善 手平 之 窮 數 。 棄 術 任 心 。 去r， 博 塞 之 邀 遇 。 故 博 塞 之 文 。 借 巧 僚 來 。 雖 前

驅 有 功 。 而 後 援 難 繼 。 少 既 無 以 相 接 0 多 亦 不 知 所 剛 。 乃 多 少 之 並 惑 。 何 如 豈 之 能 制 乎 。

若 夫 善 莽 之 文 。 則 術 有 恆 數 。 按 部 整 伍 。 以 待 情 會 。 因 時 !傾 機 。 動 不 失 正 。 數 逢 其 極 。 機

入 其 巧 。 則 義 味 騰 躍 而 生 。 辭 氣 叢 雜 而 至 。 視 之 則 錦 緒 。 聽 之 則 絲 簧 。 味 之 則 甘 映 。 佩 之

則 芬 芳 。 斷 章 之 功 。 於斯盛矣 。

Thus to lay hold of  these techniques and guide a piece is much like a master 

gambler ' s  fu11 understanding of the odds (shu * ) .  To abandon these techniques 

and follow onc' s  own will (hsin 勢 ， “mind") is like rolling the dice and hoping 

for good luck . Writing done by thc ro11 of  the dice may receive some fine 

points of  art unexpected1y; but even though hc may achieve something in 

speeding ahead， he cannot continue it later on .  If it is too 1ittlc， he has no way 
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to add to it ; if too much， he docs not know how to trim it down. And left in 

uncertainty by any questiol1 of  quantity， how then will he be able to manage 

the questio!1 of quali句， whethcr it is good or bad? The writing of a good 

gambler is onc in which therc is a technique that rccognizcs constant odds .  Hc 

arranges things by group and ranks ， awaiting the proper conj unction of the 

affections [when he can use them] . Hc gocs with thc timely moment and takes 

his opportunities ， and never misscs what is proper (cheng* ) . I f  knowing the 

odds， he cncounters thc occasio口 ， and thc occasion j oins with his sense of  craft ，  

then significance and flavor (y尸 -wei叮 will lcap 01肘， language (tz 'u * )  and ch γ 

will comc to him in abundance. When wc look at 此 it is a m ultico!ored 

brocadc; 1isten to it and it is s trings and woodwinds;  tastc ìt and it is swcet 

and rich ; wear it on your sash and it is thc fragrance of flowcrs . The achicve也

ment of determining a litcrary work is at its height here . 

This passage supplements and corrects the point made earlier in "Latent and 
Out-Standing， " that the finest moments in writing come fortuitously. Here 
the writer must be ready with a mastery of all skills in order to be able to 
make best use of that fortuitous moment when it presents itself. The central 
metaphor of gambling， however， quietly confesses the powerful element of 
chance that is beyond the command of skill . 

夫 艘 起 且在 駿 。 總 牽 忌 長 。 以 萬 分 - 累 。 且 廢 千 哩 。 ('JG 文 體 多 術 。 共 把 彌 綸 。 一 物 攝 貳 。 臭

不 解 體 。 所 以 列 在 一 篇 。 備租車! 情 變 O 譬三 十 之 輻 。 共成一殼 。 雖 未 足 觀 。 亦 鄙 夫 之 兒 也 。

Though thc feet of your race horsc bc s trong， avoid letting the rope bc too 

long : cven if it is only one problem among ten thousand possiblc problems， 

s till it is cnough to ruin a j ourncy of a thousand leagues . 2 1 6 This is even morc 

true in the rnany tcchniques involved in a litcrary form (wen * - t 'i 勻 ， whcre all 

must bc  wovcn Ìnto a unity; if just  one thing gocs awry， thcn the form will 

always COl11C apart. Thcrefo[c 1 have sct thcm out in this onc chapter21 7 and 

unified all the l11utations of  circu日lstancc (ch 'ing* ) . Compare it to thirty spokes 

coming together at thc 1mb . Although it may not bc worth considcratiol1 ，  it is 

the way I see things . 

As in the section on revision in "Fluency and Coherence， " one error can de
stroy the whole work. The broader issue of some instinctive or lucky ability 
(possessed by the good gambler) ，  which will ensure success， reverts to some 
particular lapse that the trained and cautious writer should be able to identify 
and control .  There is a pedagogic claim embedded in Wen-hsin tiao-lung: 

understanding the principles announced in the work should enable a person 
to write well .  Often when Liu Hsieh draws close to the intuition that 
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good wen * comes from some innate ability， he turns away and assures us 
that there is some "technique， " the careful mastery of which wil1 ensure 
success . 2 1 8  

文 場 星在 苑 。 有 術 有 門 。 務 先 大 體 。 鑑 必 窮 源 O 乘 總 萬 。 學 要 治 繁 。 思、 無 定 契 。 理 有 恆

存 O

Supportíng Verse 

In the field of letters and the garden of brushes， 
There arc tcchniques and therc are gatcs . 
First put your efforts into thc ovcrall form; 
Your reftcctions must rcach all  the way to the source. 
By going with onc thing you comprehend a泣，
Gctting the cssentials controls elaborations . 
Thought has no predetermined pattcrns ，  
But natural principlc is pcrmanent. 

CHAPTER 46 

The Sensuous Colors of Physica l Things，  Wu 九s♂ 物色

μThe Sensuous Colors o f  Physical Things" is an  overelaborate translation for 
the common term wu 著 se' ， which could be rendered simply the "appear咱
ances of things. " The elaborate translation is intended to make us pause over 
the term， to consider the ways in which it implies more than simply "appear
ances， " and to recognize that in this chapter Liu Hsieh has made the common 
compound lyrical . In addition to referring to surface appearance and manner， 
wu *  -se*  was also the term for sketching a "likeness" by which a person could 
be recognized; and it may have been that association which lead Liu Hsieh to 
the issue of description later in the chapter. In "Spirit Thought" he had used 
the term wu* in the broader philosophical sense of "object， " meaning what
ever might be encountered by mind in the spirit j ourney. Here wu 耨 are the 
preeminently physical things of the natural world， sensuous presences . 
"Color， " se* ，  is not only surface appearance， it also implies a sensuous， at 
times sensual allure. Se*  was the word chosen to translate the Sanskrit rûpa， 
appearances that cause delusion and desire. In human beings se* is  associated 
primarily with the face-bare skin and the possibility of recognition. 

春 秋 代 序 。 陰 陽 慘 舒 。 物 色 之 動 。 心 亦 搖焉 。 蓋 陽 氣 萌 而 玄 駒 步 。 陰 律 凝 而 丹 鳥 羞 。 微 蟲

猶 或 入 惑 。 四 時 之 動 物 深 矣 。 若夫謹璋挺其惠心 。 英 華 秀 其 清 氣 。 物 色 相 召 。 人 誰 獲 安 。

Springs and autumns follow on in succession， with the brooding gloom of 

dark Yin and the easeful brightnes5 of  Yang . And as the  sensuous colors of 

physical things are 5 tirred into movement， 50  the mind， too，  is shaken . When 

Wen-hsin tiao-lung 277 



the Yang force sprouts [in thc twelfth month ] ，  the black ant scurries to its hole; 

and when the Yin begins to coalesce [in thc cighth month] ， the mantis 

feasts . 21 9 I t  touchcs the rcsponses of even the tiniest insects : the four seasons 

s tir things into movemcnt decply . Then thcre is the tablct of  j ade that draws 

forth thc kindly mind， and the splendor of 且owcrs that brings clear ch '尸 to

stand out high (hsÍlJ) . All thc SC11SUOUS colors of physical things call  to onc 

another， and how amid all this may man fìnd stillness ? 

Here， toward the end of the book， Liu Hsieh finally develops the question 
first addressed in "Its Source in the Way， " accounting for how and why writ
ing can adequately manifest the world and a human being be "the mind of 
Heaven and Earth. " The answer is simple， beautiful， and persuasive : "All the 
sensuous colors of physical things call to one another . "  It is a world of univer
sal beckoning， stirring， and attractionj and the human being， as a physical 
part of that world， cannot remain "still" and aloof from the cosmic j ostling. 
Thus there is an organic relation between the condition of the world around a 
writer and his state of mind ( ch 'ing * ) .  This is a sign出cant revision of the 
position in the "Gr巳at Preface" to the Book 01 Songs， on how a poem is the 
"outcome" of a person's having been stirred by political circumstance. In 
Wen-hsin tiao-lung， the political circumstances that supposedly produced 
the Songs have been replaced by cyclical nature . The form of the relation， 
however， is identical : there is continuous stimulation from the external 
world， and such stimulation involuntarily provokes human response. This 
transfer of the human being from a social world into a natural world was 
consistent with the literature of Liu Hsieh's age， in which overt political 
reference played a less significant role than it had in previous centuries .  

是 以 獻 歲 發 春 。 悅 豫 之 情 暢 。 滔 滔 孟 吏 。 鬱 陶 之 心 凝 。 天 高 氣 清 。 |陰 沈 之 志 遠 。 霞 :1J 無

JN， c 矜 肅 之 膚、 深 。 歲 有 其 物 。 物 有 其 容 。 情 以 物 遷 。 辭 以 情 發 。 A 葉 址 或 迎 意 。 晶 聲 有 足

i} [ 心 。 況 清 風 與 明 月 同 夜 。 白 口 與 有三 林 共 制 故 。

Whcn spring appears with the incoming ye缸， fcclings (ch 'in，e， * ) of delight and 

ease infuse us; in the billowìng luxuriance of carly summer， the mind，  too，  

becol11cs burdcncd . And whcn autUI11n skÌcs are high and its air (ch {í * )  is clear 

and chill ， our minds ， sunkcl1 Ìn the darkncss of Yin， are Ìntcnt upon far things ;  

then frost  and snow spread over limitlcs s  spacc ，  and our conccrns dccpcn， 

serious and stcrn. Thc ycar “has its physical things ，  and these things have their 

appearances " ; 22廿 by these things our affcctions arc shifted， and from our affcc

tions language comcs . Thc fall of a singlc leaf may mect a concept (y i叮 [and

we know that autumn is comingJ ;221 in the voìces of  inscc郎 ， we find somc

thing capable of drawing forth our thoughts戶2 And how much stronger [than 
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thesc mcrely partial evidences J arc co01 brcezes and a bright moon together on 

the same night， or radiant sunlight and spring groves in the same morning .  

Such a notion of  seasonal moods is presently in  great disfavor in  modern 
Western 1iterary thought ( all empirical confirmation to the contrary ) ;  the 
reason is quite simply that to acknowledge their existence would be to re
strict the writer's freedom; it would admit that he is a physical being who is， 
to some degree， determined by nature and natural circumstance. All the 
forces of a long and complex history of Western literary thought are mustered 
against such a possibility. However， the way in which Chinese theorists 
clung to and continually reaffirmed a determinate organic bond with nature 
casts the shadow of a different anxiety. The fear implicit in a claim such as 
Liu Hsieh makes here is that the literary work might be groundless， the 
product of mere convention or of play and whim呵， and thus capable of lies 
and deceit (a fear about which Liu Hsieh is quite explicit elsewhere ) .  

Here and in the paragraph that follows， a distinction i s  drawn between the 
partial， which leads to the whole by "categorical association" (1叮叮 and the 
overwhelming totality of complete circumstance : "sunlight and spring 
groves in the same morning. "  The link between the two is of great impor
tance to 1iterature， because the literary text can offer only the "partial， " 
a reduction of the manifold of experiential circumstance to a structure of 
"partial evidences . "  Nevertheless， we are able in literature， as in the world， 
to apprehend the overwhelming whole in the partial .  

是 以 詩 人 感 物 。 聯 類 不 窮 。 流 連 萬 象 之 際 。 沈 吟 視 聽 之 區 。 寫 氣 圓 貌 。 既 隨 物 以 宛 鶴 。 屬

采 附 聲 。 亦 與 心 而 徘 徊 。

Whcn poets were s tirrcd by physical thin軒， thc categorical associations were 

endless . 223 They rcmained drifting through all the images (hsiang叮 of the 

wor1d， cven to their lim此， and brooded thoughtfully on each small realm of  

what they s aw and heard. Thcy sketchcd ch (i *  and delineated outward appear

ance， 的 they themselves werc rolled round and round in the course of things ; 

they applied coloration (ts (的 叮 and matched sounds，  lingering on about things 

with their minds 

This is one of the most beautiful and important passages in Wen-bsin tiao 

1ung， describing the all-important relation between the human mind and the 
outer world. We should first note the difference between the statement here 
and ear1ier poetic theory， which is represented by the opening paragraphs of 
this chapter. There the human mind is thrown into the world of physical 
things， is stirred and shaken by that world because the human being， too， is 
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part of the physical universe . But 叫the poets" seem to give themselves over to 
this universal process， both moving with things and "sketching" them. 

Although the activity descril古巴d seems intensely mimetic， we should note 
two important qualifications. First， the poets are "sketching the ch 'i * "  of 
things， as well as outward appearance. The mimêsis of some impelling energy 
in things is， to say the least， a problematic notion. Poetry is， quite frankly， 
not very good at the description of appe且r且nces . Just as Aristotle evaded 
Plato's critique of the mimêsis of appearances by claiming that drama is the 
mimêsis of an "action" (a peculiar abstraction that becomes increasingly 
complex as one reflects on what it means) ，  so Chinese theorists shifted the 
attention from descriptions of physical appearances to the promise that po
et叮 can make manifest ( or sometimes， 的 here， to represent) the interiors 
of things :  the spirìt， the affections， ch 'i 特 Although in this passage Liu 
Hsieh accepts the representation of surface appearance as a legitimate com
plement of "sketching the ch 'j * /' most later critics would place the highest 
value on the literary presentation of the inner "spirit川 of a thing or some 
elusive quality of manner. 

The second qualification of this statement of mimêsis is that the poets 
are not mere obse凹ers : their relation to the things represented in their poems 
is not one of subject and object. They can successfully present things in writ祖
ing because they "linger" beside them and “roll round and round with them . "  
This peculiar formulation mediates between a claim o f  "objective" observa
tion and a claim of being themselves merely passive objects of nature's 
stirrings . The poets participate with things in nature， and their ability to 
perfectly present things in poetry is based on such sharing. The precise 
relation is being "with things， " yü wu 弋 a phrase weighted with associations 
of the Sage， who can share with nature without himself being nature's 
object.224 

"Categorical associations" are lien-lei 弋 1inki時 things by category (1叮 叮
An example of this earlier in the chapter would be the single leaf that lets one 
know the year is coming to an end. But on a deeper Ievel， it refers to the 
mysterious correspondences that underlie the physical world， including 
the mysterious bonds that make us respond to the seasonal changes and the 
changes in things . 

故 們 的 狀 桃 花 之 鮮 。 依 依 盡 楊 柳 之 貌 。 呆 呆 泌 的 H 之 容 。 總 泌 擬 r8 雪 立 ;伏 o r嘴 哨 j萎 黃 烏 之

聲 。 慢 慢 學 島主 蟲 之 韻 〉 仰之 日 禮 1f'. c 一 已 位 理 。 參 考 伊� �于 1 兩 字 窮 J衫 。 並 以 少 稅! 多 O 情 貌 �正

這 矣 。 雖 復 忠 經 千 載 。 將 H 易 奪 。

Thus the phτase "glowing刊 (clw-rho) catchcs the quality of  the freshncss of  

pcach blossoms ; “waving Iightly" ( y i-y i )  givcs thc fÌlllness of  the manner of  

willows ; “shimmcring" (如0圓的。) is the way thc sun looks when it j ust  comes 

out; “billowing" (p iao-p iao) imitatcs thc quality of snow fal1ing ;  ch ieh-chieh 

catches the voicc of the oriole; yao-yao emulates the toncs of insects in the 
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grasses . A “gleaming sun" (ch iao-jih) or "faint stars " (hui-hsíng) each gives ， in a 

single phrase， the ful1ness  of natural principle . 225 “Of varying lengths"  (ts '帥"

“治) and “lush and moist" 仰。于iO) say in two characters everything that can be 

said about shape (hsing * ) .  Al1 of these use little to comprehend much， with 

nothing omitted of circumstancc (c!z 'íng勻 or appcarance. Evcn if one gave 

these lines a thousand morc years of consideration， one could not change or 

alter anything in them. 

The citation of a series of descriptive compounds from the Book 01 Songs may 
make this paragraph particularly difficult for the Western reader to appreci
atej but the concerns addressed here are of great significance ﹒ we see here 
some of the highest values in literary language . Before considering the values 
themselves， we should first consider why these phrases from the Book 01 

Songs seemed perfectly to embody such valu的 the Book 01 Songs was 
memorized from childhoodj and each poem carried a wealth of associations， 
an exegetical tradition， and a context， all of which seemed to infuse certain 
usages in individual Songs with a quality of perfection (a quality that cannot 
be even approached in my lame translations of the descriptive compounds) .  
These canonical passages fulfill a peculiar linguistic hope : that there b e  a 
special kind of language which does not name a thing but presents its essen
tial "quality. 月26 The categorical "names" of things may also be said to "use 
little to comprehend much"j but names only present "what" things are， not 
"how" they are. We have seen earlier in the tradition a desire for language to 
"give the full measure of" something， to be adequate for it .  Liu Hsieh claims 
precisely this capacity for the descriptive phrases of the Book 01 Songs that 
they capture things as sensuous presences in all their fullness， hence "use 
little to comprehend much. '也7

及 離 騷 代 興 。 觸 類、 而 長 。 物 貌 難 盡 。 故 重 至5 舒 狀 O 於 是 蹉 I[�� 之 類 實在 。 葳 搓 之 輩 積 矣 。 及 長

卿 之 徒 。 詭 勢 耳表 聲 O 糢 山 範 水 。 字 必 魚 貫 。 所 謂 詩 人 麗 則 而 約 言 。 辭 人 麗 淫 而 繁 句 也 。

When the Li Sao appeared in placc [of the Book 01 Songs] ， it was more extensive 

in its treatment of things encountered . It is hard to give the full measure of the 
appearances of things，  and thus extensive descriptions were piled one on top 

of another. At that poi肘， descriptive phrases for qualities such as “towering 

heights " and “vegetative lushness "  clustered in great numbers . By the time we 

get to Ssu-ma Hsiang-ju  and those around him， the scopc of mountains and 

waters was displayed with aberrant momentum (shíl 戶 ) and outlandish sounds， 

and the characters were strung together like fish. This is what Yang Hsiung 

meant when he said that the poets of the Book 01 Songs were terse in their 

langua阱， using beauty to give a normativc standard， while the rhetors were 

lush in thcir lines ， using beauty to seduce us . 
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In both the Ch 'u- tz 'u 楚辭 and the closely related poetic expositions (fu )  of the 
Han， description played an important role; and both made extensive use of 
the kind of binomial expressions found in the Book of Songs . Too many of 
even such individually acceptable phrases， however， seemed to Liu Hsieh to 
diminish the effectiveness of description. This belief is closely linked to his 
earlier interest in "partial evidence" and "u日ing little to comprehend much" :  
ther巳 is something in  the concentration of  the whole into a few details that 
sustains the impression of naturalness . Jn contrast， the 呵呵 extensiveness of 
the Ch 'u -tz'u and the Han poetic exposition seemed to call attention to the 
incapacity of language to exhaust the appearances of things . In addition， the 
lushly descriptive language of poetic expositions seemed almost a sensual 
indulgence， a pernicious intoxication with words. 

至 如 雅 詠 棠 華 O 或 黃 或 白 O 騷 述 秋 蘭 。 綠 葉 是每 莖 。 凡 擒 表 五 色 。 貴 ，在 時 見 。 若 青 黃 屢 出 。

則 繁 而 不 珍 。

白 近 代 以 來 。 女 真 形 fU、 。 混 們 風 哥哥 ;z J:- c 鎖 貌 草 木 之 中 。 !吟 �;JÍ\ m 發 o dti 惟 深 遠 。 體 物

為 妙 。 J)Jj'IC 乎乎: 附 。 故 巧 r_-=I 切 狀 。 如l 印 之 印 ;fê " "!; :tm 聯 向。 υ 的1 世! 為 毫 iF 0 般1î� 1給 詢 問: 兒 貌 。

111吋 : rfrí 知! 時 也 n

When thcy wrote on thc wild plum blossoms in the Odes [of thc Book oJ 

h句sJ ， it was “some ycllow， some whi侃 " When thc Li Sao tells of  thc autumn 

orch泣， it ' s  “dark grecn !eaves " and “purplc s talks 們 就1henever describing col-

0的， 此 ' s important to notc what is secn in season: if green and ycllow appcar 

too often ， then it is an exccss not worth prizing . 228 

In recent tim凹， a valuc has becn placed 011 resemblance to cxternal shape in 

Iiteraturc . 229 Thcy look to the circumstantial quaJity ((h 'ínJÇ 叮 in sccne and 

atrnosphcr亡 they carve out appcarances of thc vcgctation .  What emcrges in 

their chanting is the dcpth and far-rcaching quality of that upon which thcir 

minds wcre intent .  They consider the highest cxccllcncc to be getting the 

forms of things (t ' i仁1川 * ) ， 230 and the grcatest accomplishment to rcside in 

close adhcrcncc [to thc original] . Thcir artful languagc catches the manncr of 

things Iikc a scal prcsscd in paste， minutely delincating thc fìncst dctail s ，  with 

no nccd of further cmbellishmcnt. Thus by looking at the languagc we sce the 

appcaran凹; and through words ， we know thc rnoment (or “ t1m丸 " “season， " 

泊的) . 

Here Liu Hsieh seems to be caught between opposing impulses .  On the one 
hand， there is an overtone of condcmnation toward his contemporaries for 
excessive attention to craft ( condemnation that he expresses more explicitly 
elsewhere ) .  On the other hand， in the context of this chapter， descriptive 
detail can be a virtue， and he cannot help but acknowledge their accomplish
ments.  Perhaps the most remarkable concession to their success is to be 

282 Chapter Five 



found in his reference to the "far-reaching quality of that upon which their 
minds were intent， " to the personal concerns "lodged" in the description. 
This is a touchstone of positive value， a sign that they held to what is basic in 
writing. The image of description as a seal pressed in paste is a rich one : it 
presumes that language can receive an organic impression of the thing itself 
(and it recalls the mythic origin of the written word， in observation of the 
tracks of birds ) .  Presuming such an organic relation between linguistic de
scription and the natural world， the radical claim of the final sentence be
comes reasonable : 的 with a snapshot ( in contrast to photography as an "art") ，  
we have in literature some direct access to absent things-persons， places， 
moments . μThrough words， we know the moment . "  

然 物 有 恆 姿 O 而 恩 無 定 檢 O 或 率 繭 造 極 。 或 精 思 念 睬 。 且 詩 騷 所 標 。 並 據 要 害 。 故 後 進 銳

筆 。 怯 於 爭 鋒 。 莫 不 因 方 以 偕 巧 。 即 勢 以 會 奇 。 善於 適 要 。 則 雖 舊 彌 新 矣 。

Things havc constant posturcs ，  but thought (ssu 叮 has no prcdctermined rule 
Sometimcs wc reach the ultimatc quitc by chancc and spontaneously; some
timcs the morc intenscly we think about 此， the more it cludes us. Moreover， 

the standard cstablished by thc Book of Son，í;s and Li Sao has occupicd all thc 

essential ground， so that cvcn sharp-witted writers of these later agcs tremblc 

to cross swords with them [thcir predecessors ] .  Every one of our modern 

writers follows their mcthods to borrow their artfulness and goes with their 

momentul1l (shih 叮 to comprchcnd somc cxccllcncc. Yet if one is a master at 

grasping the csscntials ，  it will become complctcly frcsh， though old 

This paragraph is an excellent example of exposition by a movement of com
pensation . It also iIlustrates how compensatory exposition can undermine 
any single proposition. In the previous paragraph Liu Hsieh had concluded 
that modern writers were able to take the perfect impression of the external 
world by close observationi moreover， he phrased his observation in such a 
way as to suggest that this was a distinctive trait of modern writers .  By the 
end of this paragraph， Liu Hsieh has concluded that earlier poets had already 
expressed everything perfectly and that modern writers achieve all their 
novel effects by borrowing from and making variations on the work of their 
predecessors . We might consider the strange series of moves by which the 
critic performs this turn to the opposite di目前lOn.

The first corrective move occurs against the notion that language can give 
the organic impression of the things of the world.  Things themselves may 
have the constancy to provide such a reliable impression， but human thought 
is ever-shifting and various and consequently cannot be relied upon to take a 
perfect impression. Sometimes a poet can describe something perfectly with
out any effort， but at other times he cannot find the proper words to describe 
the thing no matter how hard he tries ( the discussion of description in the 
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previous paragraph had implied great eHort ) .  The general unreliability of liter
ary thought in t叮ing to produce a perfect description leads Liu Hsieh to con
sider the Book of Songs and Li Sao， where the description of things is already 
perfect . And now it s巴ems that the modern writer-whether in difficulty or 
not-need only work from the essentials embodied in the older poetry in 
order to produce fresh effects .  This， he concludes， they do. At last the modern 
poets， who had previously worked from nature， are seen to work from earlier 
literature. Both positions are， of course， truej but Liu Hsieh does not say 
"both are true"j rather， he proposes one version， then corrects it and compen 
sates for its one-sidedness by stating the alternative. 

是 以 四 序 紛 迴 。 而 入 !i'� 貴 悶 。 物 色 雖 繁 o IÍlJ 析 辭 估i 筒 。 {吏 味 飄 飄l 而 輕 舉 。 ↑青 嘩 嘩 爪l 更 新 。

11_1 來 辭 人 。 具 代 接 武 。 莫 不 參 仿 J'J 相 變 。 |朴 革 以 為 功 。 物 色 盡 l(r1 情 有 餘 者 。 曉 會 通 也 。

The four seasons 陀volve in their profusio叫 but for thcm [thc scasonal 

changes 1 to enter a writer ' s  stirrings (hsing * ) ，  calm is important. Though the 

sensuous colors of physical things are lush and dcnsc， their cxposition in 1an

guage demands succinctness .  This will make thc flavor as if floating and rising 

above thc world; it will make the circumstancc (ch 'ing 吋 luminous and always 

rencwed .  Since ancicnt times ，  writers havc followcd in each others '  footsteps 

from agc to age; but all have brought about mutations ， each in differing ways事

and they have found that the grcatcst accomplishmcnt lies in thc capacity both 

to folIow and to change radically. When thc scnsuous colors of physical things 

are finished， somcthing of the affcctions (or "circumstance， " ch 'in，ç; * )  Iingcrs 

on-onc who is capable of doing this has achicved perfect understandi月

If a set of quite distinct， even conflicting positions all seem to have some 
truth， the tendency in earlier Chinese writing is to state each one， without 
attempting to reconcile the conflicts .  Such conflicting elements may appear 
in movements of compensation， as in the previous paragraphj or they can 
appear when the same question is posed in a new context， as occurs here .231 
The question here is the relation between the writer and the world:  the chap
ter began with the human being caught up in the universal beckoning of the 
physical worldj it shifted then to the poets who "rolled round and round with 
things， " who were not so much the objects of nature 's beckonings and stir自
rings as subjects sympathetically sharing the experiences of other thingsj 
now we are informed that in order to write successfully a person must 
achieve "calm" amid nature 's turbulence . This is the venerable assertion of 
the necessity of some distance on the part of the writer， a demand made in 
"The Poetic Exposition on Literature" and in Liu Hsieh's own "Nature and 
Form."  It is easy to reconcile these conflicting positions as stages in the writ
ing process， but it is significant that Liu Hsieh does not do SOj they are all 
"true . "  What is gained by the relative autonomy of contradictory positions is 
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a clear sense of the resonance of each different position with other concernsi 
each answers the question properly in th巳 context in which it is posed. In the 
paragraph above， we can see clearly the relation between calm and the notion 
of reserve， which is part of the structure of partialness discussed earlier. 
Against the lush multiplicity of the world， the writer must "hold back， " must 
be "succinct. "  The world's multiplicity is to be concentrated in the partial. In 
such reserve is the energy that gives the literary text resonance. Liu Hsieh 
here uses the term "flavor" ( wei 勢 ) as a model : it is not just the concentrated 
and momentary "taste， " but the unfolding and savori月 of flavor after the 
initial moment of tasting. Such withholding， such restriction to the partial 
and essential imparts a lightness and freedom to a text， and allows it to un
fold in reading as if under its own power. This leads to one of the earliest 
explicit statements of a value central in later poetics， han -hsü， the quality of 
"reserve" from which associations ling巳r on after the wordS .232 Liu Hsieh 
does not use the term han-hsü here， but his formulation is interesting :  
"When the sensuous colors o f  physical things are finished， something of  the 
affections ( or "circumstance， " ch 'ing* )  lingers on. " The external surfaces， the 
"sensuous colors" ( se* )， of things and of things made manifest in words are 
momentarYi what survives them is the ch 'ing* -something of their quality， 
their mood， the circumstances， the way we respond to them. In later poetics， 
such concepts as "reserve" were to become easy commonplacesi in Wen-hsin 
tiao-lung， we can see the roots of such concepts in some of the oldest con
cerns of Chinese literary thought: surface and subsurface， making something 
limited "last long， " the part that leads back to the whole. 

若 乃 山 林 舉 壤 O 實 文 思 之 奧 隊f 0 間告 語 則 闕 O 詳 說 則 繁 。 然、 屈 7f 所 以 能 洞 監 風 騷 之 情 者 。 抑

亦 江 山 之 助 乎 。

Mountain forests and the marshy banks of rivers are indecd the sccret treasure 

houses of litcrary thought. Y ct if the words are too bricf， thc description wants 

somcthing; and if too detailed， it' s ovcrlush.  Yet thc rcason Ch‘ü Yüan was 

ablc to fully cxamine the mood (c!z 'ing * )  of thc Book of Songs and Li Sao was， 

1 am su間， thc assistance of those rivcrs and mountains .  

This is a peculiar and very beaut丘ul closing to the chapter， reaffirming the 
part played by the external world in literature : the rivers and mountains 
"assist" the poet， join with him in the act of writing. We hesitate to point out 
that this is yet a fourth position in the presumed relation between the poet 
and the natural world . 

山 杏 水 庫 。 樹 雜 雲 合 。 目 既 往 還 O 心 亦 吐 納 O 春 日 遲 遲 。 秋 風 諷 諷 。 情 往 似 贈 。 興 來 如l

答 O
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Supporting Verse 

The mountains in folds with rivers winding ，  
Mixed trees whcrc thc clouds merge: 
When thc cycs havc roamcd over them， 
Thc mind exprcsscs thcm .  
The days of spring pass slow勻，
The winds of autumn howL 
Our affections go out as a gift ，  
And stirring (llsinj( * )  comes back like an answer 

CH凡P TER 48 
The One 仰而o Knows the Tone， Chih-yin 知音

Po-ya was a mast巳r o f  playing the zither， and Chung Tzu-ch'i was a master of 
listening. When Po-ya played his zither， his mind might be intent upon 
( chih 祕 I climbing a high mountain， and Chung Tzu-ch'i would say， Masterful ! 
Uprearing， towering like Mount T'ai . "  Then Po-ya's mind might be intent 
upon the flowing water， and Chung Tzu且ch'i would say， μMasterful ! 
Onrushing and roiling like the Yangtse and Yellow River. "  Whatever was in 
Po-ya's mind， Chung Tzu-ch'i knew it. Po-ya wandered to the dark north 
slope of Mount T'ai and suddenly encountered a terrible rainstorm. Stopping 
beneath the cliff， his heart full of melancholy， he took up his zither and played 
it， first a melody of the downpour， then the tone of the mountain itself col
lapsing. And every melody he played， Chung Tzu-ch'i followed the exci te
ment to the utmost. Then Po-ya put down his zither and said with a sigh of 
admiration， "Masterful， masterful indccd-thc way you listen. Thc imagcs 
you see in your mind ( chih 叮 are just the same as the ones in mine. How can 1 
keep any sound concealed from you ? "  

T'ang wen chapter o f  the Lieh -tzu 

The story of Po-ya and Chung Tzu-ch'i is the source for the phrase chih -yin， 

"the one who knows the tone， " someone who has the special talent to under

stand the nature and state of mind of another person manifest through some 

performance of an art， originally music but easily transferred to a literary 

text . The chih -yin is perhaps best understood in the context of the old Con

fucian value c的h-jen ， " to  understand people. " While chih但n is a general 

capacity， chih -yin was， above all， a relation between two individuals .  Liu 

Hsieh， in transferring the term to the role of the reader or critic， hoped to 

retain something of the term's original intimacYi but he also diminished its 

force by enjoining the reader to a general capacity of appreciation， the ability 

to recognize many different kinds of μtones. " What had been a question of 

friendship becomes evaluative j udgment. 

μThe One Who Knows the Tone"  presents a miscellany of issues around 

the question of the capacity to appreciate and understand the works of others . 

For Liu Hsieh this C且pacity is everywhere threatened : by blind prejudices， by 

competìtiveness and a lack of generosi旬， by the limitations of human nature 

that make each type respond most strongly to its own kind. If Liu gives up 
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some of the intimacy of the term's original context and transforms "knowing 
the tone" into a trained ability， he does so to oppose forces that inhibit under
standing， the premise with which Ts'ao P'i began his discourse on literature : 
"Literary men disparage one another. "  

A s  in many other traditions， Chinese writers on literature often took re
course to an analogy with music. One reason was， of course， that poetic texts 
were often sung and accompanied by instrumental music. The question of 
the lost music played a central role in the hermeneutic tradition of the Book 

of Songs， and it was the particular role assigned to music there that helped to 
shape the musical analogy for later critics of literature : in the Book of Songs， 

the lost music was supposed to have let every listener know at once how to 

understand the words of the Song. Music was a mediating ground of mood 
that would let listeners know whether the words were ironic， whether they 
carried undercurrents of unstated feelings held in reserve， and so forth. Hence 
the musical analogy became a way to refer to the overall quality of a state
ment apart from its obvious semantic "content . "  Since this quality is for

tuitously called "tone" in English， the English reader may legitimately hear 
that usage in the title of this chapter. The primaηT difference in the two tradi
tions is that in the Chinese version "tone" is a central rather than an adjunct 
quality. Whether tone is some typological catego月T of mood or an immediate 
access to the individual 's heart (Liu Hsieh speaks of it in both ways )， the 
concept of "tone" radically mediates the reader's understanding of language. 
As in the hermeneutic tradition of the Book of Songs， one cannot fully under
stand the words without understanding the way in which they are delivered. 
What is ultimately understood from this process is some integral of "state of 
mind， " rather than semantic μcontent" stripped of its circumstantia1ity. 

The greatest difference between the role of music in the hermeneutic 
tradition of the Book of Songs and the role of tone in Wen】hsin tiao-lung is 
that in the Book of Songs the effect of the lost music was supposed to have 
been immediate and universal . Liu Hsieh's is a world that has fall巴n mto 
division and a world in which such universality is a lost ideal . Since the 
Eastern Han， there had been a growing interest in the typological divisions 
between humans， and Liu Hsieh suspects we can have immediate apprecia 
tion only for thos 

知 音 其 難 � o 音 實 難 知 。 生日 實 難 逢 。 逢 其 知 音 。 千 載 其 一一 乎 O 夫 古 來 表口 音 。 多 賤 同 而 思

古 。 所 謂 日 進 前 而 不 御 。 遙 聞 聲 而 相 思 也 。 背 儲 說 始 出 。 子 虛 初 成 。 秦 皇 漢 武 。 恨 不 同

時 O 既 問 時 矣 。 則 韓 囚 而 馬 輕 。 豈 不 明 鑒 同 時 之 賤 哉 。 至 於 班 回 傅 毅 。 文 在 伯 仲 。 而 岡 嗤

毅 云 F 筆 不 能 自 休 。 及 陳 恩 論 才 。 亦 深 排孔 璋 O 敬 禮 請 潤 色 O 歎 以 為 美 談 。 季 緒 好 誠 詞 。

方 之 於 回 巴 O 意 亦 見 矣 。 故 魏 文 稱 文 人 相 輕 。 非 虛 談 也 。 至 如 君 卿膺 舌 O 而 謬 欲 論文 。 乃

稱 史 遺 著 書 O 諮 東 方 朔 。 於 是 桓 譚 之 徒 。 相 顧 嗤 笑 。 彼 實 !專 徒 。 輕 言 負 諦 。 況 乎 文 士 。 可

妄 談 哉 。
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Hard it is to know the tone， for toncs arc truly hard to know; and such knowl

edge is truly hard to come upon-to come upon somcone who knows the tone 

n1ay occur onc亡， perhaps ， in a thousand ycars . Sincc ancicnt timcs those who 

have known the tone have 0丘cn hcld thcir contemporaries in contempt and 

thought most of those of the past. This Ìs what is meant by "not driving the 

horses that are brought to you evcry day， but instcad longing for those whose 

reputation is known from afar . "  Long ago when the “Gathered Discourses" of 

Han Fei first appearcd， the First Emperor of Ch'in exprcsscd regret that hc was 

not a contemporary; Han Wu-ti did thc samc whcn the "Master Emptincss "  of 

Ssu-ma Hsiang寸u was just complctcd‘ Whcn thc writers wcrc discovered to 

祉， in fact， contemporari凹， Han Fei was imprisoned and Ssu-ma Hsiang寸u

treatcd with contempt .  This is a clear examplc of how contcmporarics arc 

trcated with disdain . In the case of Pan Ku and Fu Yi， thcir writing [showed 

qualitativc similarity ] like the rclation of a youngcr brother to an cldcr brother. 

Yet Pan Ku mocked Fu Yi by saying that whenever he used his writing brush， 

he couldn' t  stop himself. 233 When Ts‘ao Chih discusscd taler哎 ， hc made a dcep 

attack on Ch'en Lin; but when [his friend] Ting Yi requested that Ts ' ao Chih 

hclp him add somc polish to his writing ，  Ts ' ao Chih expresscd admiration for 

the fitness of Ting ' s  request; then Ts ‘ao Chih compared Liu Hsiu， who was 

fond of reviling others ， to lthc prc-Ch'in orator] T‘ien Pa :  in these cxamples 

Ts 'ao Chih 's  point of vicw (y i叮 can be seen . We can sec that Ts 'ao P ' i ' s  claim 

that “ 1iterary men disparagc one anothcr" was not groundlcss .  234 Lou Hu had a 

quick tong肘， but he made terriblc mistakcs whcn hc tried to discuss literature; 

hc even claimcd that when the Grand Historian Ssu一ma Ch'ien had writtcn his 

Historica l Records ， he had askcd thc advice of Tung-fang So; whcn Huan T ‘an 

and his fricnds hcard this ， thcy lookcd on Lou Hu as an obj cct of ridiculc .  If a 

pcrson of littlc worth Iike Lou Hu must cndurc scorn for his disparaging rc

marks，  is it acccptable for a literary man to speak rashly? 

Liu Hsieh deve10ps his premise of the difficulty of "knowing the tone" in an 
odd way: granting the fact that true understanding may occur only once in a 
thousand years， he takes that as a paradigm， with the implication that a wri
ter will likely find someone who appreciates his worth on1y far in the future . 
He then twists the paradigm into a negative form in which the reader de
spises the present and honors the past圖 Therefore， when the First Emperor of 
Ch'in and Han Wu-ti appreciated the writings of men who happened to be 
contemporaries， they assumed that those works were， in fact， written long 
ago. Once the writers were shown to be contemporaries， both 10st favor and 
came to bad ends.  Obviously Liu Hsieh's point is directed against a blind 
reverence for the past simply because it is past; but the movement to that 
point from his opening remarks is an excellent example of a truly twisted 
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argument. In the second set of examples ( of professional j ealousy) ，  he takes 
the example used by Ts'ao P'i .  

故 鑒 照 洞 明 。 而 食 古 賤 今 者 。 二 二主 是 也 。 才 實 鴻 懿 。 而 崇 己 抑 人 者 。 班 皆 是 也 。 學 不 逮

文 。 而 信 i為迷 真 者 。 樓 護 是 也 。 醬 訊 之 議 。 豈 多 歎 故 。

夫 麟 鳳 與 告 維 懸 絕 。 珠 玉 與 陳 石 越 好� 0 自 日 平 共 照 O 青 wf 寫 其 形 。 然、 魯、 巴 以 麟 為 !it o

f丟 人 以 維 為 鳳 。 魏 民 以 夜 光 為 怪 石 。 宋 我: 以 燕 險 為 實 珠 。 形 許是 易 做 。 謬 乃 若 是 。 女 情 難

鑒 。 誰 日 易 分 。

夫 篇 章 雜 裔 。 質 文 交 加 。 知 多 偏 好 。 人 莫 圓 該 。 慷 慨 者 逆 盤 前i 擊 節 。 阻 籍 者 見 檔 耐 高

蹈 。 i乎 慧 者 觀 綺 而 躍 心 。 愛 奇 者 開 詭 而 驚 聽 。 會 己 則 磋 諷 。 異 我 則 泣 束 。 各 執 一 隅 乏 解 。

欲 擬 萬 端 之 變 。 所 謂 東 向 前] 望 O 不 見 西 牆 也 。

There are cases of people with penetrating discernme肘， who neverthelcss 

value the past while showing contempt for the prescnt :  such were the two 

rulers mentioned above. There are those who have great and excellent tale叫，

but who honor themselves and disparagc others : Pan Ku and Ts ‘ao Chih werc 

examplcs of this . Thcn thcrc arc those whosc learning does not come up to 

their [surface] eloquence (wen 勻 ， who belicvc lics and err from the truth : such 

was Lou Hu. Thc thcory that a grcat work might cnd up covering a j ar was not 

an cxcessive anxicty . 235 

A unicorn is far differcnt from a rocbuck; a phoenix is j ust  as different from 

a pheasant. Pearls and j ade are not  the lcast thc samc as ordinary pcbbles and 

stones . Yct in full sunlight the pupils of men' s  eyes sccmed to catch the 

[wrong] shapcs . The officers of Lu thought a unicorn was a rocbuck; someone 

from Ch‘u thought a pheasant was a phocnix; a man of Wci took thc shines咖

by-night j ade as an unlucky magic stonc; and the native of Sung thought that a 

piecc of gravel from Mount Y cn was a prccious pearl . 236 Errors likc thesc 

could still bc madc dcspite the fact that it was casy to show thc difference in 

form; yet thc affections in literature (WCl1 弋ch 'illg * ) arc hard to scc clearly， and 

who can claim thcy are casy to distinguish? 

Works of literature are various，  thcir substancc and pattcrn are intertwincd 

in many ways . What wc [seem to] know usually involvcs somc biased affcc

tion; in no onc is judgmcnt as pcrfect and comprchensive as it should bc .  

Those with powerfully impulsivc emotions will tap out the rhythm whcn they 

hcar a voicc singing.  Thosc who fccl morc strongly than they outwardly show 

will be transportcd when thcy pcrccive a confidential manl1cr . When they 

observc some intricacy， thc minds of insubstantially clevcr persons will leap in 

dclight. Thosc who lovc strangel1css will listcn in amazcmcnt when they hear 

somcthing bizarre . People rccitc with admiratiol1 whatcver corrcsponds to the 
way they thcmsclves are， and thcy will rcj cct whatcver differs from them

selves . Each pcrson holds to a onc-sidcd comprchension and through it hopcs 
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to estimate the ten thousand stages of mutation. This is what is meant by thc 

saymg， “not secing tbc wcstcrn wall bccausc you arc looking east 刊

Liu Hsíeh envisíons a world of ignorance and error， where misprísion of truly 
valuable wríting threatens it with obscurity and 10ss . He sees the ultimate 
source of error in a typological limitation that causes readers to appreciate 
only what corresponds to their own type. As in Ts'ao P'í， thís leads to the call 
for a /Icomprehensive talent" ( t '日ng* -ts 'ai勢 )-though Líu Hsíeh does not use 
that term-someone capable of understanding all the variatíons ( /Imuta
tions" )  of typological limitation. 

凡 悍 干 1III Inj 俊 曉 峰 。 關 T YkIJ I而 俊 �ì在 市 。 攸 圓 照 一三 象 。 務 先 !專 觀 。 n司 需 品 U J 附注 嘍 。 酌 J台 波

以 l偷 回去 滄 。 j!(l; 私 方 申羊 毛 。 不 偏 於 憎 愛 。 然 俊 能 平 JI巨 才去 衡 。 照 辭 k日 鉅 次 。 是一 以 ;俘 問 :交 情 。 先

標 f三 觀 ο ， 說 {il 悅 。 二 襯 豈 辭 。 三主 觀 過 變 。 四 觀 奇 JE o ti 觀 事 義 。 六 觀 宮， 商 。 1哲i 術 既 形 。

MIJ 慢\ 1; 見 矣 。

夫 ;從 文 尋常 情 動 而 辭 發 。 兒 交; 有 被 火; 以 人 們 。 i1}n波 :、↑ 悅 。 雖 幽 必 Mt! 0 世 ;主 英 兒 其 函 。 靚

女: 相[ 兒 }Ç ，心 。

You can understand sound only after playing ten thousand tun口 you can 

recognizc the capabilitics of a sword only aftcr cxamining a thousand. Y ou 

must first endeavor to observe widely in order to have thc impression (hsiani( )  

that comes from comprchcnsivc undcrstanding.  Look to thc loftiest mountain 

to know thc shapc of thc littlc mound; consider the wavcs of the ocean to 

know the significancc of thc ditch . Only after cscaping a purcly private scnse 

of  what is wortbwhilc and what is of no importance， only aftcr avoiding one

sidedness in lovcs and hates ，  can onc see principlcs ( l í汁 。n an cven balanc亡，

only thcn can onc scc words clcarly as in a mirror .  Thus to observc thc affcc

tions in litcratu此， fìrst sct forth thcse six points to bc considercd: consider how 

thc normativc form is givcn; considcr how tbe words arc arrangcd; cOl1sidcr 

continuity and mutation; cOllsidcr whcther it is normal or unusual; considcr 

the evcnts and principlcs [containcd in it 1 (shih 特 y i汁 consider the musi

cal qualities . Whcl1 thcse techniqucs are practic叫， the relative valucs will bc 

obvious . 

In the case of composing Iiterature， thc affections are stirred and words come 

forth; but in the casc of rcading a work of litcratu況， one opens thc tcxt and entcrs 

the affcctÌons [of thc write汁 ， goes against thc currcnt to find the source; and 

though it may [at first] bc hidden ， it wiJl ccrtainly bccomc manifest .  None may sec 

the actuaJ faces of a rcmotc a阱， but by vicwing their writing， one may immediate

Iy scc thcir minds (hsin叮
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This i日 one of the clearest traditional statements of the reading process in its 
most normative form : to read is an inversion of the process that produced the 
text， and what is finally known in that process is the mind of the writer. 

豈 成 篇 之 足 深 。 忌、 誠 照 之 自 淺 耳 。 夫 志 在 山 水 。 琴 表 其 情 O 況 形 之 筆 端 。 理 將 焉 匿 。 故 心

之 熙、理 。 譬 目 之 照 形 。 目 瞭 則 形 無 不 分 。 心 敏 則 理 無 不 遠 O

It is ncvcr that an accomplishcd work is too dccp . Rathcr we should worry that 

our capacity for recognition is too shallow.  If a person's  mind is intent on the 

mountains and rivers ， a zither can cxpress his statc of mind (ch 'in:;; * ) .  This is 

evcn more true when things arc given form by thc tip of a writing-brush; thcn 

lt 的 not possiblc at all that thc basic principlcs remain hiddcn . The way in 

which mind apprehends basic principlc (1尸 ) is like thc way in which our eycs 

apprchend shape. 237 If the eyes are clc泣， cvery shape can be madc out; if the 

mind is ale肘， cvcry principlc rcachcs it. 

Here literature is privileged over music in its capacity to transmit what is 
interior. Liu Hsieh uses "state of mind" ( ch 'ing* ) as the interior term trans
mitted by music and "natural principle" (1i * )  as the term transmitted by writ
ing; but he has used ch 'ing* often enough as the interior term transmitted by 
writing that it should not be excluded. Rather， the point seems to be that 
writing， in giving us access to mind (hsin 叫， encompasses both ch 'ing* and 
li弋 the integral of the circumstantial and the universal 

然 而 俗 駝 之 迷 者 。 深 廢 淺 售 。 此 莊 )前 所 以 笑 折 揚 。 宋 玉 所 以 傷 白 雪 也 。 昔 屈 平 有 言 O 文 質

政 內 。 眾 不 知 余 之 異 采 o 見 其 唯 生口 音 耳 。 揚 雄 自 稱 ，心 好 沈 博 絕 麗 之 交 。 不 事: 浮 淺 O 亦 可 知

矣 。

夫 「憔 j架 識 鑒 奧 。 必 歡 然 內 懼 。 譬 有主 主: 之 熙 眾 人 。 樂 餌 之 止 過 在 O 蕃 聞 簡 �'b 國 番 。 月版 媚

日詢 :芬 。 書 亦 l劍 華 。 恥 澤 方 美 。 知i 音 有 于 O 主� 平 意 焉 。

In their erring estimation， howcver， ordinary people abandon what is deep and 

estcem the shallow. This was the rcason Chuang-tzu mocked the [folksong] 

“Breaking the Willow Branch" ; 238 this was the reason Sung Yü was distresscd 

at the song “White Snow. "239 Long ago Ch'ü Yüan said， “Both cultivation 

(wen 吋 and substancc (ch ih 叮 pass within mc， but the crowd does not under

stand my rare luster . " Only one who knows the tone can perceive what is rare . 

Yang Hsiung claimed that in his heart (hs的 特 ) he loved writing that had depth， 

breadth ， and utter lovcliness ;  one can scc hc間， too， that he would have 

nothing to do with insubstantial shallowness . 

Only those who recognize what lies deep and who sec into the profound 
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will always feel the thrill of an inncr joy [whcn thcy rcad a great work] ， much 

in thc way avcragc pcoplc bask in thc w紅mth of a tcrrace In spriI啥， or thc way 

in which music and food will stop thc passing traveler .  1 havc hcard that the 

marsh-orch泣， the l110st fragrant plant in thc land ， has an ever swcctcr sccnt 

whcn worn. Writing is also thc glory [or "flowcring ， " 的ta1 of thc land， and it 

becol11cs l1lost beautiful whcn appreciated .  It is my hopc that thc supcrior 

pcrson who knows thc tonc will think 011 this 

洪 鐘 萬 鈞 。 嘻空 曠 所 定 。 民 書 畫豆 豆宜 。 妙 壁畫 迺 訂 c 1.朮 鄭 n 人 。 無 J'ix 失 聽 。 獨 有 此 律 。 不 謬 餒

f� 0 

Supporti1I，� Ver5e 

A great bell of thousands of pounds 

恥lust be tuncd by music masters like K\lcì and K 'uang. 

When excellcnt works fìll a bookchest 、

Only subtlc disccrnmcnt can corrcct thcm 

Thc drifting music of Cheng seduces pcOplc， 240 

Don ' t  be mislcd by lis tcning to i t .  

Only by thesc rcgulations 

Can one avoid crring on the path. 

CHJ-1PTER 50 

附at 1 Had in Mind: λifter川

The form of Wen-hsin tiao-lung is related to a tradition of essay collections， 
works such as the Han Huai-nan- tzLZ and th巳 Lun-heng of W且ng Ch'ung. Such 
works often included as their final chapter a statement of the author's back
ground and intent in the composition of the work. This is roughly the func
tion of the present chapter. 

夫 丈 心 誼 。 1-' 為 文 之 間 心 也 。 i士 ;且 f 琴 心 。 1 係 巧 心 。 心 哉 :天 矣 。 故 用 之 焉 。 出 來 文 章 。

以 雕 耨 成 牌 。 豈 取 單罰 爽 之 宣 言 昕一 夜 也 υ

Thc patterned/literary mind (wen * -115仰 著 ) l1lcans thc usc of mind (or “mtense 

effort") in writing (making We1/ 汁 。nce there was Chüan一tzu ' s "Mind of thc 

Zithcr刊 (Ch ' in-h5 În :md Wang-sun 's “Artful Mind" (Ch 'iao仲hsín * ) . 242 

Mind (hsi月 持 ) is a fille thing indced， and thus 1 havc uscd it hcrc . Morcover， 

literary works (u月'rl * -chan，í? * ) have always achicved thcir form ( t '尸 ) by carving 

and rich ornamci1tatÍon. Yet 1 do l10t mean what the group of peoplc around 
Tsou Shih callcd “carvl月 dragons " (tiao-I州'，í，') . 243
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Liu Hsieh opens with a strong echo of the preface to Lu Chi 's "Poetic Exposi
tion on Literature" :  "Whenever 1 consider what is made by persons of talent 
( ts 'ai * ) ， there is something within me that lets me grasp their strenuous 
efforts ( or "use of mind， " yung-hsin * ) . "  Like Lu Chi， he is playing on words 
here， referring to "mind" both as a term in the title and as a faculty ( though 
we might observe that Lu Chi was thinking of the μstrenuous effort" in liter
ary writing， whereas Liu Hsieh considers it in the composition of his own 
critical work ) .  Liu Hsieh， concemed always with the value of writing about 
literature and with asserting the superiority of his own work to that of his 
predecessors， begins with a false genealogy， implicitly setting the title of his 
work in a set with two other， largely unknown works， while avoiding men
tion of Lu Chi， to whom he owes so much. 

In "The Poetic Exposition on Literature" Lu Chi developed an oppositïon 
between the speculative operations of mind and reading or traditionj here Liu 
Hsieh builds his title with a similar pair of terms : "carving and rich orna

mentation" are associated here with tradition. Yet μcarving dragons" is an 
activity that carries potentially pejorative connotations， connotations of 
delusory craftj and Liu Hsieh tries to take care to dissociate his own sense 
of craft from the pejorative sense. 

夫 宇 宙 綿 邀 o 黎 獻 紛 殼 。 拔 萃 的 類 。 智 術 I而 已 。 歲 )j 飄 忽 。 性 握 不 居 。 槍 聲 飛 實 。 ;但j 行 的l

已 。 夫 有 1i' 貌 天 地 。 稟 性 E. :;1一 。 擬 耳 自 JY.' Eî FJ 。 方 聲 氣 于 風 詣， 。 其 超 H� 萬 物 。 7/j、 已 瘟 矢 。

形 同 草 木 之 脆 。 名 輸 金 石 之 堅 。 是 以 君 子 處 址 。 拉H惠 建 互 o jGL 好 辯 哉 。 不 得 已 也 。

予 生 七 齡 。 J'; 夢 彩 雲 若 錦 O 則 攀 而 採 之 。 齒 在 愉 立 。 則 當 夜 夢 執 丹 j妥 之 禮 品 。 隨 Nr

尼 i的 南 行 。 [1 前 藉 。 迺 怡 然 而 喜 O 大 哉 聖 人 之 難 見 哉 。 乃 小 子 �Z 至 夢 嗽 。 自 生 人 以 來 。

未 有 如 夫 子 者 也 。 敷 讚 聖 旨 。 莫 若 注 經 。 而 馬 鄭 諸 儒 。 注: 之 已 精 。 就 有 深 解 。 未 足 山一

家 。 唯 文 章 之 用 。 實 經 典 枝 條 O 五 禮 資 之 以 戚 。 六 典 因 之 致 用 。 ;有 臣 所 以 炳 t矣 。 軍 凶 所

以 昭 明 。 詳 其 本 源 。 莫 非 經 典 O

The unìverse goes on and on forever; and among the multìtudes ， worthy men 

have been many and varìous . 244 To rìse above the crowd and emerge from the 

[common] categorìes can occur only through wìsdom and skìll. Yet the years 

and months fleet past， and the soul (hsing*  -ling) does not stay here pcrmanently. 

The only way to make on亡's reputation soar and one ' s  accomplishments take 

flìght ìs by [literary 1 composìtìon .  Thcre ìs in man 's  outward appcarance a 

likeness to Heaven and Earth， and hìs nature (hsing * )  ìs endowed wìth the five 

materìals ;245 we may compare hìs eyes to the sun and the moon; we may liken 

hìs sound and breath to the wìnd and thunder. The way hc passes beyond all 

the thìngs of the world is truly the force of spìrìt (li明) . Hìs form (hsing * )  

shares thc fraìlty o f  the trees and plants ， yet hìs namc ì s  more firm than metal 

or stone. Thus a superìor person (chün-tzu) lìvcs ìn hìs own age， foundìng hìs 

vìrtue (tê) and cstablìshìng wordS . 246 It ìs not sìmply a fondness for dìsputa

tìon; ìt ìs that he feels some basìc unease . 247 
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It was at the age of six that I dreamed of clouds of many colors like a 

brocade， then climbed up to them and culled them. When 1 had passed the age 

of thir句， 248 one night 1 drcamed that 1 was holding ritual vessels of red lac

quer， going off southward with Confucius . 249 Thc next morning when 1 

awoke， 1 was chccrful and happy. It is hard indced to have a vision of the Sage， 

yet did he not scnd down a dream to me， a mcrc child? !  There has never bccn 

anyone else like the mastcr sincc thc birth of the human racc . 250 Classical com

mentary is the very best way to cxpound and elucidate the intent of the Sagc; 

yet Ma Jung， Chcng Hsüan， and other Confucian scholars have expanded 

upon the Classics and gotten their essencc . 25 1  Evcn if 1 had some profound 

interprctations ， they would not bc cnough to found 111y own lincage [of 

scholarship ] . 

The rolc of literary works (WCIl * -chang * )  is ，  in fact， a branching out from 

the Classics : the Five Ritcs depend on thC111 to be carricd out ，  and thc Six 

Burcaus function by their means . 252 Literary works arc thc way that thc rcl公

tion bctwccn thc prince and his ofhccrs as well as thc rclation between army 

and state arc madc pcrfcctly clcar. If wc carefully tracc these back to their 

roots ， they arc always to bc found in the Classics 

The association of a work of literary theory and criticism with the Confucian 
tradition of "establishing words， " by which a person may hope for some 
cultural immortality， goes far beyond the modest intentions of earlier critical 
writing. Dispute over the fine points of literary art was already part of social 
practi巳e in the salons of the southern courts .  Liu Hsieh links himself to one 
of the parties in such disputes， the conservatives who saw their role as one of 
preserving Confucian values and the literary tradition. By placing himself in 
the tradition of Confucius and classical commentary ( recalling that Con
fucius himself was supposed to have provided supplementary "commenta
ries" for the Book 01 Changes and described himself as one who "transmitted 
but did not make竹， Liu Hsieh implicitly defends the notion that a work of 
literary crìticism can be "establishing words . "  The Confucian scholar pre
serves， corrects， and passes judgments on texts; he is primarily a conservator. 
This 巳ssential Confucian labor has been performed fully for the Classics; but 
insofar as literature lies in the direct lineage of the Classics， it requires 
a similar care . The model of Sagely judgment was implicit in Ts'ao P'i 's 
"Discourse on Literature" 且nd Lu Chi 's "Poetic Exposition on Literature"; 
it is quite explicit here， with Liu Hsieh dreaming of Confucius， as Confucius 
himself dreamed of the Duke of Chou. This grandiose claim for the role of 
literature and the critic is a measure of Liu Hsieh's anxiety， shared by many 
in his age， regarding the culture of the Southern Dynastiεs， as is explicit 
in the following paragraph. 
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而 去 聖 久 遠 。 文 體 解 放 。 辭 人 愛 奇 。 言 貴 浮 詭 。 飾 羽 向 畫 O 文 繡鱷 悅 。 再往 本 彌 甚 。 將 遂

訛 潰 。 蓋 周 書 論 辭 O 貴 乎 體 要 。 尼 父 陳 訓 。 惡 乎 異 端 。 辭 訪11 之 異 。 有: 體 於 耍 。 於 是 揚 筆

和 墓 。 乃 始 論 文 。

并 親 近 代 之 論 文 者 多 矣 。 至 於 魏 文 述 興 。 陳 忠 f}; 害 。 悠 揚 失; 論 。 際 機 丈 賦 o {I中 i合 流 別 。 宏

範 翰 林 O 各 照 隅 隙 。 鮮 觀 f街 路 。 全�減 百 常 時 之 才 。 .BX;銓 品 前 修 之 交 。 或 汎 學 雅 俗 乏 旨 。 或

撮 題 篇 章 之 意 。 魏 典 街 ITîi 丹、 鬧 。 陳 害 辯 而 無 償 。 應 論 誰 l而 疏 略 。 陸 賦 巧 l叮 碎 亂 。 流 別 結 而

少 功 。 翰 林 淺 而 寒 耍 。 又 君 山 公 幹 之 徒 O 古 甫 土 龍 之 畫畫 。 ìJt 議 文 意 。 往 往 闊 的 。 '-líz 未 能 紅

葉 以 尋 根 。 觀 瀾 而i 索 Yrt� 0 不 述 先 哲 之 話 。 無 益 f女 生 之 慮 。

Y ct wc have gone long and far from the Sage， and thc normative forms of  

1iteraturc have divided and scattcrcd . 2日 Thc rhapsodes (tz 'u 持 -jen) 254 fell i n  love 

with whatever was unusual ， and in languagc thcy valucd what was insubstan

tial and deceptive. They enj oycd adding paint to dccorate feathers255 and wove 

patterns (wen吋 into their leather bclts and sashes . 256 Their departure from the 

basics (pen) gcts ever morc cxtrcme， as thcy pursue the erroneous and exces

sive. When the Book ofDocumcnts discusses language (tz 'u * ) ，  it values bringing 

out the esscntials . 257 When Confucius set forth his teaching ，  he expressed his 

dislike for unusual principlcs . 258 Although the [ statement on ] language [in the 

Book of Documents 1 and [Confuci肘 ' ] teaching are different，  it is proper to bring 

out the esscntials . 259 Thus 1 took my brush in hand and mixed my ink， begin

ning my discoursc on 1itcraturc. 

Lct us examine closely rccent discourscs on literature (and thcre arc many 

of thcse indecd) ; from Ts‘ao P' i ' s “Exposition of thc Authoritative" [i . c . ， the 

“Discoursc on Literature" in Authoritative DisCOl們的1 to Ts 'ao Chih ' s  lettcrs 

and prcfaccs ， to Ying Ch‘ang's “Discoursc on Literature ， " to Lu Chi ' s “Poetic 

Exposition on Litcraturc， " to Chih Y函 ' s “Divisions ， " to Li Ch‘ung's “Grove 

of Brushcs" ; 260 cach shcd light on somc corncr， but few examined the great 

high road; somc evaluated thc talents of thcir own a阱， whilc others wcighed 

and ranked the writings of earlicr mastcrs ;  somc vaguely pointed out thc prin

ciplcs by which a gracious ( ya * )  stylc could bc distinguished from a low style， 

whilc others made j udicious choices to show the intent ( 抖 著 ) bchind particular 

works .  Ts 'ao P ' i ' s “Discoursc on Literaturc" is vcry suggestive but not 

comprehcnsive;261 Ts‘ao Chih ' s  letters are well argued but miss the mark; 

Ying Ch‘al嗯's discourse is splendid but cursory; Lu Chi ' s  poetic expOSItlOn IS 

artful but a mishmash; Chih Y函's “Divisions" gct  to the esscnce but  accom

plish nothing; Li Ch'ung 's “Grove of Brushcs" 的 shallow and wanting in the 

esscntials . In addition， there have becn Huan T'an， Liu Chen， Ying Chen， and 

Lu Yün， and othc的， who have raiscd qucstions about the meaning of literature 

(wen * -yi叮 in gcneral terms .  Hcrc and there， worthwhile things show up in 

their works ; but nonc of them bcgan with the leaves to trace things back to the 

root or observed the waves to search out thc fountainhead. Since they did not 
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transmit the injul1ctions of the ancient Sages ，  thcy have been of little benefit to 

the col1cerns of the later-born 

Although Liu Hsieh claims not to be simply "fond of dispute， " his was a 
disputatious age . To make a place for his own work， Liu feels it necessary to 
dismiss all predecessors writing on literature ( over a thousand years later， in 
"The Origins of POεtry， " Yeh Hsieh will do the same， rejecting all his prede
cessors for their lack of systematic order， and dismissing Liu Hsieh among 
the others; see p .  5 79 below) .  Despite his claims of originality， it is impossi
ble to read Wen-hsin tiao-lung and not hear the words of Liu's critical prede
cessors echoing throughout. 

蓋 文 心 之 作 也 。 木 乎 道 。 的 乎 型 。 體 于 經 O 酌 乎 緝 。 變 乎 騷 。 文 之 樞 紐 。 亦 云 極 矣 。 若

乃 論 交 敘 筆 O 貝Ij 闊 別 Iλ 分 。 原 始 以 表 末 。 釋 名 以 輩 義 。 選 文 j法 定 篇 O 教 迎 以 舉 絞 。 上 篇

以 上 。 綱 領 明 矣 。 至 於 淘j 情 析 采 。 籠 圈 條 貫 。 擒 月l�l 1萍 。 國 風 勢 。 首 會 通 。 閱 皇軍 字 。 崇 毛幸

於 時 序 。 雪運 貶 於 才峙 。 作 恨 於 知 音 。 耿 介 1丹 紅 器 。 長 懷 Ff 志 。 以 駁 零 篇 。 F 篇 以 下 。 毛

自 顯 矣 。 位 血! 定 名 。 影 于 大 易 之 數 。 其 為 文 用 。 四 卜 九 篇 ITrI 已 。

This work of minc on the Iitcrary mind (wcn * -hsi仰 著 ) has its base in the Way 

[Chapter 門 ， takcs thc Sage as its tcacher l Cha pter 斗 ， finds the normative 

forms ( tγ ) [of  literature] in  thc Classics [Chaptcr 斗 ， consults the  Classical 

Apocrypha [Chapter 斗 ， and shows thc [initial] mutation in the Sao [ i . e . ， thc 

C!z 'u-tz 'u tradition， Chapter 4] . Here the pivotal point of literaturc has bcen 

followed through to its limit .  ln discussil1g rhymed (wen 叮 and unrhymcd ( p i )  

writings [Chapters 6 to 2月 ， 262 1 have di\社cd them into their various domains ， 

cXplained the l1ame [of each genre] to show thcir signifì cance ( y i吋 behind 此，

selected examples to establish the genre clearly， given an exposition of its prin

ciplc ( li 叮 to bring out the continuity .  Thus in the fìrst part of the book，  the 

unifying precepts are quite clear. 

In my analysis of the “A仟ections and Bright Coloration"  [[!Z 'ing九ts 'a i\

Chapter 3門 ， 1 have delimited thc scope and shown the internal structurc. 1 

have expoundcd “ Spirit" r Shc川 ， Chaptcr 26] and “ Individuating Naturc" 

(f台 illg* ， Chaptcr 27J ; 1 have skctched qucstions of “Wind" [Feng穗 ， Chapter 28] 

and of “Momcntum" [ Shih \ Chaptcr 30] ; 1 have incorporated questions of 

“Cohcrcncc" [H例 ， Chapter 43J a叫 “Continuity" [ T'圳g * ， Chapter 2叫 ; 1 have 

examincd thc naturc of“Euphony" [Shcng， literally “ sounds ， " Chapter 33] and 

“Word Choice" l Tzu 峙 ， Chaptcr 39] . Risc and fall are treated in “Tcmporal 

Scquencc" I Chapter 斗月 pr:l1sc 立nd critici臼凹S叫111 arc of缸fcred inν4“‘ An Ovcrvi跎ew of 

Tal  亡白nt" [Ch 且p抖)沌tc叮r 斗7 J ;  “ r可

up 111a抗tt扣c了E臼s t出ha泌t di臼stur吋b u肘s . ln " Showing thc Vcssel ' s  Capacity" [Chapter 49] ， 1 

have bccn forthright and clcar. My constant concerns arc hcre in "What 1 Had 
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in Mind: Afterword， " by which 1 have organizcd all the various chapters .  In 

the second half of the work， the organization is obvious .  Showing the position 

of principle ( l i叮 and determining the namcs of things is made evident in the 

number given in the grcat C/zanc'Çcs [ i . e . ， Yi c/zing] ; thcrc are only forty-nine 

used for the discussion of litcrature . 263 

夫 銓 序 一 文 為 易 。 彌 綸 璽 言 為 難 O 雖 或 輕 采 毛 髮 。 深 極 骨 髓 O 或 有 曲 意 密 源 。 似 近 而

遠 。 辭 所 不 載 。 亦 不 勝 數 矣 O 及 其 品 列 成 文 。 有 同 乎 舊 談 者 。 非 雷 同 也 。 勢 白 不 可 真

也 。 有 異 乎 前 論 者 。 非 在奇 異 也 。 理 白 不 可 同 也 。 |司 之 與 異 。 不 屑、 古 今 o 擊 肌 分 理 。 惟 務

折 衷 。 按 年彎 文 雅 之 場 。 環 絡 藻 繪 乏 !衍 。 亦 幾 乎 備 矣 。

但 言 不 盡、 蔥、 。 聖 人 所 難 。 識 在 制 管 。 何 能 矩 鰻 。 茫 茫 往 代 o f:U 洗 予 聞 。 妙 抄 來 世 O

倘 塵 彼 觀 也 。

To cvaluatc and classify a single work is easy， but to fully incorporate all that 

has been written is hard . Though as light and brightly colored as a pelt or hair， 

their dcpths may go all thc way to thc bonc and marrow. There are some 

works that havc subtlc (C/z 'Ü) idcas ( y i吋 and secrct fountainhca啦， apparently 

obvious but actually far-rcaching; there arc countless aspects that 1 have not 

bccn able to put into WordS . 264 In my rankings and catcgories here， 1 have 

somctimes agreed with comm凹的 madc prcviously; this was not merely 

echoing :  thc force of the situation was such that 1 could not differ with them. 

On the other hand， thcrc arc cascs wherc 1 differ from carlier discourses ;  this is 

not a rash inclination to bc diffcreJ況， but simply that the principle (l i 耨 ) in

volved made it impossiblc for mc to agrce. In my agrcements and disagree

ments 1 have disregarded whether opinions wcrc rccent or ancicnt .  1 have “ split 

the f1esh to discern the principlc" [done a close analysis] ， making my sole 

endeavor to get to the heart of thc mattcr. In grasping the rcins on the 

mcadows of literary graces and looping the halter in thc treasure house of 

cloqucn白， 1 think this is virtually complete . 

But the Sage rccognizcd the problem in the way “what is said does not give 

thc fullness of the conccpt in the mind. "265 How can a capacity no greater than 

that of a pitcher or a pipe grasp the fixed standards?266 Ages past are remote 

and hazy， yet they have cleansed my hearing;267 generations to come are indis

tinct in the distance， and this may only becloud their vision 

生 也 有 涯 。 無 渡 惟 智 。 逐 物 實 難 。 i:惡 性 良 易 O 傲 岸 泉 石 。 �El 嚼 文 義 。 文 果 載 心 。 余 ，心 有

寄 。

Supporting Vcrsc 

Human life has its bounds， 

Only wisdom is unboundcd. 

Investigating cxtcrnal things is hard indeed， 
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But going with onc's  nature is easy .  

Proud and lofty、 a boulder in a stream，  

Chewing ovcr the significancc of literaturc . 

If litcraturc truly carries mind， 

Then my mind has found a lodging .  
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Categories 
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Poetry 

It is a measure of the strangeness and the problems of "The Twenty-Four 
Categories of Poetry" by Ssu-k'ung T'u 司 空 間 ) ( 83 7-908 ) that if the title Shih 
p 'in 詩 品 did not contain the word "poetry， " there would be no way even to 
guess to what these elusive verses referred. They could just as easily be "char
acters" in traditional psychology or more transient "moods/， or they could 
refer to qualities of painting， calligraphy， or music， or any other activity in 
which categories of manner played an important role .  They employ a vocab 
ulary applicable equally to personality and to the arts .  It was a vocabulary 
that had been in the process of formation and refinement for centuries. 

Not all Chinese aesthetic vocabulary is as vague and tenuous as it often 
S巳ems in translation; but there is a subclass of traditional aesthetic vocabu
lary that holds a hazy imprecision as its highest value， and it was precisely to 
this genuinely "impressionistic" mode that Ssu-k'ung T'u was attracted. 

Elusiveness is more than a value for Ssu-k'ung T'u; it is an obsession; and 
as such， it plays counterpoint to the generic purpose of μThe Twenty-Four 
Categories， " which is to characterize a set of discrete qualities， together 
constituting a complete range of modal variation. A genre that promises to 
makes distinctions is being employed by a writer whose inclination is to blur 
all distinctions . l  For this reason， some of Ssu-k'ung T'u's critics have claimed 
that the categories are the 巳xposition of a single point of view. Although this 
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is clearly not the case， it is true that a single point of view shades and twists 
everything he writes， more or less reconciling each distinct quality with his 
own values .  Perhaps the best example of these conflicting forc闊 的 the eigh
teenth category， “Solid World" :  in this case a critic， for whom the elusive 
is the highest value， tries to describe a solid， direct， and highly defined modei 
by the end of the verse， definiteness has somehow reversed itself into the 
elusive. 

Despit巴 its uniqueness， "The Twenty-Four Categories of Poetry， " is a 
work with deep roots in earlier poetics and in critical comment on personal
ity， painting， and calligraphy.2  Perhaps of first importance here are the cate
gories of personality that arose with the tradition of "personality appraisal" in 
the Eastern Han. Out of this there developed a rich vocabulary of manner， 
with fine distinctions and gradations . Critics of personality often went 
beyond such general terl11S to describe manner by means of some image 
drawn from nature. Both qualitative and il11agistic characteriza的ons were 
soon transferred into the growing discourse of critical COl11ment ( p 'ing ð4') on 
calligraphy， painting， and literary styl亡，

From the Southern Dynasties through the T'ang， such descriptions grew 
in size and complexitYi and taxonomies began to appear， in which lists of 
qualities were given independent of their association with particular in
dividuals .  As in "Nature and Form" in Wen-hsin tiao←lung， the common prac
tice in prose taxonomies was to give the list， then to amplify each term with 
explanation or examples . This practice can be seen in some of the taxonomies 
of the T'ang Wen-ching mi-f口 -lun 文鏡秘府論 (Bunkyõ hif口ron )， where the 
amplification of each category is given either by the primary critic or by a 
later critic in the form of a coml11entary. "The Twenty-Four Categories" i日 a 
late and intensely idiosyncratic version of such a taxonomy 

Characterizations of manner often used four-character phrases or pairs of 
four-character phrases . Ssu回k'ung T'u extends this into tetrasyllabic versei 
and in doing so， he enters the strong generic traditions of that formi this， too， 
exerts a powerful influence on the peculiarities of "The Twenty-Four Cate
gories . "  One useful parallel here can be found in the "supporting verses" ( tsan 

贊 ) at the end of the chapters of Wen-hsin tiao-lung: like Ssu-k'ung T'u's 
verses， the μsupporting verses" are extremely terse and elliptical， to the point 
that th 
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reasons why such verse was disregarded by literary men: it was j argon自ridden
and often no more than a collection of resonant slogans. Such verse strives to 
give the impression of profundity by the illusion of making propositions 
( though propositions can and often have been drawn out of it by exegetes 
who define the terms and the logical relations in the lines ) .  Unfortunately， 
Ssu】k'ung T'u was immensely attracted to this superficial Taoist rhetoric of 
mystery and profundity， and it compromi日es all the best aspects of his work : 
at its worst it is the μpoetics of Oz . "  

Ssu-k'ung T'u concerns himself with qualities that are on the margins of 
our apprehension， and his willful mystifications can be in some degree justi
fied as a manner of presentation that corresponds to the poetic values restated 
throughout the verses .  The "form of proposition" gives the reader the im
pression that there is some definite message in the wordsi at the same time， 
mystification conceals the putative proposition and compels the reader to 

construct the μmessage" out of the fragmentary words . For this reason "The 
Twenty-Four Categories" are more happily read without commentarYi one 
need not confront the disconcerting variety in their exegesis . Unfortunate旬，
this is true only when reading them in the Chinese. 

Like "The Poetic Exposition on Literature" and the Wen-hsin tiao-lung， 

"The Twenty-Four Categories of Poetry" has accumulated a substantial body 
of commentary: in his Erh-shih -ssu 晶晶 -p 'in t 'an -wei， Ch'iao Li offers three 
full pages on the first four lines of the first category. There are numerous 
points of disagreement in the interpretation of "The Poetic Exposition on 
Literature， " but these di日agreements pale before the wildly varying inter
pretations of lines in "The Twenty-Four Categories of Poetry. " Commenta
tors guess what Ssu-k'ung T'u ought to be saying， then construe the words to 
obey the putative intention. In most texts， language imposes certain restric
tions that chasten the willful exegetei in "The Twenty-Four Categories of 
Poetry" the language is so elastic that contradictory and even incommensu
rate interpretations all flow with equal ease from th巳 same lines.3 Imagistic 
lines usually present no difficultiesi the real problems lie in lines that present 
themselves as prop的itional ( see comments on the first four lines of the first 
mode ) .  The simple truth is that we have no way of determining what such 
problematic lines meani 
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chooses to undertake the work of exegesis， either in expanded classical 
Chinese or in the vernacular. When one reads these poems in Chinese， they 
make perfectly good sense ín their own waYi but when one tries to translate 
them， that good sense falls to pieces . 

Th巴 practice of suggesting alternative interpretatìons was fruitful in com
menting on "The Poetic Exposition on Literature"i but this is less certain in 
the case of "The Twenty-Four Categories of Poetry . "  What 1 will offer below 
is an interpretatìon， one of the valid possibilities that will lead to the gen
erally agreed upon quality described. In treating individual passages， 1 will 
also discuss a few of the more important alternative interpretations offered 
by primarily modern commentators . As was the case in my commentary on 
"The Poetic Exposition on Literature， " for the sake of convenience 1 will refer 
to the major commentaries by the names of their authors . These commen
taries are given in Section I .F . l of the bibliography. 

One of the greatest difficulties of commenting on "The Twenty-Four 
Categories of Poetry" is the difficulty of maintaining a mediating position. 
One can remain quite sensible when discussing the larger issues of Ssu-k'ung 
T'u's poetics and the poems as a whole戶 but when one begins to examine the 
poems in detail， which is to say， discussing how the lines establish the identi
ty of each categoηT and its differences from others， one has entered Ssu-k'ung 
T'u's world. English readers will often legìtimately wonder to what in poetry 
itself the qualities might refer. They may wonder on what level statements 
are made. For instance， when Ssu-k'ung T'u speaks of force， there is almost 
always an element of Storil1g up and an elemel1t of actualizatiol1 of stored 
force : is this what a poet does before he writes ?  or is it somethil1g immanent 
in the text as a whole ( the actualized force il1 the text implying reserve behind 
it ) ?  or does it describe the movement of the text (from reserve to actualiza自
tion ) ?  or does it describe the affect of thε text ( s tored force in the text that is 
actualized in the savoril1g that follows reading) ? It is perhaps wisest to under
stand the qualities described on a high level of generality， as applicable to any 
of the frames of reference suggested above . τhe translations can be deceptive 
here : English demands that 1 choose betweel1 the imperative and the indica
tive， between the subject "he" and the subject "it" ( the text )， between the 
coordinate al1d the co 
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aspect， rather than in the ideology of elusiveness in its own right， that the 
work represents an important aspect of Chinese literary "thought. " 

Apart from one amb 
lamented t血ha前t the work was not s叫uf丘組t缸lC臼iently a叩ppreciated， there is no mention 
of "The Twenty-Four Categories of Poetry" until the first half of the seven
teenth century.5  In this the work suHered the general fate of works on T'ang 
poetics during the Sung， Yüan， and early Ming圖 In
Poe前trηy， " Yen Yü was probably influenced by Ssu-k'ung T'u's letters about the 
value of elusive "poetic" scenes， but there is no evidence that he was familiar 
with μThe Twenty-Four Categories of Poetry . "  During the Ch'ing， "The 
Twenty-Four Categories of Poetry" became extremely popular， generating 
numerous commentaries and imitations， and was referred to often in critical 
writing. Since the seventeenth century， it has been generally considered the 
most important example of T'ang poetics. 

THE TWENTY-FOUR CATEGORIES OF POETRY 

CA TEGOR Y 1 
Potent， Undi了忱的ated， Hsiu月，心n 雄渾

大 用 外 阱 。 具體 內 充 。 返 虛 入 渾 。 積 健 為 維 O 備 具 萬 物 。 橫 絕 太 空 O 荒 荒 油 雲 o 寥 寥

長 風 。 超 以 象 外 。 得 其 環 中 。 持 之 非 強 。 來 之 無 窮 。

Thc greatcst functioning extcnds outward; 

The gcnuine form is inwardly full. 

Rcverting to thc empty brings one into the undifferentiatcd; 

Accumulating sturdiness produces the potent. 

5 It contains the full complcment of all things 

Stretching all the way across the void: 

Palc and billowing rainclouds; 

Long winds in the empty vastness .  

I t  passes ovcr bcyond the images 

1 0  And attains thc ccntcr of thc ring .  

此1aintaining it is not forcing;  

Bringing it ncver ends . 

Lines 1 - 2 :  The couplet is based on the standard philosophical opposition 
between "form月 or "body" ( tγ ) and "function" or "operation" ( yung 用 ) . The 
first lines here are willfully hermetic， even in the context of the "Twenty
Four Categories . "  Most of the problems arise from the first line's use of fei， 

originally the "calf" of the leg. In one usage in the Book of Songs， fei is a loan 
for another graph meaning "to shrivel . "  This became the most common later 
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usage of fei . Read in this sense， the line would be rendered "The greatest 
functioning outwardly shrivels叮 that is， in this mode all outward activity 
withdraws so that unrealized， potential power can be accumulated within. 
The other meaning of fei is to "ward， " as in the actions taken by sheep and 
cattle to protect the abandoned infant Hou Chi 后穆 in the Sheng-min 生民 ode
of the Book of Songs . This sense is roughly followed by Ch'iao Li . If we accept 
this sense of fei， the line would mean "1ts primary functioning is to protect 
externally， while . . . " or ( reading the first hemistich as the direct object) "On 
the outside it wards off functioning， while . . . " Lü Hsing-ch'ang and Tsu Pao
ch'üan take fei as "extend" or "flex" :  "Its great functioning extends exter
nally， while . . . " Chao Fu-t'an is close to this interpretation， glossing fei 

as "transforms， " while paraphrasing th巴 hemistich as "manifests ìtself exter
nally ."  1 have followed Lü because his reading makes the clearest sensej 
but it requires considerable stretching of the meaning of fei . 

An additional complication occurs in the phrase "great[est] function'九
this may be the ultimate realization of potential action， or it may be used， 的
in the Chl1ang-tzl1， as an inverted kenning for "The Useless， " that which has 
no function. Such an interpretation would， of course， require drastic reinter
pretation of the other hemistich . Whatever happens on the outside， the 
second line is clear : this condition of unlimited potential force depends on 
fullness within. The phrase chen- t 'i *  may either be， as 1 have taken it， the 
"genuine form" of the "potent， undifferentiated" mode; or with Chao and 
Ch'iao， as having true feelings or experience within; or with Tsu Pao-ch'üan， 
μ to take the genuine [Way] as one's form."  

Lines 3 - 4 :  The two terms of  the category are here each amplified in  a single 
line . Each line of the couplet consi日ts of two clauses that may be taken as a 
single predicate， 的 1 have done， or as separate-in a coordinate， conditional， 
or successive relation . Ch'iao Li interprets fan ( "reverts" )  as "replaces， " pro回
ducing a sense of the line opposite to the interpretations of other commenta
torSj that is， the form moves from emptiness to solidity and actualized force. 
There is also some uncertainty about whether the "emptiness" is a condition 
of mind or an external quality， the character of the Way. 

Lines 5-6:  The 勻。id， " T'ai-k 'l1ng， is both in the primordial space of cosmol
ogy and the "sky， " preparing for the cloud image in the following couplet. 

Line 9: "Beyond the images， " hsiang* -wai， is considered a key term in Ssu
k'u月 T'u's poetics and refers to something that lies "outside川 definite form; 
it is something that produces determinate and changing forms but is itself 
formless .  One may understand this condition either as an abstract (hsing-erh 

shang 形 而上) potentiality or as a sensuous formlessness like the billowing 
clouds .6  

Line 1 0 :  "The center of the ring" is a phrase from the Chl1ang-tzl1 referring to 
the still unrealized power for transformatíon. The conditíon of hsil1ng-l1l1n 
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( "undifferentiated， potent" ) 的 in many ways analogous to Ch 'ien 乾， which 
is the first hexagram in the Book 01 Chang的. Hsiung-hun is a primordial 
condition of actíve force and as yet unrealized possibilities of mutation 
and differentiation. To achieve this condition is to be， in the words of 
Chuang咀tzu and Ssu-k'ung T'u， "in the center of the ring" :  the empty space 
around which a wheel turns. Hsiung→hun is ceaseless activity following 
from pure potentiality. 

The opening lines set outer and inner in opposition， with their counter
parts "functioning/' yung， and 勻。rn1， " γ1 替 . Function， of course， is an active 
movement outward-even though the problems with the use of lei leave us 
uncertain precisely what happens outwardly: the outward is an extension of 
the inn巳r ( as i日 presumed universally true in the theory of manifestationL or 
the outward transforms while the inner stays the same ( as in the image of the 
clouds) ，  or the outw且rd must μwither away" so that the inward can be nur
tured and made replete， i日 preparation for a return to the outward ( as in the 
demand for stillness before action made in Lu Chi and Liu Hsieh ) .  

The second couplet takes up the two terms of  the category. Hun， the 
"undifferentiated/' is the primordial state of chaos， before distinctions have 
been formedi this term holds all possibilities of determinate realization with
in itself. Hun is more sensuous than our translation， "undifferentiated川 as m
the image of the billowing clouds， it is a visible chaos with temporal and 
spatial extensionj but in Ìt， all emergent shapes are constant1y changing and 
blurring into all others . There is some question whether hsü * ，  the "empty/' 
1日 to be identified with the condition of hun， ( since the plasticity of hsü * 

works well with 九mdifferentiation吋 or whether it is the condition that pre
cedes hun ( or in Ch'iao Li's interpretation， the condition that must be sup
planted for hun to be realized) 因 The term chien， "sturdy， " is applied to the 
operations of Heaven in the discussion of the hexagram Ch 'ien in the Book 01 

Changes . It is a force that cannot b巳 stoppedi and it is identified with hsiung， 

the "potent/' by which individual transformations are realized in the poten
tiality of hun .  

Since the condition hsiung-h un is one prior to stable diHerentiation， all 
things are contained within it. And this in turn leads to the notion of trans
formation， the favorite image for which in the Chinese tradition is a cloud 
formation， which we see rolling upon us in the fourth couplet. The clouds are 
an appropriate sensuous figure for hun， while the steady gale that drives them 
wiU be associated with hsiung. 

In the fifth couplet， "beyond the images" refers to a scene in which there 

are no distinct shapes ( “images '' ) ;  every form blurs into every other form (as 

in the scene of gale-driven clouds ) .  This is the μcenter of the ring， JJ the 

"emptiness" ( or complete fluidity， hSI γ ) that is prior to all partic 

" The Twenty-Four Categories 01 Poetry " 305 



cannot grasp the hsiung-hun condition forcefullYi it cannot be achieved by an 
act of will .  One must somehow "be" the condition， and then it will operate 
permanently. 

In many of Ssu-k'ung T'u's categories， it i日 relatively easy to see what sort 
of text would be characterized by the qualities described. Because "potent， 
undifferentiated" ( in Ssu且k'ung T'u's version ) is not a truly determinate qual
ity in its own right， but rather a capacity to produce a11 determinate qualities， 
it can be manifest only in the impression of energy， in an ability constant1y to 
produce new forms 且nd transformations of old ones . 8  1n his "Letter to Mr. Li 
Discussing Poetry" (p .  352 )  Ssu-k'ung T'u speaks strongly in favor of a poet's 
ability to work in many different modes and subtle variations ( citing couplets 
from his own poems as examples ) i  while the "potent， undifferentiated" is not 
simply such variation in its own right， it would be the generatìve force from 
which such variation came. 

CA TEGOR Y 2  

Limp id and Calm， Ch' ung-tan 沖 淡

素 處 以 默 。 妙 機 其 微 。 飲 之 太 和 。 獨 鶴 與 飛 o a酋 之 惠 風 。 在 時 在 衣 O 閱 音 修 建 0 美 刊

載 歸 。 遇 之 � 深 。 即 之 愈 稀 。 脫 有 形 似 。 握 手 已 達 。

Rcsidc in plainncss and quict : 

How fai肘， thc subtle impulses (ch i特 ) • 
Infusing with pcrfect harmony， 

Join the solitary cra肘 in flight .  

5 Likc that balmy brccze of spring， 

Pliantly changing in onc' s  robes . 

Consider thc tones in fine bamboo

Lovely indccd， rcturn with thcm. 

One ellcounters this not hidden deeply away; 

1 0  Approach i t  and i t  grows more clusivc . 

If there is somc resem blancc of shape， 

The grasping hand has alrc以iy missed it .  

Line 1:  We do not know whether the phrase so ch '日 is "reside in plainness" or 
"everyday life" or μremain at rest川 in any case the ch '日， "reside， " is opposed 
to the potent activity of the preceding category. It is a stillness that lets one 
apprehend the subtle operations of nature. Forcefulness shapes the worldi 
this is the opposite condition that is reccptive and pays attention. 

Line 2: The capacity to apprehend the "subtle impulses" seems to follow 
from the stillness of the first line . Chi 手持 are the subtle， initial movements of 
natural process that are blotted out when the subject asserts itself through 
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intensity， activity， or desire . Tsu Pao-ch'üan takes the chi as the faint move
ments of mind responding to the outer world. 

Line 3: Perfect harmony is the balanced interaction of Yin and Yang by 
which natural processes operate. This line appears to be based on a passage 
describing the Sage in the Tse-yang 則 陽 chapter of the Ch uang-tzu : "Thus， 
without speaking， he [ the Sage) infuses others with harmony， standing 
together with them and bringing about their transformation. "  "Infuse， " yin 

飲 ， is literally "give to drink. "  The question in this line is who or what is 
doing the "infusing" and what is being "infused . "  It may be that the poet， by 
attaining the condition in the first couplet， is himself infusedj but the source 
passage in the Chuang-tzu suggests that the poet， like the Sage， imparts har
mony to his surroundings. Such "influence" would be conceptualized as 
feng* ，  which is echoed in the way in which the spring "breeze"  ( feng快 ) acts 
on things in lines 5 and 6. Such harmony may be the precondition of moving 
off with the crane in the next line. 

Line 4: The crane is associated with immortal beings， suggesting that in this 
mode one can transcend the everyday world. The reference to immortal 
beings is much stronger in other categories : here the primary association 
seems to be some unhindered motion， a freedom of relation to the world that 
comes from the absence of intensity. 

Line 6 :  Ten -jan， translated a s  "pliantly changing， " describes a quality o f  soft
ness or pliancy that is easily set into gentle motionj here it seems to refer to 
both the changing shapes of robes in a 1ight breeze and the breeze itself. To 
apprehend the de1icate motions of the breeze depends on the softness and 
stillness of the robes， and the wearer's attention. One should not overlook the 
implicit analogy between the "breeze， " the "influence" imparted by one thing 
to another， and the poet's "song" :  all are feng特 ﹒

Line 8 :  This line is specially problematic :  Lü Hsing-ch'ang takes it as the 
beauty coming to ( colloquial English "coming home to" )  the person who 
observesj Ch'iao Li and Chao Fu-t'an have the poet or person in the μlimpid 
and calm" mode experiencing the sounds of the bamboo and going back with 
their lovely tones in mind-presumably producing the μtone" of a "limpid 
and calm" poetic mode. 

Lines 9- 10 : μLimpid and calm" is found in the encounter with surfaces， not 
in wi1lfully penetrating to the depths of thingsj intense reflection or observa
tion is considered much like aggressive action. The line might also be taken 
in the conditional， interpreting deep as "hard to find" :  "If one comes on such 
things by chance， they will not b巳 deep [i .e . ，  hidden away) . "  Hsi， "elusive" or 
μrare" in the tenth line may be interpreted either that such a scene grows 
subtle and wonderful as one draws near， or that it eludes the person who 
comes too near. This last indecision can be taken as a touchstone of the 
peculiar difficulties of "The Twenty-Four Categories of Poetry" : we have two 
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exactly opposite interpret且tions， but both can be easily assimilated to the 
"limpid and calm" mode. 

Line 1 1 :  The line may be understood as translated above， that the "limpid and 
calm" has no shape; and thus if one tries to bind it to fixed shapes， it is 10st .  
This is the most common sense of hsing* -ssu， "semblance of shape， " a tech
nical term for sensuously descriptive language. With a slight twist we might 
also interpret hsing帶 -ssu in a broader mimetic sense as "the semblance of a 
limpid and calm scene川 in this case， we would render the lines， "0ne may 
have some vague semblance of its form， but . . . " 

Line 1 2 :  The injunction against trying to take hold of these qu且lities and 
make them definite is a motif that recurs throughout "The Twenty-Four 
Categories . "  

Ch 'ung-tan， "limpid and calm， " was already a well established term in the 
appraisal of personality， suggestÌng a gentleness without ambition or aggres 
sion. Later this quality was often used to describe the poetry of T'ao Ch'ien 
陶 潛 伏a. 365-427 ) .  Yang Chen-kang's 楊振綱 Shih -p 'in chieh 詩 品 解 (quoted in 
Kuo Shao-yü's Shih-p 'in chi-chieh ) tries to explain the order of the categories 
on the model of the structure of the hexagrams in the Book of Changes . Each 
category， carried to its extreme， produces a deficiency that is remedied by the 
following category. While this principle of sequencing is not convincing for 
every relation between adjacent categories， in some sets of two or more cate可
gories such a principle of opposition is clear. There is no doubt that the recep
tivity of μLimpid and Calm" is in some way set in contrast to the active 
strength of "Potent， Undifferentiated. "  Here it is easy to recall the beginning 
of the Book of Changes， with the passivity of the hexagram K'un following 
the activity of the primary hexagram Ch 'ien . 

The productive energy of the "potent， undifferentiated" encompasses 
everything. The primary diHerence in the μlimpid and calm" mode is the 
appearance of the separate human subject， attempting to apprehend things 
external to himself and to enter into a harmonious relation with his sur
roundings . The poet and/or poem grows calm and becomes receptive. On its 
blankness， all the most delicate qualities of the world are 且ble to appcar. 

CA TEGOR Y 3 

Delícate-Fresh alld Rich自Lush ， Hsien-nung 纖 禮

采 采 流 水 O 蓬 蓬 遠 春 。 窈 窕 深 谷 。 目亨 見 美 人 。 碧 桃 i兩J 樹 。 風 [1 水 潰 。 柳 蔭 路 IllJ 0 流 ;常

比 鄰 。 乘 之 愈 住 。 識 之 怠 真 。 如 將 不 盡 。 與 r5" 為 新 。

Brimming fu日， the flowing watcrs ; 

Lush and lea旬， spn月time stretching far .  

Secludcd in a deep vallcy 

At timcs sec a lovely lady . 
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5 Emcrald fìlls the pcach tre白 ，

Breezc and sunlight 011 wat亡的
，

banks 

Willows shade the curvcs in thc path， 

Gliding orioles are closc neighbors . 

The more you go forward along with it ， 

的 The morc you undcrstand it truly.  

If you hold to it without ccasing，  

You j oin with the old and producc thc new. 

H官R站ich-心sh，丸F
FF1InIIu叩l丘m且19， is one possible antithesis of hsien ( "delicate-fresh" ) .  1、Jung

may refer to the "darkness" or the "richness" of a color， the "density" of 
shade， or the "strength" of wine or passion. 

Lines 1-2 :  Like p'eng-p 'eng， “lush and leafy， " ts 'ai-ts 'ai originally described 
a density of vegeation， but it was commonly extended to be descriptive of any 
fullness or quantity : hence μbrimming over. "  Lü Hsing-ch'ang and Tsu Pao
ch'üan take ts 'ai - ts 'ai as "fresh and bright， " and Ch'iao Li somehow extends 
"fullness" to arrive at a si.milar interpretation. This interpretation is probably 
based on a different definition of the character when used singly and in other 
compounds . Lü Hsing-ch'ang associates the ts冶i-ts 'ai with ripples， whose 
patterns， catching the light， would be a good examp1e of hsien . Lü also associ胸
前es the scene of the second line with red flowers， another hsien element.  
Ch'iao Li is probably correct， however， that the primary association of the 
second 1ine is with fo1iage， producing a nung scene that contrasts with the 
hsiιn scene of the first line . 

Lines 3-4:  Yao-t 'iao， translated as "secluded， " may also mean "beautiful， " as 
Ch'iao Li takes Ìt . The Mao commentary on the Book. 01 Songs had， however， 
fixed the meaning as "secluded， " and it is in this sense that it is used here， 
suggesting the density of vegetation and the obstructions of the hills around 
the valley. L i拉i Hs釗mg
lad也i巴s， seen “now and again" in the valley. This is not impossible， but the 
passage seems to stress the unique occurrence . One may avoid the implied 
subject of "see， " chien， by reading it hsien， "appear . "  

Line 5 :  In  this context "emerald peaches， " pi-t 'ao， are a special， fruitless vari
etYi hence the refer巳nce seems to be to the foliage . 

Line 8 :  Chao Fu-t'an interprets "neighbors" as the orioles being crowded 
together with one another. 

Line 9: Ch'iao Li reads ch 'eng as ch 'eng-hsing* ，  "to follow one's whim， " thus 
stressing giving ones巴lf over to the mood. Lü Hsing-ch'ang twists the sense of 
ch 'eng to the more voluntary "pursue . "  

Line 10 : “Truly" i s  ch凹， a heavily loaded philosophical term， implying what 
is "genuine" about the mode . 
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Line 1 1 :  Chiang， translated as "hold to， " can either be to μtake hold of" or to 
"accompany . "  1n "The Twenty-Four Categories" willful "holding" usually re
sults in the loss of the mode . 

Line 12 : “Old" here implies what is constant and permanent rather than what 
simply comes from the past. 

Hsien and mzng are antithetical qualities ;  and as Lü Hsing-ch'ang points out， 
they are both complementary and mutually compensatory. They are terms 
for a sensuousness that verges on sensuality， and were commonly used 
together to describe lovely women. We should note that Ssu-k'ung T'u draws 
no categorical distinction between modes that would seem to be primarily 
interior ( such as "limpid and calm" )  and modes that seem primarily to de
scribe external scenes， such as this one. The interior mode has a correspond
ing quality of scenej and the sensuous， external mode has a corresponding 
state of mind. Throughout "The Twenty-Four Categories" distinctions bc. 
tween inner and outer blur. 

The commentators differ greatly as to which lines correspond to hsien 

and which to nung， but they generally agree that the structure of the first 
eight lines somehow balances one quality against the other. These first eight 
lines present a μworld" ( ching* ) of hsien -nung， and the last eight lines in
struct the connoisseur how to apprehend that "world . " 9  

The first two lines seem to  be a delicate-fresh scene followed by a rich
heavy-lush scene， establishing the pattern of opposition. 1n the three couplets 
that follow， however， the rich-heavy-lush scene is given in the first line of the 
coupletj these nung scenes are in danger of being oppressively heavy and un
varied. That unvaried ground， usually of vegetation， is articulated by the 
second line of the couplet， in which the delicate-fresh element appears upon 
the ground: the woman， the light sparking on the water， the orioles flying 
past. 1n their opposition， each component draws attention to the other， but it 
is usually the hsien element that μappears" (associated with bounded time， 
light， and motìon ) and draws our attention to it. See Category 1 4， Lines 1 1 -
1 2， for how a dense， monochrome scene can succeed without the introduc
tion of an antithetical quality. As he so often does ìn the concluding lines， 
Ssu-k'ung T'u enjoins the connoi日seur to give himself over to the apprecia
tion of such qualitative rel泌的ns. He assumes that these qualities are not 
immediately apparent. As an aesthetician， his role is to point toward them， to 
call attention to their existencej but understanding the quality requires a 
duration of savoring， confronting such a scene ( in a text or in the world) and 
"going along with it. " The validation of the mode appears only in such a 
process . 

"Join with the old and pro 
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against the constant ground. The phrasing of line 1 2  echoes a critical com
monplace about balancing old and new， normative and uniquej but the 
context of the hsien -nung opposition gives the commonplace a new twist， 
rediscovering it in the sensuous qualities of the scene . 

Cl生 TEGOR Y 4 

Firm and Self-Possessed， Ch' en-cho 沈 著

綠 林 野 屋 。 落 日 氣 清 。 脫 巾 獨 步 。 時 間 烏 聲 。 鴻 )信 不 來 。 之 于 遠 行 O 所 思 不 遠 。 若 為

zp: 生 。 海 風 藉 雲 。 夜 渚 月 明 。 在n 1g 佳 fî吾 O 大 M 前 績 。

A rude dwelling in green forcsts ，  

As  the sun sets ， the air is clear .  

He takes off his hcadband， walks alon(了，

At times hearing voices of birds .  

5 The wild gcese do not con芯，

And thc person travels far away . 

But thc one longcd for is not far

It is as it always was . 

A breeze hom the s凹， emcrald clouds，  

1 0 扣loonlight brightens the isles by night. 

If there are fine words ， 

Thc great river s tretches out before him. 

Line 5: Wild geese were conventional figures of messengers j thus "the wild 
geese do not come" refers to the absence of messages from a friend. 

Line 6: "The persol1/' chih -tzu， is a Book of Songs tag phrasej so-ssu， "the one 
longed for， " in the followil1g line is a yüeh -fu ( early song lyric) phrase. Both 
terms lend al1 archaic al1d archetypical tone to the lines， as if speaking of "the 
beloved" in English. 

Line 8: Ch'iao Li il1terprets "it is as， " jo-wei， as "achieves the condition of. " 
In either case the ch 'en-cho state overcomes the possibility of loneliness by a 
deeper contentmel1t that recalls a permanence of friendship in which dis伽
tance does not matt巳r. It is this cOl1fidence al1d not physical proximity that 
makes “the one longed for . . . not far . " l O  Chao Fu-t'an takes the line rather 
differently: "yet how can it be as it used to be ? "  

Lines 9- 1 0 :  Ch'iao Li suggests that this scel1e is correlative for the relaxation 
of the speaker's spirit， following the cOl1fident recollection of the friendship 

in the precedi月 lines . Kuo Shao-yü takes these as more general correlatives 
for ch 'en-cho， the former being a kil1etic manifestation and the latter being a 
static manifestation. 
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Lines 1 1 - 12 :  There is great disagreement about these lines， and the various 
explanations are only suppositions . Most commentators see in the river an 
image of the security， ubiquitousness， or openness of either the condition 
ch 'en-cho or of words uttered in such a condition. Sun Lien-k'uei 's Shih -p 'in 

yi-shuo alone sets the flux of the river against the ch 'en-cho condition， and 
says that ch 'en -cho is present when the words do not drift or sink， in other 
words， are secure. 

Ch 'en -cho refers to some quality of security， stability， and self-confidence 
that may be manifest in an actual person's p巳rsonality， in the personality 
of a poetic style， or in a scene of the natural word presented in a poem. Lü 
Hsing-ch'ang is perhaps overinterpreting ( though doing so entirely within 
the lexicographical tradition) when reading this compound as the fusion of 
an antithetical pair-ch 'en being an element of literal "sunkenness， " and 
cho being an element of clarity-but she is correct insofar as the condition is 
predicated on a certain tension， a self-assurance that proves itself by over
coming the threat of depression. Here is a good example of a case where Yang 
Chen-kang's principle of a sequence through oppositions breaks downi Yang 
tries valiantly to explain the transition from hs扭1招lel臼叩n小1間叩"

supplement : "Th巴 'del i比cat臼e' easily passes into the frivolousi the 'rich-lush' 
may be damaged by fatness [complacency] ; this is how it becomes tinged by 
the shortcoming of instability and lightnessi thus he progresses to the quality 
of the 'firm and self-possessed. 川 I I

The opening scene i 日 one of isolationi but i t  i s  a far from gloomy isolation， 
and the gesture of removing one's headband ( in English "letting one's hair 
down")  suggests a positive freedom from restraints . Despite the commenta
tors ' assurance that this is， indeed， specifically a ch 'en-cho  scene， the qual
ities of mood in the description of scenes in the various categories do overlapi 
the scene of the opening four lines could legitimately be characterized in a 
variety of ways . What is important is that it is presumed to embody the mood 
in questioni and the reader pays close attention to the gestures， the juxta
position of forms， and received associations to apprehend such a mood. 

A threat to the good cheer of the opening four lines arises in the thought 
of a companion from whom one is separated and from whom one has no 
news. A shift in mood could easily occur at this point， and Lü Hsing-ch'ang is 
corr巴ct in suggesting that such a situation has the repressed potential to be
come dark. Ch 'en -cho asserts itself against such a possibility， with a selι 
assurance that makes it as if the friend were present. 

The real difficulties of the poem are in the last four lines， and Ch'iao Li i日
probably correct in associating the scene， opening into light， with a corres
ponding "opening" of the feelings (as might be said in Chinese)-a restoration 
of confident cheer. The "fine words" must be ch 'en -
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CA TEGOR Y 5 

Lofty and L生ncíent) Kao-ku 高 古

崎 人 乘 真 。 手 把 芙 蓉 。 í'JH皮 I告 劫 。 官 然、 空 蹤 。 月 的 東 斗 。 好 風 相 從 O 太 華 夜 碧 。 人 間

清 績 。 處 佇 神 素 。 !說 然 蛙 封 。 其 居 在 燭 。 ;再 ;這一 玄 宗 。

The man of wonder rides the pu閃，

In his hand he holds a 10tus; 

Hc drifts on through unfathomcd 正leon5 ，

In murky expanses ， bare of his traces .  

5 The moon emerges in the eastern Dipp凹，

And a good wind follows i t .  

Tι ai-hua 此10untain is cl11erald grcen this  night， 

And hc hears the sound of a clcar bcll 

In air he stands 10ng in spiritua1 si l11plici句，

1 0  All limits and boundaries lightly passcd. 

The Yellow Empcror and Sage-King Yao arc in his solitudc : 

Noble and nnique-thosc mysterious principlcs he reveres . 

Line 1 :  The 勻nan of wonders" is a term drawn from the Ch uang-tzu， referring 
to a hsien úLi ， an "immortal being， " or simply one who rises above the ordi
nary world. The "pure" ridden here probably refers to the pure ether ( ch 'i 棒 !

and suggests a neo-Taoist spirit-flight. 

Line 2: This line is a shortened version of a line in Li Po's nineteenth "Old 
Mode" (Ku-feng* 古1 風 )， beginning: 

Westward 1 climbed Lotus Blossol11 Peak 
And far in the distance saw Bright Star: 
ln her hand she held a lotus， 
Walki月 in air， striding the Dtterly Clear. 

The goddess Bright Star w且s said to reside in the Hua Mountain c1uster， one 
of whose peaks was "Lotus Blossom" (lien -hua 蓮花 ， a term for lotus differ
ent from the fu-jung of the third line ) .  This cluster is also the "T'ai-hua 
Mountain" referred to in line 7. 

Line 3: "Aeons" ( chieh ) refer to Buddhist kalpas .  Since the passage of kalpas 

involves a scouring of the earth， Tsu Pao-ch'üan takes this as referring 

primarily to passing unconcerned through human catastrophes .  This seems 

unnecessary. On no clear authority， Chao Fu-t'an spatializes chieh and has 

the immortal passing over vast spaces. This also seems unlikely， especially 

consideri月 that the mode involves the style of the past reappeanng 111 

the present. 
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1ine 5 :  This refers to one of the five divisions of the heavens in Taoist cos
mology. 

Line 9: This line presents serious difficulties .  1 have taken hsü-ch u  as μin air 
he stands long， " in paralleJ with the hsü-pu， "walking in air， " of the Li PO 
lines.  The character chu 佇， meaning "stand long， " is often extended to mean 
“await" or "expect" ( see the commentary to 1 . 1  of "The Poetic Exposition on 
Literature"; furthermore it can be exchanged with another chu �于 ， meaning 
"amass" or "store up， " hence "nurture . "  It is in the latter sense that both L泣
Hsing-ch'ang and Chao Fu-t'an interpret chu ( though they try to make it an 
extension of "await吋 Lü and Ch且o differ in the way they handle hsü * :  Lü 
takes it as "void， " the manner in which the immortal "nourishes spiritual 
simplicity. "  Chao underst且nds it as "the empty place， " a Taoist kenning for 
mind. Ch'iao Li reads hsü-chu  close to the way in which 1 have interpreted 
the phrase， but he makes the scene even less concrεte : the spirit-thought 
( spiritual simplicity) of the poet stands long in a realm of forml巳ssness (hsü * ) .  
One suspects that Ch'iao Li has the opening of "The Poetic Exposition on 
Literature" in mind here . 

Lines 1 1 - 1 2 :  Chao Fu-t'an interprets these lines to mean : 

Like the Yellow Emperor and Yao， he is alone ﹒ 

Noble and uuique， he becomcs thc mysterious cxemplar. 

Lü Hsing-ch'ang reads μare his sole concern" instead of "in his solitude， " and 
suggests an interpretation similar to Chao's as an alternate explanation for 
the 1ast line. 

Kao， μlofty， " 且nd ]<ll， "ancient， " often compounded as here， were very com
mon categories of critical judgment. Among T'ang taxonomies Iwo-ku was 
listed as a category of mood in Chiao-jan's 校 然 “Models of Poetry" ( Shih -shih 

"各式， late eighth century) and in  Ch'i-chi 's 齊 己 "Exemplary Forms of  the Feng 

and Sao" (Feng* -Sao chih -ko， 風騷 旨 格， late ninth century) .  However， Ssu
k'ung T'u's strong association of these quali ties with a Taoist vision of 
ethereal purity is idiosyncratìc. In some cases Ssu-k'ung T'u speaks from a 
genera1 consensus regarding the use of these categorical terms of manner; but 
in other cases， as here， he gives his own version. The Yellow Emperor and 
Yao， who appear at the end， are properly "ancient"; but the Confucian would 
not recognize his Yao here . 

After the first couplet， the immortal being becornes form1ess and 
ethereal， leaving the dominant motif of emptiness， unbounded space and 
time. One means by which qualities are articulated in "The Twenty-Four 
Categories of Poetry" is through the recurrence of common elements in very 
different scenes. In such scenes the distinctions between the modes become 
much clearer. One rnight note the metamorphoses of sky scenes :  In "Potent， 
Undifferentiated， " we have 
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Pale and billowing rainclouds; 
Long winds in the empty vastness . 

In "Firm and Self-Possessed" we have 

A breeze from the sea， emerald clouds， 
恥100nlight brightens the isles by night. 

Clearly "firm and self戶possessed" clouds are a different kind of clouds， a few 
massy cumulus clouds "in" the sky rather than "potent， undifferentia阻止，

clouds that cover the sky or some portion of 此i and the relative stability of 
their form is strengthened by their visual association with the isles， bright in 
the moonlight . The "lofty and ancient" mode requires void， space unfilled or 
filled with intangibles such as moonlight or the sound of a bell : thus the 
clouds are removed: 

The moon emerges in the eastern Dipper， 
And a good wind follows it 
T'ai-hua Mountain is emerald green this night， 
And he hears the sound of a clear bell. 

All is wind， light， and sound， with the only shape in the void being the myste
rious and dark mass of Mount T'ai-hua， around which immortal beings from 
the past play unseen 

CA TEGOR Y 6  

Decorous and Dign併ed， Tien-ya * 典雅

玉 壺 貴 春 。 賞 雨 主l了 屋 。 主任 中 佳士 。 左 右 修 竹 。 自 雲初睛 。 幽 烏 相 逐 。 眠 琴 綠 陰 。 上 有

飛爆 。 2喜 花 無 言 O 人 淡 如 :菊 。 書 之 歲 華 O 其 曰 可讀 O

With a j adc pot he purchases spring [wine] ， 

Appreciates rain under a roof of thatch. 

Fine scholars are his guests ， 

All around hi日1， fine bamboo. 

5 White clouds in newly cleared skies， 

Birds from hidden places follow one anothcr. 

A reclining lute in the grecn shade， 

And above is a waterfall in fiight . 

The falling fiowers say nothing :  
10 Thc man ， 的 limpid as the chrysanthemum. 

He writes down the seasons ' splendors

May it be，  he hop白， worth the reading.  
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Line 1 :  L i垃i Hs叮ing
of "spring" here as a kenning for spring wine . She prefers to have the person 
taking in the spring scene. This has precedent in Yang T'ing-chih， who sug
gests that the line refers to an excursion; but as Chao Fu-t'an points out， the 
next three lines seem distinctly sedentary. 

Line 4 :  Sun Lien-k'uei suggests that the bamboo here are metaphors for the 
scholars . While bamboo were conventionally associated with scholars， here 
they would seem to form part of the scene， "echoing" in the natural world the 
party of scholars， rather than being metaphors for them. 

Line 7 :  Lu Hsing-ch'ang and Chao Fu-t'an note that the lute is not being 
played; rather than playing， the human is absorbed in listening to the sound 
of the waterfall. 

Line 10 : μLimpid， " tan， is a quiet， unruffled manner with no strong feelings to 
block or influence one's appreciation of the scene. That same quality， as a 
"paleness" of color， characterizes the chrysanthemum. 

Line 12 :  Commentators all stress the e1ement of appreciation and enjoyment 
in "read/' tu .  

We should note that "decorous and dignified" is given as the first of the eight 
normative forms ( t 'i * ) in "Nature and Form" in Wen-hsin tiao-lung. Ch'iao Li 
interprets the first four lines here as an alternation between tien ( "decorous什
and ya * ( "dignified" ) :  he characterizes the first line as tien -mei 典 美 "dec
orously beautiful"; the second line as f，βng特 ya 婷 賢、L雅， a 'I /poetic' dignity" ;  the 
third line as tien- tse 典 則， "decorously normative叮 and the fourth line as 
ya * -jun 雅 潤 ， "gentle and generous dignity. "  These fine modal discrimina
tions are far too tenuous to sustain， at least in English; but they offer an 
excellent example of the traditional form of modal analysis .  Even a contem
porary scholar such as Ch'iao Li looks for the distribution of binary terms 
within couplets， assuming traditional rhetorical amplification ( that the poem 
is constructed by breaking compounds down into their component parts ) .  
1月'ien-ya 特 is considered the general compound， within which tien and ya 勢 are
more highly determined ( restricted) e1ements .  Each of these then combines 
into other compounds， which are still more precise and determined .  Lü 
Hsing-ch'ang， the more Western-influenced scholar， also retains something 
of this traditional analytical procedure， observing that the first line is compa
rative1y tien and the second line comparatively ya \ 

Tien， translated as "decorous/， 的 the term applied to the early Classics 
and has been translated e1sewhere in this volume as "canonical" and "author
itative. "  Ssu-k'ung T'u's usage no longer necessari1y refers to the quality of 
the early Classics .  Like many other modal terms here， tien is a translator's 
despair ﹒ it contains e1ements of "gravity" (with no implication of somber
ness ) ，  a natural "politeness" (with no sense of artificial social restraints ) ; 泌 的
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plain and simple， and it is associated with antiquity as what is basic and 
enduring. 

Note that t討iβn-ya弋 unlike the preceding modes吼， is treated 且s a sociable 
qualit叮y入. The ga前the臼ring， however， is a quiet one， a shared appreciation of the 
scene， along with a mirroring pleasure in the fact that the appreciation is 
indeed shared. The guests are together looking out rather than interacting 
with one another; that quiet unity Ís 巳choed in the bamboo all around. Such 
appreciative silence recurs in the silence of the lute， whose music is foregone 
to appreciate the sound of the w且terfall‘ The objects of such silent apprecia
tion form a natural progression， from the rain to clearing skies， to the rain 
water now spilling over the falls .  The same silence returns in the falling 
flowers， paired with the chrysanthemum， the last flower of the year， 的so
ciated with the dignity of old age and calm acceptance. 

T'ang poets and their readers were intensely aware of the seasonal 
markers of scenes. Ssu-k'ung T'u's seasonal mixing contributes in no small 
measure to the strange sense of indeterminacy in these poems， that they 
are "worlds of the mind" ( yi * -ching* L constructed by the recombination of 
various elements from sensuous experience， rather than being tied to sorne 
particular scene of the empirical world. The first line strongly suggests 
spring ( though some explanations of "spring wine" would allow for a late 
autumn scene) .  The "green shade" of line 7 is conventionally a summer 
scene， though it could be extended to late spring or early autumn. The falling 
flowers are almost always a mark of late spring， though in their close juxta
position with chrysanthemums， th巴y could conceìvably refer to late autumn. 
In their contrary indications the seasonal markers in this verse cancel one 
another out; and though we would be inclined to read sui-hua in line 1 1  as 
"the season's flowering" ( i .e . ，  a spring") ，  the general confluence of seasons in 
the poem leads to a more abstract interpretation as the "seasons' splendors . "  

CA TEGOR Y 7  

Washed and R可ined， Hsi-lien 洗 鍊

由口 鎮 tl:l 金 。 如l 銷 山 銀 。 超 心 童車 J台 。 絕 愛 給 磷 0 字， 潭 瀉 春 。 ，11 鏡 照 1�1jJ 0 體 素 儲 潔 。 乘 月

返 哀 。 載 膽 是 氣 。 載 歌 幽 人 。 流 水 今 日 。 明 月 前 身 。

As the ore givcs forth gold， 

As the lode givcs forth its silvcr， 

The mind， perfectcd， smelts and rcfincs， 

Rej ects love of all that is stained and worn. 

5 An cmpty pool infuscs springtimc， 

An ancient mirror reflects thc spirit. 

They embody plainness ，  s tore up the pris tine，  
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And in moonlight turn back to what is pure. 

He gazes on the ch 'i 特 of the stars 

1 0  And sings o f  the recluse 

The flowing water is right now; 

The bright moon， its former self. 

Lines 1-2 : “Lode" here translates ch 'ien， "lead， " given he閱 ( impossibly) as a 
silver ore. Both lines are， of course， figures of a poetic precision that gives 
only the "refined essence . "  The presumption ìs that in the formation of the 
poetic mind， or the formulation of "poetic ideas， " or poetic language， there is 
much dross， within which a smaller element of "essence" must be derived. 

Line 3:  Although "perfected" is ch 'ao， “transcend， " "go beyond， " Western no
tions of μtranscendent mind" should be avoidedi this is a mind that is "per-
fected， " able to go beyond the sensuous imperfections to essence圖 If the first 
couplet were taken as referring to the formation of the poetic mind， then this 
line would be 叫The mind， perfected， is smelted and refined . "  

Line 4 :  This refers t o  the "hard and white" of Analects xvn . 7 :  "May w e  not 
call that 'hard' which can be polished without wearing down. And may we 
not call that 'white' which can be dirtied without being stained. "  Chúeh -缸，

usually interpreted as "rejects love of" or "ceases begrudging [giving up] what 
is . . . ，" has been understood by a few as "loves intensely" ( chúeh can work 
either way) .  Such an interpretation， of course， requires considerable exegeti
cal ingenuity to reconcile it with the rest of the poemj for instance， he loves 
the stained and worn because it presents an opportunity for washing and re
fining. Chao Fu-t'an accepts this interpretation of chúeh - ai i  Ch'iao Li gives it 
as a possibilitYi Lü Hsing-ch'ang rejects it out of hand. 

Line 5: This line of liquid purity refers to the "washed" (hsi ) element of the 
title. The pool's "emptiness" refers to a clear， uncovered surface . Hsieh， 

translated as "infuses， " basically means "to pour out， " as of water， and is 
commonly extended to refer to the flowing of water (note that by Chinese 
literary convention the water of a pool， t 'an， should be still ) .  The commenta
tors all know that the line should somehow refer to reflections or spring light 
in the clear water， and they work on hsieh to make it perform its anticipated 
task. The two basic resolutions are either to make hsieh active ( the pool car
ries spring light or reflections in its currents ) or passive ( spring scenes or light 
are "poured into" the pool ) .  A far better explanation ( and one consistent with 
T'ang usage ) would be to emend this hsieh to another hsieh 寫I without the 
water radicali this hsieh means "delineate， " and was a common poetic usage 
to refer to water's reflective capacities， hence parallel to the "reflection" in 
the following line ( cf. Cat. 20， 1 .  3 ) .  

Line 6 :  This line refers t o  the 句efined" (li叩 ) element o f  the title . Recall that 
the reference here is to a bronze mirror. A dull mirror will reflect only a rough 
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out1ine， but a good mirror captures the animate liveliness of human appear
ance:  the mirror's capacity to "reflect spirit ( shen * ) "  should be understood 
primarily in this sense.  Nevertheless， the more numinous interpretation of 
"spirit， " often spoken of in terms of glowing light， should be held in reserve as 
the counterpart of the "moonlight in water" motif. 

LÏnes 7-8:  At this point the commentators go oH in many different direc闇
tions .  The central question seems to be whether the subjects of these lines 
are the reflective media of the preceding couplet or the poet， who "washes 
and refines" in the following couplet. Since similar activities of self且
purification are enjoined in other of the categories， it is quite reasonable to 
take these lines as referring to the poet， as many commentators do. But since 
these twelve line verses often break into three four-line units， and since 
it makes even better sense， 1 prefer to read this couplet in connection with 
the precedi月 couplet : hence the translation "they . "  Pool and mirror are not 
only pure and polished， they capture the luminous purity in outer things， 
thus purifying them. As figures for the poem or poetic mind ( the clear pool 
being a traditional Buddhist metaphor for mind)， pool and mirror not only 
reflect the outer world， they etherealize it， purifying it of all that is dross and 
material . Kuo Shao-yü takes tγ，  "embody， " as I have done; Ch'iao Li takes it 
as "adhere closely to"; Lü Hsing-ch'ang and Tsu Pao-ch'üan take it as "in
tuitively grasp . "  In line 8，  Chao Fu-t'an， reading the poet as the subject， 
argues strenuously ( and incorrectly， 1 think) for interpreting "pure， " chen， 

as a scene of the "immortals ' "  world， to which the poet returns in the moon
light. 

Lines 9- 1 0 :  The stars are constituted of the essence of ch 'i * .  That luminous 
halo of ch γ around the stars plays counterpoint to the "recluse， " yu-jen， 
literal1y "person hidden in darkness . "  Some commentators want to make the 
recluse do the singing; this makes good sense and is grammatically possible 
( taking the 1<0 transitively as μsets to singi月")， but it is not the most natural 
reading of the line. 

LÏnes 1 1- 1 2 :  The reference here is clearly to the figure of moonlight in the 
water， whose strong Buddhist associations are reìnforced by the terminology 
of reincarnation in the last line. The actual moon is the previous incarnation; 
the reflection in the water is the present incarnation. This works well with 
our interpretation of lines 5-8， with the reflections in pool and mirror serving 
to refine away the dross， something that should also occur in transmigration. 
"Right now" is literally “today"; clearly Ssu-k'ung T'u intends this only in 
the loosest sense of  "present";  but the reference to μday" is unfortunate， con
sidering the image of moonlight (all commentators ignore the "day" aspect， 
presumably t且king it in its abstract Buddhist sense rather than in its more 
precise sense as required by good literary Chinese ) .  

Though one of  the most beautiful and characteristic of  Ssu-k'ung T'u's cate
gories， thís is also one of the most difficult .  There is considerable disagree-
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ment among the commentators as to the precise interpretation of many 1ines 
and phrases ( though， as is often the case， general agreement on the overall 
eHect) .  The poem seems to move between two notions of "washed and re
fined. " The first version is the "hard and white川 of the Analιcts passage， 
which leads to a fairly conventional notion of purity and refining something 
to its essence. This first refinement moves to reflective surfaces， however， 
producing the second vision of 叫washed and refined" in reflection itself. This 
revised version is elusive and ethereal， and seems to be the product of the 
poetic mirror-mind that catches "spirit， " while removing all that is dross and 
material. 1n this process， the quasi-concrete thing becomes etherealized; and 
reflected poetic image is compared to the process of reincarnation， in which 
the soul may be perfected toward Buddhahood in realizing the "emptiness" of 
the world ( emptiness being also associated with the reflected light and the 
flowing water ) .  The poem is exceedingly cryptic， both in its elliptical expres也
sion and in its mixture of many different images.  

CA TEGOR Y 8 

Strong and Sturdy ， Ching-chien 勁健

行 神 如| 空 。 行 氣 如 虹 。 Æ 峽 千 尋 。 走 雲 連 風 。 飲 真茹 強 。 蓄 素 守 ψ 。 喻 {皮 fj 健 。 是 指

存雄 。 天地與立 。 神 化 攸 同 。 朗 之 以 實 O 御 之 以 終 O

Set spirit in motion as through thc void， 

Set ch {尸 in motÌon as though 111 a rainbow 

A thousand yards down in the Wu Gorges 

A rc specding clouds and continuous winds .  

5 He drinks of the purc， feeds on thc forccfl址，

Storcs up plainness ，  and holds t o  thc ccnter. 

It is fìgured by the sturdincss of Heavcn' s  motions :  

This i s  known as "rctaining thc potcnt . " 

Hc stands togcther with Heavcn and Earth， 

] Q  Sharing spirit ' s  transformations (shen 特 -hua 叮

Hc looks to makc it actual (shih 汁 ，

And guidc it on all thc way to thc cnd . 

Lines 1 - 2 :  "Spirit， " shen 弋 in this case seem8 very close to "spirit thought， " 
shen 楞 -ssu 弋 which is always said to move without obstructions . Shen 特 18
insubstantial， while ch 'i 特 is substantial， a vaporous force : courageous sol
diers are said to produce rainbow manifestations from their ch γ ( in a similar 
way Tsu Pao-ch'üan takes the ch γ as emitted by an immortal being flying 
through the voìd) .  Thus the insubstantial shen * goes with "void， " and ch γ 
goes with the relatively substantial 句ainbow. "
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Lines 3-4:  The Wu Gorges were proverbial for their danger， violence， dark
ness， and their powerful forces of current， wind， and fog. 

Line 6: Kuo Shao-yü and Ch'iao Li interpret su， "plainness， " as "regularly， " 
and chung， μcenter， " as "within the self" ﹒ thus the poet attains this state by 
that often described process of continuous nurturing within . The phrasing is 
so close to Category 7， lìne 7， that such an interpretation of su would seem 
unlikely. Chung， "center， " could b巴 either "within the self" or the more ab
stract "center" where one stands prior to action in any particular direction， 
like the "center of the ring" in Category 1， line 1 0 .  

Line 7 :  "Heaven's" is interpolated in  the translation because it is imp1icit， 
owing to its use in the Ch 'ien hexagram of the Book 01 Changes : "Heaven's 
motions are sturdy: the superior person drives himself without resting. "  The 
balanced ratio of reserved strength and its forceful expenditure make this 
category close to "Potent， Undifferentiated， " which also is linked to the hexa
gram Ch 'ien . YÜ， translated as "figured by， " is the term in literary Chinese 
that most closely corresponds to metaphorical and allegorical operations of 
meaning. One might translate it in the other direction as "1t refers to . . . 叮
that is， this mode is the surface expression of which the sturdiness of 
Heaven's motions is the sign出cance. Ch'iao Li takes yü as "understands";  
this is a legitimate extended use of th巳 term， but weak. 

Li扭ne 8訟 :

Line 10 妝 : The “ s叩pirit仇F旭s t位ra釘扭nsfo位rma前ti昀on戶8， " shen * -hua * ，  must refer t o  the the 
mysterious forces of transformation in ongoing creation ( Tsao-h ua 叮

This i s  one 0吋f the easier categories and ver叮y closely related tωO 

dif丘ferentiated . " Like all categories of forceful act位ion， it lays stress on the pro
cess of storing up energy. It differs， however， from "Potent， Undifferentiated" 
by being force that is determinate， actual， and with direction. The touchstone 
couplets for comparison are "Potent， Undifferentiated， " Lines 7-8 : 

Pale and billowing rainclouds; 
Long winds in the empty vastness. 

1n contrast， in the present category we have the more directed force of the 
clouds blowing down the Wu Gorges .  Both possibilities are contained in 
the hexagram Ch 'ien : the potential for all action or a single realized action， 
carried through to the end. 

CA TEGOR Y 9  

IntrÎcate Beauty J Ch‘i-li * 綺麗

神 存 富 貴 。 始輕 黃 金 。 濃盡必佑 。 淡 者 屢 深 。 霧餘 水 胖 。 紅杏在林 。 月 明 華屋 。 輩橋

碧陰 。 金蹲 洒 滿 。 伴 客 彈琴 。 取 之 自 足 。 其 殉 美 襟 。
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If spirit (shen * )  prescrvcs wealth and honor， 

One carcs littlc for ycllow gold‘ 

When the rich-and-lush (nung) rcachcs its lil1lit ，  it wiU withcr and dry up， 

But thc palc will always grow decper .  

5 In the last of the fog by thc water ' s  edge， 

There arc red apricot blossol1ls in a grove. 

The 11l00n shinmg bright in a splcndid chal1lbcr， 

A painted bridge in the cmerald shadc 

Golden goblets full of wine， 

1 0  A compal1ion strumming a lute 

If this is accepted， su品cicnt in itself， 

It will express a11 thc lovcliest scnsations .  

Lines 3-4:  Lü Hsing-ch'ang understands this couplet as implying that the 
condition of line 3 wi1l occur if ch 立一主 持 is absent， while the condition of line 
4 will occur if "intricate beauty/， ch 'i-li 弋 is present . The reason for such 
an interpretation is the common association of ch 'i -li 靜 地 luxuriance with 
nung， and its dissociation from tan， "pale ."  However， it seems that through
out the verse Ssu-k'ung T'u is offering a more radical reinterpretation of the 
category， suggesting that 且 nung ch 'i-li 普 will destroy itself and lose it allure， 
while a tan ch 'i去弋 as characterized by the scenes in the lines that follow， 
sustains the quality by keeping it perpetually emergent . 

Line 5 :  Lü Hsing-ch'ang prefers an alternate text， which reads the line as 
lu -yü shan ch 'ing 露餘 ILI 育， “1n the remaining dew the mountains are green . "  

Line 7 :  "Splendid" here is hua ，  "Howery川 it implies not only grandeur but 
also a rich decoration that takes on a quality of veiledness or tasteful dimness 
when seen in the moonlight. 

Line 1 1 :  "Sufficient in itself" may also bc understood personally as "and one 
is satisfied with it . " 

Ch 小li好 was a well-established category of manner that was as often con
denmed in the T'ang as approved. It is a particular "fanciness " to its de
tractors it was associated with wealth， frivolity， and dissipation. Probably 
becausc of the potentially pejorative aspects of the qua1ity， Ssu-k'ung T'u 
tries to shift the definition of the authentic manifestation of the quality 
away from material and surfaces to a quality of spirit :  hence the rejectìon 
of "yellow gold" ( though one might note that the poem returns to gold in 
the ninth line) .  This is one solution to the conflict， arising in several of 
the categories， between Ssu-k'ung T'u's own values and the received asso
ciations of a particular modc; without fundamentally altering the under咀
standing of the quality， he "withdraws川 it from the surface. Modes of force 
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are made legitimate by being understood as force in potentialj modes of sen間
suous surface are made legitimate by being veiled. 

Although ch 'i-li * is reinterpreted as an "inner" quality， Ssu-k'ung T'u 
must find sensuous scenes that embody itj and as he often does， he resolves 
the problem of representing the "inner" by scenes of spatial or temporal 
μdepth . "  In the second couplet he appeals to the the venerable principle of 
cyclical reversal : the fully manifest or external quality moves into desicca叮
tionj if veiled， the quality will exist in a perpetual condition of "coming out . "  
The “rich and lush， " nung， always hangs on  the edge o f  overripeness j  Ssu
k'ung T'u was able to defend the quality in Category 3 only because it was 
stabilized by the presence of an antithetical quality， "delicacy/' hsien .  If an 
overwrought， nung version of ch 'i-li 靜 withers like autumn foliage in the pro
cess of appreciation， a tan， "pale/， ch 'i-li * (however oxymoronic that com
bination will seem) endures .  Tan often refers to a visual surface that is misted 
over or in which the colors are not too strong. This unusual combination of 
tan with ch 'i-li 特 is realized visually in the image that follows : in the dissipat
ing fog that slightly veils the intricacy and bright colors of the flowering 
grove. But ch 'i-li 特 i臼s o吋ft忱en associated with human a釘rtif臼ac叫ts吼， and in the fo吐llow
ing couplet Ssu 
moonlight and d缸ee叩p shade. Finally， in the scene of restrained conviviality of 
the last descriptive couplet， the luxury implicit in the category returns with 
the golden goblet-not overwhelming the scene but as a single element， an 
attractive adjunct to a situation ( drinking and sharing music with friends ) 
whose center lies elsewhere . 

The notion of "sufficient in itself" i日 important to Ssu-k'ung T'u's revi
sion of ch 叫1 特 • Ch 'i-li 督 is always in danger of moving to excess， and it can be 
successfully realized only if we are content with a ch 'i-li 特 in which that 
tendency is blocked， veiled， or somehow limited. 

CA TEGOR Y 10  
The Natural ，  Tzu弋J an 特 自 然

俯 拾 即 是 。 不敢諸鄰 O 俱道適往 。 著 手 成 春 。 如逢 花 開 。 如 膽 歲 新 O 其與不奪 。 強得

易 貧 。 幽 人空 山 。 過 水採 蘋 。 薄 r.:=1 情悟 。 悠悠 天 鈞 。

I t ' s  what you can bend down and pick up一

It's not to be taken from any of your neighbors . 

Go off， together with the Way， 

And with a touch of the hand， springtime forms . 

5 It is as if coming upon the f10wers blossoming， 

As  if looking upon the rencwal of the year.  

Onc does not take by forcc what the gcnuine prov峙的，
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What is attaincd willfully easily becomes bankrupt .  

A rccluse in thc deserted mountains 

1 0  Stops b y  a stream and picks watcrplants 

As it m呵， his heart will be enlightened一

The Potter ' s  Wheel of Heaven gocs on and on forcvcr . 

Line 1 :  That is， what is av且ilable immediately and everywhere. 

Line 2 :  Neighbors here does not necessarily refer to people; Ch'iao Li reason
ably interprets the line as primarily referring to borrowing from the ancients 
(which usually means simply other literary texts ) .  The point here is that the 
natural is precisely what is "at hand"; and whenever one feels that what is 
wanted is "somewhere else， " a disjunctive relation of a1ienation and the dis
placement that occurs in desire are produced， doing violence to the natural .  

Line 3 :  The 呵呵Tay" here does not refer to any particular religio-philosophical 
system， but rather to the basic sense of "Way" on which a11 philosophical 
claims to the term are iounded : that their particular tenets are the "Way" 
things are "naturally" ( Tz口 jan ' ) .  

1ine 4 :  The "touch o f  the hand" almost certainly refers to writing ( although if 
one believed that these poems were mistitled， it could just as easily refer to 
calligraphy or the brushwork of painting) .  Ch'iao Li stresses that "spring
time" here is primarily renewed life and vitality， which follows from his in
terpretation of "neighbors" as the ancients; that is， in the "natural" mode one 
is always， like Nature itself， beginning anew. 

Lines 5-6:  There are two distinct possibilities of interpretation here . One 
may take these lines as following 叫he springtime" produced by the touch of 
the writing hand， an organic bounty that accompanies successful participa
tion in the "natural" mode. Or one may take the lincs as stressing the 
accidental aspect of the natural mode : whatever comes is given by its own 
natural process and is not subject to human will . Thi日 second interpretation， 
favored by most commentators， lcads into the rest of the poem. 

Line 7 :  Ch'iao Li and Tsu Pao-ch'üan interpret to， translated as "take 
by force， " as μchange， " that is， to willfully interfere . Again thìs lìne has 
two distinct possibilities of interpretation : either what is offered by the 
"genuine， " chen ( an attributc of natural process ) ，  can only come on its own 
accord and cannot be taken by force; or one should not willfully interfere 
with what the genuine has already given. 

Lines 9 - 1 0 :  The image of the recluse pìcking waterplants is a figure of what 
is provided by chance， easily， abundantly， and naturally. See also "The Poetic 
Exposition on Literature， " lines 208-2 1 2， where there is a bounty， supposed
ly easily available， that is somehow unattainable 
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Lines 1 1 - 1 2 :  The "Potter's Whe巳1" is from the Ch uang-tzu， a figure of the 
continuous generative processes of creation. Chao Fu-t 'an takes line 1 1  as 
conditional : "If his heart becomes enlightened， . . . "  This and the following 
categories are the most famous and influential of the twenty凶fourj the first 
couplets of both were frequently quoted . While the values of the natural and 
spontaneous are very old ones in the tradition， Ssu-k'ung T'u offers a radica
lization of those values th且t was to become dangerously influential : both in 
this poem and elsewhere in "The Twenty-Four Categories" there is an expli
cit rejection of conscious effort . Nowhere is Ssu-k'ung Tu's spiritual alle
giance to philosophical Taoism clearer. An open rejection of seH-conscious 
action is， however， an extremely problematic event in a tradition of literary 
thought. 

Unlike the earlier texts of Western poetics such as Longinus ' “On the 
Sublime， " which required only the appearance of spontaneity ( often with the 
proviso that such appearance was the result of supremely self-conscious 
craft )， Ssu-k'ung T'u's demand here is that the poem actually come naturally: 
the poet need only learn how to let it happen. Like the Sage， the poet moves 
"with" the Way， and takes what is given as it is given. He transmits it to his 
work whenever he sets his hand to paper and is not allowed to brood on his 
writing or to revise :  it comes "right out" and "comes out right . "  This intimi
dating demand， with its alluring resonance in both Confucian and Taoist 
values， is even more difficult in poetry than in moral action: the real human 
poems that resulted from attempts to achieve this mode survive as evidence 
of how dull， awkward， and unreadable the "poetry" given by nature can be  
An interesting resolution to  this problem was given by the late Ming critic 
Yüan Hung-tao， writing on the literary works of his brother : ther巳 he judged
the awkward places in his brother's poetry to be the best because they were 
the true signature of his brother's spontaneity. 1 2  

One mark o f  the problematic aspects o f  this category is the poem's ab
stractness .  It i昀s r凹ema缸rka站ble t由ha刮t m t由hi昀s cωat扭eg伊or叮y o叫t
one 0吋f the few cases where there are no desc叮npt位ions 0叫t 叫勻na刮tu盯1江ral" scenes that 
illustrate the category. In the two couplets presenting scenes， both use natu
ral imagery to make a conceptual point rather than to offer an example or 
embodiment of the mode. In the case of the third couplet， the stress is on the 
chanceness of the encounter with natural process rather than on the scene 
encountered ( even here the 勻enewal of the year" is abstract， and the "flowers 
blossoming" general ) .  Exactly the same point could have been made by sub
stítuting autumn clouds， the migrations of birds， or any scene of natural pro
cess . In the same way， in the scene of the recluse stopping by a stream and 
picking water plants， the force is not in the specific sensuous relations of this 
particular scene but in the idea of taking what nature freely offers close at 
hand . In contrast， the natural scenes presented in the majority of the cate
gories embody the mode under discussion. It is significant that the most 
"natural" aspect of the poem is the unpoetic phrasing of the first line : it 
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is language， seeming to embody an unreflective movement of mind， that 
carries the weight of the "natural， " tzu -jan *， rather than any particular aspect 
of the outer world. 

CA TECOR Y 1 1  
Reserve/ Accumula tion With in，  Han-hsü 含 蓄

不著一字 O 盡得 風 流 。 語 不 涉 己 。 若不堪憂 。 是 有 其宰 。 與 之 沉 浮 。 重口 告是 滿 酒 。 花 時

返秋 。 悠悠空鷹 。 忽 忽 海 j恆 。 淺深 眾 散 。 禹取 一收 。

It does not inherc in any single word 

Y ct the utmost flair is attained . 

Though the words do not touch on oneselC 

It is as if thcre were unbearable melancholy . 

5 In this thcre is that “ sonleonc in control， " 

Floating or sinking along with them.  

I t  i s  like straining the thickcst wine， 

Or thc season of flowcrs rcverting to autumn. 

Far， far away， spccks of dust in the sky; 

1 0  Passing in a flash， bubbles o n  thc occan. 

Shallow and dccp， clustering， s cattering ，  

Thousands of grains are gathercd into 011C.  

Han-hsü ìmplies both "reserve" in the Englìsh sense， as applìed to personal
ìty， and to a reserve of unexpressed signìficance or emotion that lies ìmplicìt 
behìnd or beneath the words and unfolds after the words of the text are over. 

Line 1 :  Or μBy not gettìng stuck ìn single words . . . " Some older commenta
tors want to takc chu ìn its common meanìng as μwrìte， " thus : "without 
putting a sìngle word to paper . "  Thìs ìnterpretatìon mìsses the poìnt. 

Line 2 : “Flaìr" ìs here an attempt to translate the term feng* -liu， usually an 
intensely emotional qualìty of personality， easìly stìrred to love or battle， a 
sensìbilìty that responds strongly to people， natural sc巳nes， or traces of the 
past. Here it ìs a more general panache， for which γ'flaìr" will have to serve . 
The important point is that feng* -liu is an extremely outward and outgoing 
qualìtYi consonant wìth his treatment of other positìve outward qualities， 
Ssu-k'ung T'u claìms that ìt fìnds its ultimate expression when it is implìcit， 
ìn "reserve. "  

Lines 3-4:  Some commentators here prefer the alternate textual reading 
nan 難 for chi， "oneself， " yielding the translatìon : "Though the words do not 
touch on hardships . "  In such cases the ;0， "as if， " in the fourth line， is replaced 
by yi 巴 ， "already" that i日， even before any mention of hardship is made. 
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Line 5 :  "Someone in control" :  This term is from the "Treating Things as 
Equal" ( Ch 'i -wu lun ) chapter of the Chuang-tzu : 

Rage and delight， sorrow and JOY， anxieties， misgivings， uncertainties， and all 
manner of faint-heartedness， frivolity， and recklessness， openness and 
posturing-all are music from the empty spaces， mushrooms forming in 
ground mist. Day and night one follows another， but no one knows where 
they sprout from. That 's all therc is !  They come upon us from dawn to dusk， 
but how they came to be-who knows ? Without them there is no me， and 
without me they have nothing to hold on to. That's pretty much how it is .  But 
I don't understand how they are set in operation. It may be that there is some呵
。ne in control， but he leaves no trace for me to find. No doubt that hc can act， 
but 1 don't see his form; he is there in the ciτcumstance but has no form. 

The "someone in control" is the identity that unifies the flux of human con 
SClOusness .  

Line 6 :  "Floating or sinking along with them" :  that is ，  coming into and dis 
appearing from síght along with the words 圖 Ch'iao Li interprets this as 
" [someone ín control] who causes it to be manifest or hidden. "  Such an inter
pretation ís consistent with th巳 Chuang-tzu passage alluded to in the preced
ing line， but it depends on forcing the sense of yü "with， " to mean "cause . "  
The notion o f  "floating and sinking with" somethíng was a common one and 
is the most natural readi月﹒ In this case the Chuang-tzu source passage is  
twisted slightly to make the point that the μsomeone in control， " intuited 
behind the words， appears elusively and intermittently. The "someone in 
control" could just as easily be "something in control"i and Lü Hsing-ch'ang 
interprets it not as the person but the quality feng擠 占Ll， "flair， " hidden in 
control and goveming th巴 words . This is possiblc， though it runs against the 
implications from the Chuang-tzu source passage . Lü furthermore interprets 
the chih as "it" ( the something in control )  rather than μthem" ( the words ) ，  
thus having the words sinking and floating along with the "something in 
control， " the quality feng * 占u .

Li扭n e 7:γd“啥'S缸tr凹aini泊ing the t由hi比ck吋es釗t wi血ne'川 As one continues straining， one finds 
more and more 1eesi in the same way， 的n-hsü reveals ever greater depths of 
the person or the quality. Because of the Chuang- tzu passage， 1 would prefer 
to take the human "state of m阻止

，
( or a modal scene mediating mind) 的 the

ground of this infinite fertilitYi 1 do not believe， as some commentators 
do， that such fertility is produced by the categorical quality itself. The pri咱
mary point here is that the text does not reveal itself immediately， but rather 
in the course of time the reader apprehends more and more tumings and 
complexities .  

Line 8 :  The main modem commentators (Kuo Shao-yü， Ch'iao Li ，  Tsu 
Pa。因ch'üan， Chao Fu明t'an， and Lü Hsing-ch'ang) all take this as referring to a 
sudden appearance of chilly autumn weather in a spring scene that causes the 

“ The Twenty司Four Categories of Poetry " 327 



blossoms to close up and withhold their color and scenti that "closing up and 
holding within" is the analogue of han-hs!Ï . Sun Lien-k'uei's Shih -p 'in yi

shuo of the Ch'ing is similar， having the blossoms slow to open in an early 
spring chill . Such readings seem even more forced than is usual for commen
ta叮 on "The Twenty-Four Categories . "  Han-hs!Ï is a mode of inverse expres
sion， in which a strong feeling is eHectively conveyed precisely by being 
withheld. Furthermore， "conveying" is understood as a process， in which 
the text "unfolds" as it is savored . Thus 1 would prefer to take this line on the 
model of the preceding line， referring to the process of the text's unfoldi月 ln
which one mode ( spring) may revert to its opposite ( autumn) .  

Line 9 :  Some of  the commentators take yu-yu ( "far， far away叫 as "manY"i  1 

prefer to keep it in a rough approximation of its usual sense as "the quality of 
what is vast， far-reaching， and going on and on forever" ( often applied to the 
heavens and rivers ) .  

Line 1 0 :  Hu-hu， "passing in a flash， " is the quality of something appearing 
and disappearing or passing by so quickly that it seems illusory， hard to see， 
且nd hard to grasp. 

h哩any critics have taken han -hsü to be the essence of Ssu-k'ung T'u's poetics i 
and it was certainly the category most fully developed in later literary 
thought， always recalling its treatment here . 1 3  For many later critics， han 

h s !Ï  was the dominant value for a11 poetry. In  this context we  should， on  the 
one hand， keep in mind that han -hs!Ï is only one quality in Ssu-k'ung T'u's 
twenty-four. It is even， in many ways， th巳 exact opposite of the "natural， " the 
preceding ca t巴gory， a category in which Ssu-k'ung T'u shows just as much 
interest. On the other hand， we should recognize that values which are most 
fully developed in han -hs!Ï play an important role in his treatment of many 
other categories : the problems of ch 'i-li * ，  for example， are resolved by with 
drawing "intricate beauty" from the surface， keeping it in 叫reserve. " Thus it 
is fair to say that besides being a particular category han 明hs!Ï is a general 
value. Nevertheless， in some categories han-hs!Ï would be inappropriate or 
destructive ﹒ the "natura!/' for instance， a category of immediacy and sur
faces， cannot permit it. Therefore， to s且Y lt IS 且 general value is not to say it is 
universal . 

The central question in han-hs!Ï is the difference between surface and 
subsurface. The surface text is evidence of subsurface， but it is not a sign of 
the subsurface. The words are signs， but han-hs!Ï operates on a different level， 
not getting "stuck" in the words. In this sense the category is a late avatar of 
some of the oldest concerns in Chinese literary thought， such as Mencius' 
"understanding language， " which reveals how the speaker "is" rather than 
what he wants to μsay. " The most obvious example of this lineage is in the 
second couplet : one may make no reference to a feeling of unhappiness， but 
unhappiness is revealed as the ground on which one speaks of something else. 
The withholdi月 (holding in 句eserve" ) of  feeli月一the fact that one does not 
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or cannot talk about somethi月一becomes itself part of the code of the 

intensity of feeling. 
In the fifth line a new question arises， that of unity and multiplicity， 

following from the Cbuang-tzu passage， which is the most famous discussion 
of emotion in Chinese. As often in Chinese exposition， there is a structural 
unity in which several different terms are tried out in different versions of the 
same relation. One version is a unified "someone in control" set against the 
multiplicity of feelings or words or both. Whether one takes that "someone/ 
something in control" as the unity of the author's psyche ( as 1 do， following 

the Cbuang-tzu ) or as the unity of the mode itself ( as does Lü Hsing-ch'an剖，

this unifying presence is intuited in and behind the multiplicity of words or 
the changing states of mind evoked. The second version of the structure is 
the limited unity of the text and the multiplicity of affects or significance 

that follows from it .  Such multiplicity emerging from unity appears in the 
image of straining wine: as the text unfolds in being appreciated， countless 
changes and variations continue to appear-bubbles and dust motes， appear
ing for a moment and then gone. These two versions of unity versus multi
plicity can be roughly reconci1ed. For example， we may postulate a process in 

which the unified and limited text unfolds into constantly changing affects; 
behind those affects the reader will have an intuition of "someone in control" 
in the unity of the authorial psyche. Thus we could read the last line as the 
variety of change apprehended in savoring the textj such a multiplicity is 
"gathered into one" either in the verbal unity of text or in the intuition of a 
person ( the author)， who is the ground on which those changing affects occur. 

CA TEGOR Y 12 
Swaggering 凡bandon， Hao-fang 豪 放

觀 花 匪 禁 。 吞 吐 大 荒 O 由 道 返 氣 。 處得 以 狂 。 天 風 浪 浪 O 海 山 蒼 蒼 。 其 力 彌 滿 o 萬 象

在 旁 。 前招三辰 。 後 引 鳳凰 。 曉 策 六 贅 。 濯 足 扶 桑 。

Viewing the flowers can ' t  be forbidden

He swallows in all the great wilderness .  

Arising from the Way， bringing back ch ' i峙 ，

Residing in the attainme肘， he becomes wildly free.  

5 A wind streams down from the heavens ，  

Mountains over the ocean， a vast  blue-grey . 

When the pure force is full， 

Thc thousands of imagcs are right around him. 

He summons sun， moon， and stars to go  bcfore him， 

1 0  H e  leads o n  phoenixes behind， 

And at dawn whips on the great turtlcs ，  

Bathes his  feet at the fu-sang tree .  

“ The Twe叫“Four Categories of Poetη 329 



Line 1 :  This line presents serious problems of interpretation， and a remark
able variety of versions have been offered . Kuo Shao-yü gives the most 
straightforward interpretation of the line， that there is no prohibition against 
enjoying the flowers when they bloom， being given freely by nature . As Lü 
Hsing-ch'ar嗯， reviewing the various interpretations， wisely notes， this makes 
good sense but has little to do with the category hao-fang. 1 might add that it 
also has lìttle to do with the rest of the poem. Lü Hsing-ch'ang's interpreta
tìon is a slight variation on this， roughly followed in my translation above : 
that no one can stop a person from enjoying the flowers . This preserves at 
least some sense of the willfulness of the category. One way to fit the line 
into the poem is to make it a metaphor for the ease with which a character of 
"swaggering abandon" has access to the whole world; thus "he swallows in 
the great wilderness ( the ends of the earth) with no more sense of limitation 
than a person viewing the flowers . "  

Another way t o  solve a serious problem o f  interpretation i s  b y  emenda
tioni and an interesting emendation appears in the version of the poem given 
by Sun Lien-k'uei ancl followed by Ch'iao Li : this version reads {l ( "trans
formation" )  insteacl of 花 ( "Howers" ) ， proclucing the rough translation : 
"Observing that nothing is prohibitecl in the process of transformation， " or a 
more natural interpretation using this variant， "Observing transformation is 
not forbiclden . "  Both interpretations using "transformation" make good 
sense， but the reading is not supportecl by earlier texts. Tsu Pao-ch'üan offers， 
"Viewing flowers in the palace grouncls， " taking "forbiclclen" to refer to the 
Forbidden City. This interpretation both forces the sequence of the argument 
and cloes violence to the negative fei . 

Line 2 :  T'un -t 'u means literally "swallows and spits out . "  This is a hyperbol
ic statement of mastery that is a signature of the swaggering personality. If 
we take the "great wilderness， " the terra incognita surrounding the civilizecl 
world， as the place wher司e such Howers blosso血! then we might consider this 
to be a h仰-fang flower-viewing， as opposecl to a more enclosed viewing of 
flowers in a garden. A collateral passage citecl in Chao Fu-t'an offers a sugges 
tive prececlent in the "Discourse on Ch'in's Excesses" (Kuo- Ch 'in lun 過秦論)

by Chia Yi 賈誼 (200- 168 B . C . ) ， in which the overreaching First Emper 

Line 3 : μArising from the Way" suggests that such aggressive energy follows 
from the course of nature， but thc phrase can a1so be taken as an injunction to 
lifollow the Way" in order to avail oneself of such energy. μBringing back， " 
fan ， is the same word translatecl as "reverting to" in Poem ( or Category) 1 1 ， 
line 8 .  A phrase like "bring back ch γ 11 or "reverting to ch γ "  manages to be 
sonorous wìthout meaning very much. Lü Hsing-ch'ang says that ch γ is the 
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same as the Way， and that the phrase means "return to the Way . "  Ch'iao Li 
says that the ch 'j * is the “primal ch γ ， "  and that if one follows the Way， one 
will bring back the primal ch γ into one's breast. Tsu Pao-ch'üan simply 
elides it in his translation. Chao Fu-t' an interprets ch 'i 特 as the hao-fang mode 
and twists the interpretation of fan， takil1g thε lil1e to mean 叫the ch γ of 
swaggering abandon evolved out of the Way . "  

Line 4 :  This line is almost a s  sonorously enigmatìc a s  the precedíng one. 
" Attainment， " 時， is cognate with Tê， "inner power. " Lü Hsing-ch'ang takes it 
as μattaining the ，高Tay ." "Attainment" may also be taken in the sense of tê 
yl 弋 "satisfaction， " a self. cont且ined delight in oneself and one 's situ且tion. My 
interpretation above roughly follows that of Kuo Shaoγü. Ch'iao Li takes the 
variant reading 必I "easy/' for 以 j and he takes the line as the negative varia
tion on hao旬fang : the kind of hao-fang one attains by keeping still ( or gets by 
chance) too easily leads to mere bluster . Tsu Pao-ch'üan reads ch 'u， as μevery 
where， " hence "If the conditions of line three are m哎I everywhere he 
achieves wild freedom. "  

Line 6 :  These may refer t o  the isles of the immortals in the ocean. 

Lines 7-8: This couplet suggests that when the mode of "swaggering aban】
don" is perfected and replete in the seH， then all things of the world aτe 
available to be grasped al1d presented through the poem 

Line 1 1 :  These are immense turtles of myth that dwell in the ocean. Some 
times they are said to bear up the immortal isles suggested in line 6 .  

Line 1 2 :  The fu-sang trce is where the sun rises . The last four lines are a 
common type of description of the μgreat man， " ta-jen 大 人 ， one mode of 
Taoist adept (also applied to a conquering emperor) whose mastery of uni
versal process is symbolized by his movement through the cosmos with an 
entourage of mythical creatures doing his bidding. 

As a category of manner， hao-fang is no more subtle than its poem: it is an 
aggressive extravagance. It belongs to the same family as "potent， undiffer
entiated" and "strong and sturdy" but is a more clearly human quality， 
perhaps deriving from nature's force， but not identified with it. The hao-fang 

figure seems to be a blend of 且 Taoist sorcerer and Ch'in's First Emperorj it is 
force that compels rather than force that impels. 

Unlike han -hsü， the preceding category， hao.fang is 且 quintessentiall y 
outward quality. It is hard to justify the sequences described in Yang Chen 
kang's Shih -p 'in chieh in every casej but throughout "The Twenty-Four Cate
gories" there are clusters where such serial oppositions do seem to play an 
important role in the sequencing. "Reserve" does compensate for the subhme 
shallowness of the "natural"j and the grotesquely extroverted hao-fang does 
compensate for the reticence of 句eserve. " 1n the s且me way the following 
category， μessence and spirit， " compensates for the crudeness of hao-fang. 

Hao-fang is an important category in Chinese aesthetics， far more i仔
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teresting than Ssu-k'ung T'u's treatment of it suggests. lndeed， someone who 

wanted to parody the category could scarcely have done a more eHective j的

( though works in this mode sometimes hang at the edge of  self-parody) .  In the 

second and fourth couplets Ssu-k'ung T'u's Taoist jargon approaches mumbo
jumbo:  all the categories of external action require some form of nurturing or 
storing of power， and power can be exerted only by working in and through 
natural process. The third couplet is merely a scene of natural force， and the 
last four lines are a conventional icon of the cosmic fulfillment of human 
will， appropriate to a conquering emperor. 

CA TEGOR Y 13 

Essence and Sp irit， Ching-shen 特 精 神

欲 返 不蠢 。 相 期 與 來 。 明 漪 絕底 。 奇 花 初胎 。 青 春 鸚鵡 。 楊相 樓臺 。 碧 山 人 來 。 清 酒

深 杯 。 生 氣 遠 出 。 不 著 死 灰 。 妙造 自 然 。 伊誰為裁 。

Seck to bring back the uncnding ，  

Intcnding to mcct and go togcthcr . 

Bright ripples on the vcry bottom. 

W ondrous flowers beginning theìr gestation 

5 A parrot in the green springtimc ， 

Tower and terrace among thc willows 

Someone comes to thc cmerald hills一

Clear wìne， a deep goblet .  

Thc [/1 γ of life goes out far ，  

1 0  Not remainìng i n  the dead ashcs 

I t  subtly produces the So吋ιìtself ( Tzu-jan* )

Who could have cut ìt to plan? 

Lines 1 - 2 :  The first line could also be translated as， "In wanting ( or "plan-
nir喀什 to revert， [one finds] the inexhaustible . "  The meaning of this couplet 
remains entirely in the domain of fanciful speculation. As an example of how 
it has been handled by the older commentators， 1 translate the paraphrase by 
Yang T'ing-chih : "Essence arises from a drawing together; and should a per
son turn back [inward] and sedζ it， then he will have an inexhaustible store， 
and spirit will attain the means to be nurtured.  Mind， determining that [ i .e . ，  
the inexhaustible store] as what it  would meet with， will consequently come 
together with it . "  This in戶terpretat位ion inv【okes the process of nur此turing of 
one'勻s f扣or此ce凹s t出ha抗t 且叩ppe臼且r臼s ln s叩o ma叩ny o吋f the categories . L i垃i Hs阻mg
the elus訂ive d也H跎ec口t ob制)ec口t 0吐f the se缸倪cond line as a ching-shen 弋 /1 scene-world， " 
and makes the second line the condition from which the first line follows as a 
consequence. Thus， if one can meet an μessence and spirit" scene and express 
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it， one will attain what is inexhaustible. Tsu Pao-ch'üan c∞onf巴sses the 
obscurity 0吐f the line and g♂uesses丸F
C巳aseless if one gathers it i凹n and stores it up inside . 川 1 do not think these lines 
were ever c∞onceived by Ssu-凶-k'札d、ung T'u as a clear proposition， even though 
they， like other lines in "The Twenty-Four Categories， " follow the Taoist 
“spiritual recipe" formula .  Such "spiri.tual recipes" have the structure of a 
necessary series of conditions that will lead to a given end. Such a structure 
in itself carried a certain mystique of authority. Yet the particular content of 
the stages-the definition of each condition and its relation to others-often 
remained deliberately obscure . Such obscurity contributed to the mystique. 
Each component of these lines represents a version of Ssu-k'ung T'u's favo
rite ideological slogans :  "bringing back" or "reversion， " turning back inward 
and to essences and originsj "inexhaustible， " the plenitude that follows from 
reversionj "date to meet/' 且nticipating the relation of "being with" some 
quality or kind of scene 

Lines 3-4:  "Ripples" will be associated with outward pattern ( wen 特 ) ; their 
appearance here， reflected on the bottom of a pond or stream， may suggest 
some correspondence between outer and inner. Most commentators simply 
take the phrase "very bottom" to refer to the clarity of the water. While this is 
implied， 1 think that the phrasing suggests the phenomenon of light patterns 
that form on the bottom of rippling shallow waters . The "gestation" of 
flowers suggests the unfolding of pattern from inside to outside . Clearly 
the ripples are the "essence and spirit" of the water scene， the animate and 
visible pattern of water's transparency and formlessness .  The buds bear the 
same relation of “essence and spirit" to the flowers . 

Lines 5-6 :  The implication in the sixth line is that bits of the building， con
ventionally painted red， appear through the dense leafage of the willows. 1 
think the same relation is implied by the appearance of the parrot in th巳
foliage， but Kuo Shao-yü takes the mention of the parrot to refer to sounds . 
Chao Fu-t'an takes the variant reading ch 'ih -t 'ai 池臺， "pool and terrace， " in  
line 6 .  

Line 7:  This line can also be  read， "A person from the emerald hills [ i .e . ，  a 
recluse] con1es . "  

Line 8 :  Ch'iao L i  takes the variant reading man-pei i�再杯， "fills the goblet . "  

Lines 9- 1 0 :  Tsu Pao-ch'üan takes these a s  qualities that a poem should have， 

though it is perhaps preferable to consider them simply qualities of this 
mode. "Dead ash" (whose "正leadness" is no dead metaphor in Chinese) is a 
phrase originally from the Ch uang-tzu， but in later usage it commonly re
ferred to utter unconcern : in the Taoist version， this was geherally consid

ered a positive condition ( cf .  Cat. 1 9， 1 .  6 ) j  but here it is clearly negative . 

Lines 1 1 - 1 2 :  Or， with Chao Fu-t'an， "Who can reckon the measure of [ i .e . ，  
discuss reflectively] a subtly produced natural scene? " 
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Chi且g-shen 著 is the animating essence that gives vitality to things . The 
images of the second couplet and the more general description in the fifth 
couplet suggest the way in which th且t center of vitality extends and unfolds . 
Th巳 images in the rest of the poem， however， are simply a pleasant spring
time scene that adds nothing. 

CA TEGOR Y 14 

C/ose- WOllen and Densc， Chen-nu 禎密

是 有 真泣 。 如 不 可 知 。 意 象 欲 出 。 造化 巳 奇 。 !J(f朮 花 開 。 清 諾 :未 E品 。 要 路 1& 遠 。 例 行

為 遲 。 品 不 欲 犯 。 思、 不 欲癡 o �酋 春 於 綠 O 明 月 穹峙 。

This docs posscss genuine traces ， 

But it is as though they Call110t  be known . 

As thc conccpt-imagc is abol1t to emerge、

The process of crcation is alrcady wondrous 

:; Watcr flowing，  flowers opcning，  

Thc clear dcw not yet dried away， 

The s tratcgic road getting evcr farth凹，

Thc slowness ofpassagc through secludcd places .  

Thc words should not comc to redundancy， 

1 0  Thc thought should n o t  tend t o  naÏvcté. 

It is likc thc spring in greennes s ，  

。r bright l1100nlight where therc is snow. 

Lines 1-2: "Genuine traces， " chen-chi， are the marks by which something can 
be authenticated. A colophon authenticating 且 painter's work， for in
stance， will often refer to the painting as a whole as chen-chì， the "genuine 
traces" of that particular painter. The implicit opposition in the couplet is 
between constituent components and the whole. We might like to take the 
lines as referring to any "close-wov巳n and dense， " chen-mi， scene， whether in 
nature or in poetrYi in such a case， the point would be that the component 
parts disappear into the whole. It seems more likely， however， that the ques
tion is specifically the production of an art work， in which the chi are the 
"traces" of productive craft . Thus the couplet suggests that such traces exist 
and are perhaps visible to one who 100ks closely and skillfully enough; but at 
the same time it stresses the fact that when viewed without close scru
tiny， the 'Itraces" of the production seem to disappear and the work appears 
seamless .  

Lines 3-4: μConcept-image" is yi 持 hsiang * ， the envisagement of the poetic 
scene in mind， which is communicated to the reader through the text . 1 4  What 
is singular about yi 著 -hsiang持 in Ssu-k'ung 1"u's usage here ìs qualifying it as 
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yü-ch 'u， "about to emerge川 it is not distinct and fully realized within the 
text， but rather hangs on the edge of our apprehension. That state of "coming 
into being" is the "process of creation， " Tsao-h ua 弋 which in this case is 
μwondrous" without needing to be fully realized. Such marginalized pattern 
on a solid ground is illustrated in the closing images 

Lines 7-8:  There is little agreement among the commentators on how to take 
these lines .  Kuo Shao-yü explains the "strategic road， " yao-lu， as a strategic 
military road : the farther it extends into a border region， the more important 
it becomes . This seems somewhat fanciful， though in keeping with the ordin 
ary usage of the term yao一lu. Ch'iao Li makes the "strategic road" a metaphor 
for the "essential way， " referring to the experience of this mode by the figure 
of passing through dense vegetation. It could be， more concretely， the path 
through the vegetation， in whose winding density the traveler seems to go on 
and on slowly. Chao Fu-t'an， elaborating on the interpretation in the Shih 

p 'in chien -chi品， takes the couplet as referring to two complementary aspects 
of poetic structure : there is a 句nain road" that is broad and takes one fari and 
there are a1so small， winding side paths， meant for slower passage and appre
ciation. This interpretation works well with the following couplet， in which 
the problem raised in the ninth line would correspond to the dense side paths， 
and the problem raised in the tenth line would correspond to the main road. 

Line 9 :  Here Ssu-k'ung T'u uses the term of technical poetics for redun
dancy， fan， literally "trespassing" or "overlapping. "  Such a danger is strong 
in thi日 mode， whose density (weaving too closely )  threatens to cause ele
ments to overlap . Tsu Pao-ch'üan takes it as excessive density of detail. 

Lines 1 1 - 1 2 :  These lines are the perfect figures for chen-mi : both are com
plex scenes whose patterns are in a single color. The monochrome ground 
removes the sharp color contrasts that dominate many scenes ( cf .  Cat. 13 ，  11 .  
5-6) or the articulation of qualities by contrast ( cf .  Cat. 3， 11 . 3-8 ) i  instead the 
attention is directed to the more subtle complexity of pattern and shading in 
such scenes :  this accounts both for the quality of density and of pattern 
which hangs at the edge of apprehension. 

Chen-mi， "close-woven and dense/' is a particularly obscure category that 
has generated more than the usual amount of exegetical fantasy. The pri且

mary reference is to weaving， "texture/' and this quality suggests work so 
fine and careful that the traces of craftsmanship disappear unless one 100ks 

very closely. Commentators generally agree that the verse stresses some kind 

of organic unity (e .g . ，  a monochrome ground)  that makes the work seem a11 of 

one pIece. 
Each of these modes requires a device of articulation， sometimes internal 

contrast and sometimes， as here， withdrawing the mode or one of its aspects 
to the margins of our apprehension. "Delicate-fresh and rich-lush" ( Cat. 3 )  
and "intricate beauty" (Cat. 9 )  are two categories against which this category 
can be understood. The "rich-lush" (nu且g) aspect of Category 3 is particu-
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larly close to the monochrome ground of chen-mi ( although chen -mi also 

encompasses the snow scene of line 1 1 ， which would not be n ung) ; but in 

Category 3， the figure of dense vegetation becomes an undifferentiated 

ground against which the "delicate" (hsien ) can appear. In the case of chen

mi， there is no contrasting "delicate叮 and as a result， the monochrome densi

ty of the vegetation reveals in itself intricate pattern on the margins 'of our 

apprehension. "Intricate beauty" ( ch 'i占 ) has some similarities， but there the 

pattern withdrawn to the margins of apprehension is bright and delicate， 

"misted over . "  Note， however， that all three belong to the family of static 

modes， as opposed to the active， aggressive modes .  

Cλ TEGOR Y 15 

Disengagement and Rusticity ， Shu-yeh 疏野

惟 性 所 宅 。 其取 弗 羈 。 控物 自 富 。 與 率 為 期 。 築 屋 松 下 。 脫 帽看詩 O 但 知旦暮 O 不辨

何時 。 倘書長適意 。 豈必 有 漏 。 若其 天 放 。 如 是 得 乏 。

He lodgcs according to his nature (hsing* ) ，  

Takes spontaneous旬， without being bound up; 

He grows wealthy gathering things in， 

Anticipating j oining with direct肘ss

5 He builds his cottage beneath the pin凹，

Removes his  cap ，  looks at poems; 

He knows only of dawn and suns仗，

Makes no further distinctions of time . 

By chance something suits his mood-

1 0  Why nced he act purposefully? 

If he lets himself go according to nature (t 'ien) ， 

In this way hc attains it .  

Line 1:  Ch'iao Li extends "take lodging" to "be at rest in， " "go along with . "  
One could translate the line : “It i s  his nature in  which he i s  a t  rest， " or 
"Wherever his nature is at rest， ﹒ . ." In either case， the lines describe someone 
who follows his inclination. The identification of "rusticity" ( y己的， opposed
to what is cultivated or civilized， with following one's true nature is a charac
teristically Taoist point of view. 

Line 2 :  Lü Hsing-ch'ang understands "takes" 的 to get a "disengaged and rus
tic" world ( ching叮 Chao Fu-t'an is close to this， understanding the object of 
"takes" to be the "materials" for a poem. Ch'iao Li and Lü differ on the qual
ity of the "spontaneously， " ( chel且1， "a趴u此thenticσf川叩，
t出hi昀s a品s t由he quality 0吋f the poe叫t's relation to the wo叮rl站d， a natural reception that 
is close to the notion of the “spontaneous . "  L垃 Hsing-ch'ang suggests， on the 
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contrary， that what the person apprehends must be "genuine" ( i . e . ，  having a 
ground in nature )， and therefore the person who would attain it cannot be 
"offhand" or act according to his whìms 

Line 3 :  Ch'iao Li and Chao Fu-t'an understand this "wealth" of outer things 
as the material for poetry， which is roughly the same as Lü Hsing-ch'ang's 
"taking" a "disengaged and rustic" world. Lu and Tsu Pao-ch'üan prefer the 
reading shih 拾F μto pick up， " rather than k 'ung， "to rein in， " "to gather in. " 

Line 6 :  Removing one 's cap is 且 gesture of ease and freedom from social res
tramt. 

Lines 7-8:  This is one of the conventional characteristìcs of the recluse: the 
observation of limited and natural markers of time， rather than socially 
marked time or longer spans that would imply remembrance or expectation. 
Most commentators take "distinctions of time" as referri月 to markers of 
historical time such as dynasties . Following Kuo Shao-yü， Ch'iao Li and Chao 
Fu-t'an associate this with T'ao Ch'ien's descriptíon of the denizens of 
"Peach Blossom Spring， " who， having fled the world's troubles into the 
mountains centuries earlier， did not even know of the existence of the 
intervening dynasties 

Line 9: Sun Lien-k'uei interprets t 'ang， “if by chance， " as ch 'ang 徜 ， "to roam 
freely. 川

Shu， translated as "disengagement/' i s  literally a "separatìon/' and often im月
plies "carelessness" or "remissness . "  This is a fairly straightforward mode， 
with few real difficulties : acting according to the dictates of one's nature and 
disregarding social convention. One， perhaps unexpected way to locate this 
category might be to place it between the "natural" ( Cat. 10)  and μswaggering 
abandon" ( Cat. 1 2 ) .  The word "lets himself go" in line 1 1  abov巳 is fang， trans
lated as μabandon" in Poem 12 .  Both "disengagement and rusticity" and 
μswaggering abandon" involve letting oneself go， being freed of all restraints ;  
but the quality of the countermotion against restraint is quite different in the 
two modes : "swaggering abandon" produces self-assertion against repression， 
and mastery against being mastered (note the use of the term "forbidden" in 
Cat. 1 2， 1. 1 ) ; in contrast， the antithesis here would be between "being 
bothered" and "being left alone， !I or μrefusing to be bothered. "  

From the other side， the "natural" proposes an identity between external 
and internal nature : it is a condition in which one goes along with what is 
accidentally encountered; there is no "doing as one pleases" (as there is ìn 
"disengagement and rusticity叫 because one has transcended any notion of 
pleasure that proposes action . In the "natural， " there is no element of re

straint to articulate freedom. "Disengagement and rusticity" seeks a direct 
expression of wilI ( 1 .  4)， and will is precisely what is transcended in the 
"natural . "  1 should add that such contrasts are tentative and merely for 
convenience : in actual practice they would overlap considerably. One might， 
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for example， argue whether the poetry of T'ao Ch'ien represented "limpid 
and calm/， the "naturaV' or μdisengagement and rusticity"; but to choose 
one of these modes rather than another would imply a particular interpre
tation of T'ao's poetry. 

CA TEGOR Y 1 6  

Lucid and Wotldrous， Ch'ing-ch ' i 清 奇

娟 娟 群 松 O 下 有 漪 流 。 晴 雪 j的 汀 。 隔 溪 漁 舟 。 可 人 如I :r，: 0 !J; 廢 尋 幽 。 載 膽 載 IJ--_ " 空碧

悠悠 0 月l申 出 古 異 。 j詹不 可 收 O 如 月 之 曙 。 如 氣 之 秋 。

Charming in their bcauty ， a stand of pin凹 ，

And beneath is a rippling stream.  

Sunlit snow fills the sandbars ， 

A fishing boat across the creck. 

5 An agrceable pcrson， like j ad亡，

Pacing clogs seek in secluded places 

Now peering， now stopping， 

Emcrald skies strctching on and on. 

Thc spirit gives forth ancient marvc!s ，  

1 0  So Jimpid i t  cannot be  held back， 

Líke dawn's  moon-brightness ，  

Like autumn in  thc weathcr (ch 'i * ) .  

Lines 1…2:  Sun Lien-k'uei associates the pine scene with the "wondrous" 
aspect of this mode and the water scene with the "lucid. "  Lü Hsing-ch'ang 
suggests the reflection日 of the pines are rippling in the stream. 

Line 3: Lü Hsing-ch'ang points out the change from the darkness of the snow 
fall to the sudden brightness with a clearing sky， a quality that could be easily 
described as "lucid， " ch 'ing ( or IIfresh" ) .  Lü is less convincing when she tries 
to argue that the fishing boats (which she sees as plural ) are examples of the 
"wondrous . "  

Line 9 :  This line can also b e  read， "The spirit [of this mode] i s  produced from 
ancient marvelousness . "  Chao Fu凹t'an pl且usibly interprets "spirit" here as 
"spirit thought" ( shen 勢 -ssu * )， which will lead to composing a poem. Tsu Pao
ch'üan takes 勻narvels/' yi， simply as the "differences" between antiquity and 
nm而r.

Line 10: Lü Hsing-ch'ang interprets the "limpidity" as referring to "ancient 
marvels， " and "drawn back" as "gra剖sped"叭 :
wondrous '  world ( ching* ) ，  the εxpression of whose spirit naturally transcends 
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the common and ordinary， and has the particular quality of antiquity's un
canny marvels . Yet these 'ancient marvels' are natural manifestations and 
utterly lack the marks of such ancient marvels as might be produced by in
tense ref1ective thought: thus it says， 'in their limpidity they cannot be 
grasped . ' " This reading associates limpidity with Ssu-k'ung T'u's  favorite 
motif of the elusive . 

Lines 1 1 - 1 2 :  As in the tenth line， it is not clear whether these similes 缸"
scribe the marvel-producing spirit ( i .e . ，  the person ) or the marvels produced. 
Kuo Shao-yü takes the "dawning" term of line 1 1  as "the brightness of the 
moon just rising . "  

Ch 'ing-ch 'i was a fairly common model category， listed as a normative form 
( t 'i * ) in Ch'i-chi 's 齊 己 "Exemplary Forms of the Feng and Sao" (Feng* -Sao 

chih -ko 風騷 旨 格， late ninth century) .  Here it seems associated with a surpris 
ing freshness， a "sparkling . μ 1 5  The first eight lines are devoted entirely to 
producing a ch 'ing-ch 'i scene. We might contrast the third line here， "Sunlit 
snow fills the sandbars， " with the closing scene of "close血woven and dense" 
( Cat. 1 4， 1 .  1 2 ) :  "Or bright moonlight where there is snow . "  Both are scenes of 
white on white; but in the case of "close-woven and dense， " the brightness is 
withheld so that we will notice the subtlety of shading and pattern ( thus making 
the snow scene more like the foliage scenes that dominate Ssu卡ung T'u's 
treatment of that mode ) .  The ch 'ing-ch 'i scene is a sudden radiance after the 
snow clears， with a fishing boat included to articulate the scene. Also shading 
contrasts are produced by lines of darkness and shadow ( 11 .  1 ， 6 ) .  

Ssu-k'ung T 'u  does not favor such sharp luminosity， and he  mitigates i t  
with the "limpidity" ( tan ) of  the tenth line， a quality that would apply to the 
paleness of the dawn moon in the eleventh line. 

CA TEGOR Y 1 7  

Twisting and Turning， Wei-ch市 委 曲

登 彼 太 行 。 翠 繞 羊 腸 。 杏 靄 流 玉 。 悠悠 花 番 。 力 之 于 時 O 聲 之 于 蒐 。 似 往 已 迎 。 如幽

匪 藏 。 水 理 游 袱 。 鵬風翱翔 。 道不 自 器， 。 與 之 園 方 。

Climbing the T' ai-hang Mountains ，  

Azure winding，  hairpin curves : 

Obscu間， misted over， flowing j adc; 

From far，  far away ， the scent of flowcrs . 

5 As action is to its own season， 

As notes [of music 1 to thc Tibctan flu仗，

Seeming to have gonc， it has already rcturned;  

As if sccluded， then no longer concealcd.  

Water ' s  patterns swir1 cndlessly; 
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1 0  P‘eng winds hovcr around and around 

The Way is not bound to a vcssel-sh叩c一

He j oins it becomi時 round or squaτc [accordi月 to circumstanccs J 

Lines 1-2 : μHairpin curves" are literally "shεepguts， " a kenning for narrow 
and winding mountain paths .  The T'ai-hang mountain range was famous for 
such paths. The "azure" can refer either to bluish mountain mists or to dense 
vegetation. Such constant turning， without a direct path to obvious ends， is 
the quality of the mode . 

Line 3 :  Most commentators agree that the "flowing jade" refers to streams . 1n 
Chao Fu-t'an's commentary his collaborator， Huang Neng-sheng， offers the 
anomalous but attractive explanation that it refers to wisps of the mist. Lü 
Hsing-ch'ang takes it as real j ade， t出he kind t由ha剖t gives of丘f mis吭t丸， s叩ug韶ges仗t
ing the f臼amous metaphor fo凹r a poetlc scene t由ha泌t Ssu-k丈C札'1、'U1凹mg T'u quotes in his 
H吐Le叫tt紀er t切o Cαhi P'九u on PO間et訂rγ3
dist丘nce" : the figurc is probably the glint of streams through the fog in the 
distance， though it may simply refer to the general fogginess of the moun
taln scene . 

Line 4 :  Lü Hsing-ch'ang takes yu-yu as 川continuous" rather than "far far 
away."  

Lines 5-6 :  These lines are obscure . The similes of  seasonal labor and music 
seem to refer to recurrence， and turning back (reprise) ，  which is the conse
quence of the "winding" in this mode圖 "Action in its season" (1i chih yü 

shih ) may be simply "the application of force as the occasion demands 圖 " If
we take 1i chih yü shih in this sense， then the element of circuitousness 
is equally implicit : aggressive force will be conceptua1ized as pushing 
“straight" through， while the timely application of force where it is most ad回
vantageous will follow a less direct course .  Tsu Pao-ch'üan takes li chih yü 

shih as referring to the name of an ancient bow ( Timely Force， Shih -li ) ， 
whose bending Tsu supposes to correspond to the winding quality of the 
mode; this seems extreme. The ch 'iang translated here as "Tibetan [flute] " is 
also a po的ic particle; and some commentators have produced other inter
pretations following that sense of the word， seeing in the lines， for instance， 
how the particle ch 'iang imparts a subtlety to the recitation. The interpre
tation "Tibetan flute， " whose music is often desribed as "winding， " seems 
preferable .  

Lines 7- 8 :  Thεse lines could refer to seasonal labor and the notes of the 
nomad flute， or to the mountain paths， or to the mode in general. In a broader 
sense， we see here the pattern of alternation between opposites that follows 
from "twisting and turning. "  

Lines 9- 10 :  1 have followed Ch'iao Li， Tsu Pao-ch'üan， and Lü Hsing-ch'ang 
in interpreting shui一li 特 的 “water's patterns" ( i . e . ，  ripples ) ;  but there is also 
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much to be said for Kuo Shao-yü's interpretation as μthe inherent principle of 
water is to . . . " The interpretation of li 特 as "patterns" maintains the parallel
ism of the couplet; but Kuo's interpretation would be the most natural way to 
take the phrase shui-li 持 if considered independently. μP'eng winds" refer to 
the P 'eng， a legendary bird in the Chuang-tzu， so large that its wingspan 
touched both edges of the horizon. It required a mighty "whirlwind" to carηr 
it to its proper height. Both are figures of circling， one sinking down and the 
other soaring up . 

Line 1 1 :  This line may be read， "The Way cannot be treated as a vessel for 
some use . "  Or in Chao Fu-t'an's paraphrase :  "The Way of poetry is like the 
way of all skills， in that one should not let oneself be restricted by the physi
cal forms of things . "  

Wei-ch 'ü was an old and very common descriptive category， always used posi
tively. It implies constant and subtle twists in the movement of thought， 
theme， style， and mood. The opening description of traveling on narrow 
mountain paths is an excellent metaphor for the quality. The path provides 
interest by offering ever new perspectives， without achieving any single 
"prospect" that gives a sense of the whole .  Always responding to changing 
and unforeseen circumstances， this is a mode of sequential unity rather than 
unity given from a single overview. The images of glinting streams and 
flowers in the second couplet are elements of the whole that appear in
directly and in the distance. The fragmented scene gives way to figures of 
circling， in which there is both movement to opposites (1 . 8) and recurrence 
( 1 .  7 ) .  This is further related to the Way， which， like water， takes the shape 
of whatever it encounters . 

If the "strong and sturdy" ( Cat. 8 )  developed the aspect of force in "potent， 
undifferentiated" ( Cat. 1 ) 叮wisting and turning" develops the aspect of con
stant transformation， which recurs again， in a slightly different mode in 
"flow and movement" (Cat. 24) .  Neither "twisting and turning" nor "flow 
and movement" 的 determinate mode in itself， but rather a shifting ground on 
which many determinate modes may appear and disappear; the affective re
sult， however， is the quality of constant change itself. The supreme instabil
ity of the wen-ch 'ü mode gives way to its opposite in the concreteness of the 
following mode. 

CA TEGOR Y 1 8  

Solid World， Shih 九 -ching 咎 實境

取語甚荳 o ri十 思 匪 深 。 忽逢 幽 人 。 如 見 道心 。 清 潤 之 ijl1 。 碧 松 之 陰 。 一客荷樵 。 一 客

聽琴 。 惰性所至 。 妙不 自 尋 。 遇 之 白 天 。 ì令 然、 希 音 。

Thc words employcd arc cxtrcmely dircct， 

Thc formul平tion of thought docs 110t go decp : 
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Suddenly one meets a recluse一

It is as if sceing the mind of the Way 

5 The bends of clear torren的，

The shade of emcrald pines : 

Onc fcllow carries fìrewood .  

Anothcr fellow listens to a zither. 

The pcrfection of naturc and the affcctions 
1 0  I s  s o  subtlc i t  cannot b c  sought.  

Onc chances on it as Heaven wills【

Delicate， the faint and rarc tones . 

Line 2 :  The point here is that shih 弋ching* is a mode of surfaces， in which 
there is no sense of hiddenness .  Ch'iao Li expresses it nicely : "In your diction 
and lines there is nothing but what is visible right before your eyes， audible in 
your ears， or stirred in the mindj your hand writes it out and it's complete， 
without any intense reflection or complex considerations or purposeful 
search for depth . "  

Line 3 :  Since recluses are not often encountered， we  have a hint that such 
directness does not reveal a commonplace world. 

Line 4 :  "The mind of the Way" ( Tao* -hsin * ) may be an abstraction， the qual向
ity of such a scenej or it may be "a mind that has attained the Way， " referring 
to the recluse .  

Lines 5 - 8 :  This is a scene of  reclusion. Ch'iao Li  interprets ch 'ü， "bends， " as  
"melodies， " the "music of  nature. "  

Line 9 :  Ch'iao Li interprets this line t o  mean "that t o  which one reaches by 
following one's own affections and nature . "  

Line 10 : “Cannot b e  sought叮 that is， it cannot be sought willfully.  Lü Hsing 
ch'ang interprets this as "sought within oneself" j  that is， it must be found in 
the external world. While such an interpretation is not impossible， there is 
nQthing in the text to warrant it . 

Line 12: "Faint and rare tonεs， " hsi-yin， echoes Lao-tzu XIV: "What can be 
listened to but not heard is called the 'faint and rare . ' "  Kuo Shao .yü makes 
the point that out of the "solid， " shih 弋 emerges the elusive . 

Ssu-k'ung T'u's categories often seem to be differentìated from one another 
by recurrent antitheses， one of which is that between surface and depth 
Categories of concealment and depth often are described in terms of depths 
emerging to thε surface， whereas categories of surface， such as this one， often 
begin in the direct and obvious， then become elusive . 

There is some similarity between this mode and that other mode of sur
faces， the 叫natural" ( Cat. 1 0 ) .  In both cases one attains the subtle by not seek-
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ing it， by remaining on the surfaces of things . As in one strain of modem 
poetics a poem should "not mean but be， " there is in the Chinese tradition a 
pleasure in the description of concrete empirical scenes .  Often poets use the 
scenes of the world to refer to some intelligible pattem or as correlatives for 
their emotions; both practices privilege "depth， " and run counter to the value 
of a "so1id world . "  However， as Ssu-k'ung T'u suggests， in letting the world be 
itse怔， genuine subtlety will arise. 

CA TEGOR Y 19 

Melancholy and Depression， Pei-k' ai 悲慨

大 風 捲 水 。 林 木 為 摧 。 適 苦 欲 死 。 招 憩 不 來 。 百 歲 如 前rr: 0 富 貴 冷 灰 。 大道 日 喪 。 一蔚為

雄 才 。 壯士拂劍 。 浩 然彌哀 。 蕭蕭落 葉 。 漏 雨 蒼苔 O

A great wind ro11s up thc watcrs ， 

The trecs of the forcst are shattered .  

Hc suffers to thc point of dea吭，

Calls for respi仗， but it docs not come 

5 Lifctimc's  hundred years seem to flow on， 

Richcs and honor leave him cold as ash. 

Thc grcat Way declines more and more cach day

Who nowadays is bold and talentcd? 

The knight in his prime pats his sword， 

1 0  His boundless lament increasing.  

Thc winds moan through the fa11ing lcav凹，

Rain drips on the grey moss 

Lines 1-2: Lü Hsing-ch'ang says such scenes are examples of a pervasive de
structive force that produces the pei-k 'ai mode. 

Line 4: Lü Hsing也h'ang interprets， "He seeks the only person who could offer 
comfort， but he does not come. "  

Line 6 :  Realizing his mortality， a person in the pei -k 'ai mode i s  indifferent to 
worldly lures.  Tsu Pao-ch'üan interprets it slightly differently， that "riches 
and honor" will ultimately tum to ashes .  

Line 8 :  The rhetorical question seems to lament the lack of someone to 
oppose the decline of the ，月Tay.

Pei-k 'ai is one of the clearest of all the categories， a series of correlative 
scenes and situations that give rise to feelings of despair. Ssu-k'ung T'u is 
rarely at his best in these purely subjective modes， of which "Swaggering 
Abandon" is another. 
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CA TEGOR Y 20 

Descrip tion ，  Hsi時才u月 形 容

絕 佇 靈 素 。 少 過清 王軍 。 如 覓 水 車主 O 如 寫 陽 春 。 風 雲變態 。 花 草 精 神 。 悔 之 波 瀾 。 山 之

憐的 。 俱似大道 。 妙契 問 題 。 離 形 得 似 。 庶幾斯 人 。

One awaits the ultimatc spiritual purity ， 

Soon brings back what is pure and gcnuinc 

Likc sccking ref1ections in thc watcr ， 

Likc dclineating bright spring .  

5 Thc changing appcarancc of wind-blowll clouds ， 

The spirit and csscncc of f10wcring pbnts ， 

Thc wavcs of thc occan， 

Thc j aggcdncss of mountains

All arc likc thc grcat Way， 

1 。 此1atch thcir subtle beauty， sharc their dust . 

Whoevcr attains rescmblancc by divcrgi月 from extcrnal shapc 

Approximates such a person.  

Line 1 :  1n the first line， we have the same problem with the usage of chu that 
we find in Poem 5， line 8. Chu basically means to "stand long， " commonly 
extended to mean "await . "  There is another， related chu， 佇 that means 
μamass . "  Most modern commentators take chu in this latter sense， but 1 
would prefer to interpret chu as earlier in the sense of "await" or "expect . "  
"Spiritual purity， " ling-so， i s  one of those supremely vague phrases in which 
Ssu-k'ung T'u delights :  we are uncertain whether it is a Taoist abstraction， a 
quality of things in the outer world， or something within the poet. 

Line 2 :  Ch'iao Li， Chao Fu-t'an， Tsu Pao-ch'üan， and Lü Hsing-ch'ang inter
pret hui as "put in operation" or "make manifest" rather than "bring back"i  
moreover， Ch'iao relates that "operation" to the process of description. 
Ch'iao also puts stress on the shao， more like 句nly a little" than "gradually. " 
Hence he takcs the couplet as the negative consequence of intensity : "If one 
expects spiritual substance too intense旬， one will put the pure and genuine 
into circul且tion only a little . "  The difference between the interpretation 
given in the translation and Ch'iao's is an excellent example of how lines in 
these poems can producc opposite interpretations dependi月 on one's presup
positions . 1 have followed Yang T'ing叮chih， Chao Fu-t'an， Tsu Pao-ch'üan， 
and Lü Hsing-ch'ang in interpreting shao as "in no time/

， 
"soon . "  

Unes 3 - 4 :  These lines clearly refer to  the mimetic problems in  description. 
According to Ch'iao Li's interpretation， this couplet refers to the difficulty of 
descriptioni according to the interpretation in the translation， the lines refer 
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to the necessity of attending to the "spirit" of what is described (whatever 
that may be ) .  1n the third line， Kuo Shao-yü interpolates waves and speaks of 
the difficulty of seeing reflections in them. One difficulty here is in the int叮
pretation of ying， which may refer either to "reflections" in the water or 
"light" shining on the wat巳r. Lü Hsing-ch' ang rejects the interpretation as 
"reflections， " though it would seem the most obvious .  

Lines 5-8:  These lin巴s name natural phenomena whose essential qualities， 
because of constant change， are hard to capture in description. The "jagged
ness"  of the mountains is， of course， not in change， but it is a complexity that 
is equa11y hard to describe. 

Lines 9 - 1 0 :  The general point of thes巳 lines is that the essence of such things 
( 1 1 . 3-8 ) cannot be captured simply and on the surface， either because of their 
changes， their elusiveness， or their complexity. 1n all these aspects， such phe
nomena are like the Way itseH， which is just as variable. The only resolution 
for someone who would describe such things is a kind of union with them， 
suggested in the phrase from Lao-tzu， to "share their dust";  to achieve some 
kind of primordial identification with what they "are， " rather than trying to 
catch how they "appear . "  

Line 1 1 :  Here 1 fo11ow Kuo Shao-yü and Chao Fu-t'an in  interpreting li -hsing靜

的 "diverge from external shape叮 Ch'iao Li take the two hemistiches as co司
ordinate， interpreting li-hsing特 的 to "make manifest external shape. "  One 
might also reasonably interpret the phrase as "cleave to external shape， " pro
ducing an interpretation similar to Ch'iao Li's but philologica11y more likely. 
Neither of these interpr巳tations of li， however， is as natural as the one given 
above. Most commentators take "resemblance， " ssu， as μspiritual resem
blance， " shen * -ssu.  The line seems to play on the common compound 
hsing* -ssu， the technical term for "description that gives the semblance of 
external form."  The line breaks up the compound to indicate a kind of "re
semblance" ( ssu )  different from that of “external form" (hsing叮

Line 1 2 :  That is， approximates a master of  description 

This category， which addresses the problem of mimêsis rather than describ
ing some particular quality of scene or state of mind， differs from the other 
twenty-three categories; but it is significant because of the importance the 
later tradition attached to shen 特 ssu， "spiritual resemblance" and the re
jection of the mimêsis of surfaces . Although it was undecided whether the 
"spiritual resemblance" was to the external object represented or to the 
artist， "spiritual resemblance" developed into a virtual ideology in later 
aesthetics . 1 6  One reason to rej ect the mimêsis of surfaces is quite clear in the 
middle couplets here : an intense awareness that things are always in trans
formation. (From such a point of view， the Western artist's "sti1l life" or even 
the model who has to sit "sti11" would be strongly anti-mimetic . ) Because it is 
the "spirit， " shen * ，  of a thing that unifies its transformations， the poet or 
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painter would try to catch that animate identity. Unfortunately， unlike sur
faces， shen 特 is exceedingly hard to locatej and we must recognize what a 
problematic value this is .  Again we note that Ssu旬k'ung T'u takes a concern 
conventionally associated with surfaces and reinterprets it in terms of elu
siveness， change， and depth. 

CA TEGOR Y 21 

Transcendence， Ch' ao-yi 超 詣

匪 神 乏 靈 。 匪 機 三三 微 O 去口 將 自 雲 。 清 風 與 歸 O 遠 引 若歪 。 臨 之 已 非 。 少 有 道 氣 o 終 與

俗違 。 商L 山 喬 木 。 碧苔芳嚀 。 誦 之 思 之 。 其聲 愈 希 。

It comes not from the magic spark of spir泣，

It comes not from the subtlety of [Nature ' s ]  impulses (ch i * ) .  

I t  i s  a s  i f  j oining the whitc clouds，  

Going off with a clear wind.  

5 Drawn from afar， one seems to rcach it; 

Approach 此， it is already gone. 

If for a moment you have the ch (尸 of thc Way， 

You will ultimately escape the ordinary . 

Tall trees in tanglcd mountains ，  

1 0  Emcrald mo鉤， sweet-scented radiancc 

Sing of it ，  brood on 仗 ，

And the sounds grow ever rarer 

Lines 1 - 2 :  There are many problems here . "The magic spark of spirit /l (shen 靜

chih lü咚) probably refers to the intuitive capacity of mind， implying that the 
transcendent mode is not attained through any sharpness of apprehension. 
"The subtlety of [Natu自治] impulses/l are the secret and faint workings by 
which nature's processes are initiated and sustained. The second line may 
deny that "transcendence/l is related to how well the human mind 
apprehends these workings in Naturej then again it may deny that the mind 
can attain the transcendent mode from the natural impulses within mind 
itself. Lü Hsing-ch'ang points out that all these interpretations create more 
problems than they solve. Her solution is to reinterpret fei (normally mean
ing "is not吋 as "that， /I a very archaic usage . This interpretation produces 
exactly the opposite interpretation of the lines :  "It is in the magic spark of 
spiritj it is in the subtlety of [Nature's] impulses . /I While such an interpreta
tion more comfortably answers our expectations， it is exceedingly unlikely 
that Ssu-k'ung T'u would have used fei in that sense， or that any T'ang reader 
would have understood it in that sense. Ch'iao Li locates "transcendence" as 
a third condition， belonging neither to the spiritually mysterious nor to the 
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natural : hence he takes "the magic spark of spirit" as referring not to the 
human mind but to incomprehensible operations of spiritual divinity in the 
world. At the same time， stressing the pragmatic quality of the second line， 
he interprets chi *  as "occasions， " so that transcendence is not part of what 
happens in Nature's cyclical time . 1 would suggest that the negations of these 
two lines should be read in the context of the preceding poems， many of 
which do hold "the magic spark of spirit" and the "subtlety of [Nature地i
impulses" as values .  The negations strenuously attempt to distinguish this 
mode from preceding modes (many of which seem to involve some quality of 
μtranscendence" in the Chinese sense) ，  and thus they reveal just how close 
many of these lines are to lines in other categories. 

Lines 3-4:  Chao Fu-t'an does not presume the presence of the human subject 
and interprets this as the clear wind accompanying the white clouds .  

Lines 5-6:  Kuo Shao-yü takes these lines as referring to the elusiveness of the 
mode， that it cannot be achieved willfully. Lü Hsing-ch'ang， following rough
ly the same line of thought， makes the point that the condition of "transcen
dence" is one of constant movement， a continual "going beyond， " in which 
any stasis falls back into the ordinary world; hence th巳 condition is like the 
constant motion of wind and clouds . As soon 且s one "approaches it" (li且， with 
the implication of standing still nearby)， it evaporates in being reduced to a 
distinct object of consciousness .  Ch'iao Li has the "approaching" being the 
time when one tries to capture it in poetry. 

Lines 7-8: As in the preceding category， much depends on how we under
stand shao， translated as "for a moment. "  Line 7 could also be rendered， "If 
one has even the least ch 'i * of the Way. " Unfortunately， it can also quite 
naturally be rendered， "There is little ch 'i * of the Way in it" ( thus producing a 
radical interpretation that would follow from the negations in 11 .  1 -2 ) . To 
complicate matters， Ch'iao Li， Chao Fu-t'an， and Tsu Pao-ch'üan read shao as 
"youth門 "If as a youth one matches the Way . "  Although this is by no means 
an impossible reading for shao， it is difficult to see how it can be justified 
here， except perhaps as a ba1ance for chung， "ultimately. "  Ch'iao Li and Tsu 
Pao-ch'üan both take the variant ch 'i 契 instead of ch 'i * :  hence， "match the 
Way. " 

Line 1 0 :  In another version， "sweet-scented radiance" is "square radiance， " 
probably referring to light through a door; however， the fragrance of sunlight 
striking the moss makes perfectly good sense .  

Line 1 2 :  "The sounds grow ever rarer" may mean that the more one under
stands this mode， the more subtle one's poetry grows ( as in the hsi-yin 希音 of

the Lao-tzu ) .  Or it may mean that if a poet broods on it too much， the 
"sounds" appropriate to it increasingly escape him ( see comments on Cat. 2， 
11 . 9- 10 ) .  Tsu Pao-ch'üan understands this line in yet a third sense， in terms 
of the notion in the Chuang-tzu of "when one attains the meaning， one 
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forgets words"; that is， the more it is understood， the more words disappear 
altogether. 

Cb 'ao means to pass beyond the limits， concerns， and ties of this world; 
though conventionally rendered "transcend巴nce， " it should not be confused 
with more precise religious and philosophical uses of that term in Western 
languages. Yi means to "reach" or "arrive . "  Lü Hsing-ch'ang takes the com
pound as "the attainment of transcendence. "  

CA TEGOR Y 22 

Driftíng AlooJ， P‘lao-yl 飄逸

落 落 欲 住 。 矯 矯 不 群 。 級 山 之鶴 。 華 頂 之 雲 。 高 人 惠 中 。 令 色 細組 。 御風蓬葉 。 汎 彼

無垠 。 如不可執 。 如 將 有 間 。 識者 期 之 。 欲得 愈 分 。

Sct apart， on thc point of departing ，  

Rising 1。如何， not  of the crowd: 

The cranc of Hou 扎10untain，

A cloud of Mount Hu且' s pcak . 

5 The lofty person acquiesces to what lics within， 

His 且nc countenance amid the coiling vapors . 

A tumblcwced that rides the win缸，

Drifting on in the boundless . 

It is as though it cannot be graspcd， 

1 0  But yet a s  if h e  might hcar something 

Those who understand hope for this ， 

But if you want to havc 刊， lt grows evcr morc apart. 

Lines 1 - 2 :  Each line opens with a reduplicative compound: 10-10 and cbiao

cbiao .  Both describe a quality of personality that is high-minded， free， and 
holds apart from others . 

Lines 3一4余:
tal Wa叩ng兮-t口zu Ch缸h'iν此r吐iao was said to have ascended to Heaven. Both clouds and 
cranes were common figures for someone who felt free of ties to the social 
world and could drift back and forth without constraints .  

Lines 5-6 :  The interpretation of bui as "acquiesces" roughly follows Kuo 
Shao-yü. Ch'iao Li interpr巴ts bui as "to be intelligent. " Lü Hsing-ch'ang and 
Tsu Pao-ch'üan take the variant b ua 董 instead of bui :  hence "the lofty person 
in the painting. "  Yin 吟yün is more precisely the "intercoiling manner of the 
primordial cb γ ， "  the interaction of Yin and Yang through which natural 
process occurs . It is uncertain whether this radiant face riding through the 
mists is among such vapors or generates them. 
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1ines 7-8 :  The "tumbleweed， " p 'eng ( actually a rather different plant whose 
upper part is blown loose from its roots and carried around by the wind)， was 
a conventional figure for someone who wandered free of ties to family or 
place. Tsu Pao自ch'üan， taking the μdrifting on" literally， suggests that it is a 
figure for a boat; considering that this line has the same pattern as Category 
5， line 3 (where the interpolation of a boat would be ridiculous )， this seems 
rather unlikely 

Lines 1 1 - 1 2 :  Ch'iao Li， Tsu Pao-ch'üan， and Lü Hsing-ch'ang read ling 領 ，
“gain an intuitive grasp of， " for ch 'i， "hope for" or "expect . "  In line 1 2  they 
read ch 'i ch迪 斯 之 ， "hope for it， " instead of yü-te， "want to have . "  1 have 
followed Kuo Shao-yü's readings.  

There were elements of the "drifting aloof" mode in several earlier categories， 
but here it is a mode unto itself. Its primary characteri日tics need li ttle com 
ment : it moves with things but has no attachments， no signs of care. 

C凡 TEGOR Y 23 

Expansíve Contentment ，  Kuang-ta 曠 達

1 者 百 歲 。 相 去 發 jr;} o 歡 樂 苦 El o 憂 愁 實 多 o [" J 1m 尊 渦 。 l1 í主 WJ 榷 。 n 覆那 詹 0 1峽 兩

制 過 O 倒 酒 做 主鞋 。 杖 黎 千一r �Jk 0 孰 不 有 市 。 自 l li 峨 峨 。

Life can be only a hundrcd years

How far from that are we now? 

Pleas盯e a吋 joy are tcrribly bricf; 

Far grcatcr is sorrow and melancholy. 

5 Bctter， with a goblet of wine， 

To go off every day into misty vincs ; 

Or where flowers shade a roof of thatch 

With a light rain passing by.  

When the upturned cup is emptied， 

1 0  H e  leans o n  his staff and goes singing .  

To whom does it not  occur?一

South Mountain towering high . 

1ines 1 - 4 :  These lines are a free recreation of lyric formulae used in many 
anonymous Han poems and songs . 

Line 5 :  Lü Hsing可ch'ang offers an alternative interpretation for ho  ju， “bet
ter， " as "why not ? "  

1ine 1 1 :  The reference here i s  death. 

Line 1 2 :  South Mountain was the traditional emblem of the permanent， in 
contrast to human mortality 
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This is one of the most direct and most appealing of the categories . While it 
lacks the intellectual complexity of some， it also avoids the pretentiousness 
and willful obfuscation that haunts many of the poems . More than any of the 
other categories， it fuses the circumstances of the mode and a performance of 
the mode itself， sustained by rich echoes from the poetic tradition. 

"Expansive contentment" seems to be quite consciously set against 
IImelancholy and depression" ( Cat. 1 9 ) .  Both begin with a sense of human 
mortalitYi but while IImelancholy and depression" is a simple， univocal 
mode， "expansive contentment" sets an inebriate and fragile satisfaction 
against the background of despair. That background radically changes the 
quality of the joys in the landscape， which are described in lines that alone 
could have found a place in any of a dozen categories. An excellent earlier 
example of the application of this category can be found in the biography of 
Chang Han in the Tsin History: "Someone once said to him， 'Why is it that 
you are so willing to suit your whims of the moment and， alone of us all， not 
work for posthumous fame? '  Chang answered， 'It's better to have a cup of 
wine here and now than to bring myself posthumous fame. '  Everyone hon
ored his expansive contentment 川7

CA TEGOR Y 24 

Flowing Movement， Liu-tung 流 動

若 納 水 箱 。 茗，轉丸珠 。 夫 豈 可 道 。 假體 如 愚 。 荒荒坤軸 o 悠悠 天 樞 。 載 要 其 端 o 載 聞

其符 。 超 超 神 明 。 返 返 冥 然 。 來 往 干 載 。 是 之 謂 乎 。

Like a watcrwheel drawing in， 

Like ro11ing the spherc of a pcarl

No!-how can it bc spokcl1 of?  

Such borrowed forms are clumsy .  

5 Earth ro11s boundlessly on its axis ; 

Heavcn turns forevcr 011 its pivot .  

First inquire of their origil1S ，  

Thcl1 hear of their correspondcnces . 

Passing beyond and bcyond into divine light， 

1 0  Thcn back and back further t o  dark nothingness . 

Coming and going， a thousand ycars

Might this be what it means ? 

Lines 3-4:  This protest may echo Lao位u 1 : μThe Way that can be spoken of 
is not the constant Way. " The oblique language of metaphor and parable was 
the continual recourse of early Taoi日ts， distrustful of the capacity of words to 
present the truth directly and preferring "borrowed forms" ( t γ ) that were 
overtly distinct from the truth they indicated. 
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Line 8 :  "Correspondences， " f口， 的 interpreted by Lü Hsing-ch'ang as the 
empirical operation of Heaven and Earth， "corresponding" or "responding" to 
their inner structure， their "origins . "  Tsu Pao-ch'üan interprets the couplet 
to mean that if one investigates the origins， one's poetry wi1l correspond to 
the operations of Heaven and Earth. 

Line 9 :  Shen * 月ming， "divine light" or "spiritual illumination" 的 the spiritual 
core of a person or external divinity. 

Ssu-k'ung T'u had a genuinely Taoist distrust of anything that could be easily 
grasped， a conviction that everything important was necessarily elusive : the 
family line of his thought can be traced directly back to Chuang-tzu's Wheel
wright Pien. Like his Taoist forebears， he often has recourse to simile . Any 
tentative understanding we may reach he cancels， pointing to something still 
further beyond. That general impulse in his work becomes explicit in this 
final poem of the series， in which he rejects his own metaphors for the con
tinuous cyclical operation of the Way. This is not so much a particular mode 
of poetηT as a poem on the operations of the universe， and how its subtle 
motions of change， intuitively apprehended， should be the ground for poetry. 

SELECTIONS FROM OTHER WORKS 

In addition to "The Twenty-Four Categories of Poetry， " which was preserved 
independently， Ssu-k'ung T'u's collected works contain various other discus
sions of poetry and aesthetics . The two following letters are the most famous. 

Letter to Mr. Lí Discussing Poetry 與 李 生論詩書

文 之 難 的I 詩 尤 難 。 古 今 之 喻 多 矣 。 愚 以 為 辨 於 味 而 後 可 以 言 詩 也 o iI 嶺 之 構 。 凡 足 資於 適

口 者 。 若 睡 非 不 酸 也 O 吐 於 酸 而 已 。 若 艇 。 非不鹹 也 。 正於 鹹 而 已 。 華 之 人 所 以 充飢而遠

綴 者 。 生日 其 鹹 酸 之 外 o 醇 美 者 有 所 乏 耳 。 彼 江 嶺 之 人 o 習 之 而 不 辨 也 宜 哉 O

Compared to the di伍culties of prose， the di且culties of poetry are extreme. 1 8  

There have been illus trative examples i n  both ancient and modern times ; but 

in my opinion we can adequately speak of poetry only in terms of making 

disti肛tlOns m 日avors (wei* ) .  

I n  everything that suits thc palate i n  the region south o f  Chiang-ling，  i f  i t  i s  

a pickled dish ，  then it is indeed sour-but it is nothing morc than sour .  If it is a 

briny dish， then it is quite salty-but nothing more than salty. The reason 

peoplc from the north， when eating such food，  simply satisfy their hunger 

and then stop eating is that they recognize it somehow falls short of perfect ex

cellence and lacks something beyond the distinction between " the merely 

sour" and "the merely salty . " And as one might expe仗， the people of Chiang-
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ling， because they are uscd to such food，  are incapable of making any fincr 

distinctions . 

The vocabulary of "flavor" ( wei 叮 in Chinese poetics has an importance far 
beyond the use that Ssu-k'ung T'u makes of it here， which is in terms of 
distinctions and gradations; but 巴ven here the master metaphor of "flavor" is 
suggestive . l9 The opposition is between gross categories that have names， 
and fine judgments for which there are no names. Furthermore， those finer 
gradations are learned by experience:  one who knows only the gross cate
gories can apprehend only the gross categories; to be able to recognize the 
finer distinctions requires the education of a sensibility. 

詩 貫六義 。 則諷論 抑揚淳洛淵雅皆 在 其 中 矣 。 然直致所得 。 以 佫 自 奇 。

Poetry encompasses the Six Principles ;  moreover， indirect criticism and 

metaphorical illustration， modulations ， purity and reserve， gentleness and 

grace ( ya * ) are all cncompassed within thcm. Howcvcr， what is achieved by 

directness bccomcs wondrousncss by its character (仰著 )

Most of the elements that Ssu-k'ung T'u mentions as being within the range 
of the "Six Principles" are particular qualities .  Ko* ，  on the other hand， which 
Tsu Pao-ch'üan identifies with feng* -ko 弋 "style， " is a category ( 1ike μflavor什
that admits further differentiation; that is， not everyone will necessarily have 
"style" or "character， " but for those who do， "character" is only a category 
within which individual differences appear. The following passage shows 
that ko*  is very much 1ike "normative form" ( t 'i * ，  as in Liu Hsieh's usage， 
"normative styles" ) .  

前 輩 諸集 。 亦 不 專 工 於此 。 好! 其 下 者 耶 。 1三 右 ;丞 韋 蘇 州 o i發 i詹 精 緻 o 格 。; 其 中 。 豈妨於過

舉 丘克 。 質 閥 仙 誠 有 警 句 O 然 視 其 全 篇 。 意 思 殊 餒 。 大 tß: 附 於 賽 iL'í: o 方 iiJ 致 才 。 亦為jt';.之不

備 也 。 可葭 O 近 I而不 俘 。 遠而不盡 。 然 後 可 以 言 的 外 之 致 耳 。

In thc litcrary collections of thc prcvious generation，  we can find no one who 

really conccntrates on this [ i . e . ， 長。 叮 and wc find it cven less in the writers 

since . In the suprcme limpidity and dclicacy of Wang W ci and Wei Ying-wu， 

we do find such “ character" (如 * ) ; and this certainly did no harm to their 

capacity for a forceful mode. But in the poetry of Chia Tao we may indeed 

find s tartling lines; but if you consider his works as whol凹 ， the thought and 
power of conception ( yi仁ssu 叮 are rather fecble. In gencral， he shows his tal-
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ent only in a rugged obscurity; and thìs indicates a want of comprehensivenes s  

in  his [mastery of]  forms ( t 'i * ) .  Indeed， one  can speak of affect beyond the 

rhymes only when it is close at hand without being frìvolous or far-reaching 

without escaping one altogether. 

When Ssu-k'ung T'u speaks of poets having a μcharacter， " ko * ，  it is easy to 
think of it as one determinate character that manifests their personality. Like 
Liu Hsieh in the chapter μNature and Form， " however， Ssu-k'ung T'u be
lieves that a poet should be able to comprehend a range of styles .  Wa叩ng W巳di 
( 699一76 1 ) and 叭We口i Ying 
able t昀o wnt紀e in di丘ffer記en叫lt mod配es咒， t由h巳 for此ce吐fu叫1址1 a品s well 且的s the limp戶id and deli
cate. Chia Tao ( 779-843 )， a poet of the 叫previous generation， " is faulted be
cause he is limited to one particular mode， a rugged obscurity. Chia's prob回
lem is limitation rather than the lack of suggestiveness， as Tsu Pao-ch'üan 
suggests. Particularly int巳resting is the implied relation between ko*  and 
poetic unity: if one attains a ko* ，  that holds the poem together; in contrast， 
the masters of the craft of the couplet such as Chia Tao always risk failure of 
overall unity. It should be observed， however， that Ssu-k'ung T'u himself 
goes on to quote a long series of his own couplets 

Kuo Shao-yü reads tao* -hsüιh 道學， "study of the way， " for ch 'iu-ch ii， 

"forceful manner. " 

J也 幼 嘗 自 負 。 既 久 而 愈 覺敢然 。 然 得 於 早 干手 O 則 有 「 草 嫩 侵 抄 i豆 。 11< 輕 著 i有 銷 j 叉 「 人 家

寒 食 月 。 花 影 午 時 天 j 父 「 雨 微 吟 足 思 。 花 落 夢 無 慘 j 。 得 於 山 中 o J:lIJ 有 「 坡暖 冬 fL 箏 。

松 涼 夏 健 人 。 」 叉 I ) 1 1 明 虹 煦 的 。 樹 密 烏 衝 人 。 」 得 於 江 南 。 則 有 「 戌 鼓 和 潮 暗 。 如 燈 J1.0、

烏 幽 。 J 叉 「 曲 塘 春盡雨 。 方響夜深船 j 又 「 夜 短 猿 茫、 滅 。 風 和 鵲 喜 宴 。 J 得 於 寒 卡 。 則

有 I .� 色經寒慘 O 同息聲帶晚飢 。 」 得 於 喪 爵L 0 WJ 有 「 草草餾恩、 故 篤 。 鸚鵡 失 佳 人 。 J

1 used to have great confidence in myself when 1 was young; but with the 

passage of time， 1 have gradually come to realize how much is lacking in my 

work. Still 1 achieved the following couplets on “early spring" ;  

The grass was  tender， getting shorter a s  they encroach thc sands ; 

The icc is ligl前， melting as the rain touches it .  

And: 

Someone else ' s  house: the moon on Cold Food Festival; 

Shadows of ftowers : the sky at noontime 

And 

The rain is faint， my poems full of brooding; 

Flowers fall ， dreams of helpless misery . 
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1 got the following couplets on  “bcing in the mountains " :  

A s  thc slopes wann up， shoots grow i n  winter; 

A chill undcr pil1肘， summer invigorates the man . 

And: 

The s tream is bright， a rainbow shines in the shower; 

The trecs are dCl1sc， birds fly against thc person .  

1 got the following on “ South of the Yangtzc " :  

The fortrcss drums blcnd with thc dark high watcrs ; 

Lanterns 011 boats light up thc hidden birds . 

And:  

A bcnd in thc pond， thc rain as spring CI1血，

Sound from Ol1e direction : a boat dccp in the night. 

And: 

As the nights grow short ，  sad crics of gibbons diminish; 

Brcezes turn balmy， magic 111 the j oy of magpics [who announcc good 

fortune] . 

1 got this on thc topic of " the fronticrs " :  

The color5 of horses pass through winter ' s  gloom; 

Sounds of hawks carry with thc cvcning hunger. 

1 got these on thc “civiJ wars " :  

Thc noblc stecd longs for its formcr mansion ， 

And thc parrot has lost its fair mistress . 

文 「 鯨 稅 人 i母 徊 。 魎 瞇 中東 林 幽 。 H 辱 於 道 在ç 0 )1 IJ 打 [ 基 盤 (Ë 院 I'fJ 0 幅 巨三 f， t骨 肉 。 」 得 h令 夏

景 。 ];1IJ 有 r j也 涼 清 鶴 夢 。 林 靜 )lÞ� 僧 儀 。 l 得 於 佛 寺 o I1IJ 有 ! 松 日 明 蓋全 [象 。 苦 為 響 �� 魚 。 」

父 「 解 吟 僧 亦 俗 。 愛 lL'/! 鶴 終 卑 。 1 1等 於 郊 原 。 則 有 「 遠 i彼 有 平 路、 o 5尚 有 ;1'; 禽 飛 o J 得 於 樂

的 。 WJ ir r 晚 W;( 留 拜 ) ) 。 在 距 告� JL 番 。 J 得 於 寂 寥 o I1IJ 才n fJJl 螢 IH KL 池 。 結 J，f '4' hW' 同 j 0 

得 於 恨 適 o )1IJ 1可 | 名 來 當 意 悵 。 tE 發 ;也 妙: 成 J 。 雖 庶 幾 于、 演 於 f1i 徊 。 亦 末 !接 ft 才可 之 譏 詞

也 。 女 七 言 之立 。 「 逃 難 人 今 分 院� J也 。 放 生 燒 大 出 寒 林 J 0 文 「 得 告IVr三 仙 台UJH史 。 亡 書 久 似

憶 及 加 j 0 叉 r f1rr 嶼 池 痕 春 漲 (p$i 0 小 欄 tE 韻 午 哨 初 J 0 父 I TL 史 l惆 悵 [rìJ 孤 忱 。 倘 白 于革 的 夢

j色 花 J 0 艾 [ 殷 勤 氾 旦 Fl 0 歌 排 文 明 年 」 。 皆 不 拘 於 1既 也 。

And:  

For thc lcviathan thc human sca drics up，  

And trolls arc in thc high hawthorn grovcs . 
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This 1 got on a “Taoist temple" 

The sound of chimes ﹒ the floweríng gardens are closed; 

Shadows of  streamers ， thc stone altar sct high . 

Among the couplets 1 got on “summer scenes ， "  there i s :  

The earth is cool， clearíng the dreams of cranes ; 

Woods grow stíll， the deportment of monks more strict. 

1 got thcse on the topic of “a Buddhist temple" :  

Sun through pines brightens thc gilded statucs ， 

Moss-fillcd niches rcsoul1d with wooden fish clappers 

And 

111 undcrstandíng poctry the monk still shows secular conccrns ;  

111 i t s  love of dal1cíng thc crane finally shows itself a low crcature .  

On thc topic of  “ the meadows" :  

O n  far embankmcnts spring í s  sombcr carly. 

Y ct stíl1 there arc thc watcrfowl ín flight. 

From the lthcmes of 1  thc old ballads ( yüeh:fu) 1 got :  

A丘er evening make-up she lingcrs to pay hcr respccts to thc mOOI1， 

Her slecp in spring produces evcn morc fragrance. 

On the topic of  “isolation and mclancholy" :  

A solitary firefly emcrges from the ovcrgrown pool;  

Falling leaves comc through the broken roof. 

On the topíc on “ contentmcnt" 

A guest ' s  arríval: occasion for fecling plcased; 

Flowers come out:  a chance to complcte the song.  

Although it is hoped that that these do not border on a shallow drynes s ，  s till 

they will not escape carning the scorn of writers . Among couplets in sevel1-

character lincs 1 got :  

Many are the mcn 日eeíng the troubles ， unused lands are divided up; 

The deer，  set free， grow large and come out of  the winter woods . 

And: 

Getting a sword suddcnly scems like gctting an extra tough servant; 

My lost books have long resembled good friends still remcmbercd.  
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And: 

The solitary islc is but a scratch 011 the pond as spring floods fìll it ;  

By a tiny railing thc toncs of flowcr丐 ， fìrst in 1100n'5 clcar skics . 21l 

And : 

Depresscd in the last watch of night， 1 return to my lonely pillow; 

Whilc still thc dying lamp drcams its falling flowcrs/sparks 

And : 

Thc 5un of Ncw Ycar ' s  morning does its be哎，

就lith songs :md dancc丸 anothcr year again . 2 1  

Thcsc arc no t  limitcd to  Jny singlc I1lcasurc 

What Ssu-k'ung T'u has done in this letter bears very close similarity to the 
couplet taxonomies in technical manuals of poetics， in which large groups of 
couplets are quoted to illustrate different categories .  In this li日t， the kind of 
category ( the topics given in quotation marks in the translation ) would be 
yi 弋 "concepts， " or often in technical poetìcs， "themes . "  Although Ssu-k'ung 
T'u has offered thesc to show his own versatility， historical perspective lends 
a certain irony to the attempt:  in these lines， the later reader cannot help 
hearing the essential sameness of the Late T'ang couplet style. Some of the 
couplets are finer than others; but through all the diversity of "characters" 
(1m 著 ) offered as examples， the later reader notices only the unity of a period 
stylc. 

說 他 11) 之 作 。 ;f( 於 指 蝕 。 此 外 千 變 鳥 狀 3 不 知 所 以 前qr 11'1] 白 例 也 。 豈 容 易 哉 。 今 兒 F 之 前 。

時 裝 [，1司 令 雖 色 。 (向 很 以 全 * 為 上 。 且[J 如 味 外 之 旨 矣 。 勉 搞 υ tJ 宇 表 學' 1可 拜 。

[The composition of quatrains dcpcnds 011 attainil1g thc highcst pcrfection. ] 22 

Beyond this [varict汁 ， thcrc arc a thousand mutations and tcn thousand 

appcaranccs ; wc CJnnot undcrstand ho\九T thcy achicve this quality of spirit 

(shcn * ) ，  and yct that quality is attaincd of itself-this is truly not casy .  

Pcople üf this gencration will surely fìnd fault with your poctry ; but if you 

take a cümpletc beauty as your hì♂hest goal ，  yOl1 will rcalize thosc implications 

bcyond f1avor. Work at it! 

Res pcctfull y， 

Ssuωk‘ung T‘u 
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"Implications beyond flavor" ( wei 秘 wai ch的 chih ) is considered one of the 
key concepts of Ssu-k'ung T'u's poetics : it is precisely that subtle and ani
mate variety that transcends the common categorical limitations . 

S εele盯C叫tμLO仰n.fρ示扣ot作削?ηl “λ Le叫tt陀er tωo Chi P'tμt σ叫n Poe仰t幻U的r門戶〕γ)

戴 半容手 ，)卅川十什| 云 。 詩 有f 之 景 。 如i 院 日I 臼 l援 。 J乏 玉 牛 憾 。 i1J 望 巾 1、 可 置 於 1丙 隨 之 前 也 。 象 外 三 訣 。

京 外 之 景 。 豈 容 易 υI 談 哉 。 然 題 紀 之 作 。 H 擊 rrT 圈 。 體 勢 臼 另11 c 小 l可 憐 也 也 j丘 什 l真 鄉 縣

樓 及 柏 棉 二 篇 誠 cil' 平 生 所 得 者 。 然 I 'f: 路 好 禽 聲 。 申 「 司1 駐 晚 倍1 I r![J t其 妙�í 人 悅 叫 兒 也 。 文

「 南 樓 山 最 秀 。 �t路 旦 偏 沾 {伐 。 」 令 作 品 i復 仇 。 冉、 '的 以 � !W In!， 月牛 。

Tai Shu月lun oncc said : “The sccnc (cllÍng * )  given by a poet is likc the sun being 

warm on lndigo Ficlds and the finc j ade thcrc giving off a mist-- you can gaze 

on it but you can ' t 已x it in your cycs . " Such image bcyond imagc (hsial1g特 ) ， 

such sccnc beyond scene-how can it bc discusscd casily ) Still ， works that 

recount an expericncc can dclincatc what strikcs the e料， and though the 

normative forms ( tγ ) and momentum (shilz 汁 。f such works ditIcr [from the 

pcrfection of “image beyond imagc、 sccnc beyond scene" ] ， they arc 110t to be 

dismisscd.  

Rc、ccntly I wrote “The County Building in Y廿一hsiang" md "The Cypress 

Laddcr . " I ccrtainly would not daim that thcsc arc thc bcst things I 've evcr 

donc， but s till in 

Sweet voiccs of birds 011 the official highway: 

1 halt my coach on its evening j ourncy 

the vista on entering Yü斗lsiang can bc seen . Or cO!1sider 

From the south tower thc hills stand out grandly， 

From the 110rth highway the tOWl1 is cspecially dcar. 

If the great writers of the past wcre born again， I 'm certain thcy would grant 

my success with this topic. 

There is some irony in the fact that this famous quotation 且ttributed to Tai 
Shu-lun ( ca .  732-789)  and the statement of Ssu-k'ung T'u's own poetic values 
are merely a preface to more modest poetic aspirations : to present actual 
experience with clarity. We are never presented with "image beyond image" 
and "scene beyond scene" ( some spiritual presence th且t transcends empirical 
images and scenes ) ;  instead we are given solid couplets of a lower order， but 
still more easily attained. The greatest difficulty of holding the elusive as a 
value is that any particular presentation of it falls out of the elusive and into a 
poetry that can indeed be grasped by mortal human beings . 
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Shih血hua

Before the eleventh century， Chinese literary theory and criticism had 
appeared primarily in th巳 genres of "high" literature-letters， essays， pre
faces， and poems-or in distinctly "low" forms such as technical manuals . 1  
Many of the works that are now taken as the best representatives of Chinese 
literary thought ( e .g . ，  Wen-hsin tiao-lung and Chung Jung's Shih-p 'in， 

"Gradations of Poets， " from the second decade of the sixth century) lay out
side the usual genres 01 critical discourse .  

In  the eleventh century a new critical genre appeared， the shih -hua 詩話 曰

“remarks on poetry . "  Shih -h Lla belonged to a group of genres that can be char
acterized as "informal prose， " considered neither as "low" as manuals of tech
nical poetics nor as "high" as the formal prose genres.2 Although such infor
mal prose and i ts use in 1i terary di日cussion grew out of a rich lineage of T'ang 

and pre-T'ang anecdotal writing， in the hands of Sung stylists it became a 
distinctive form， with a studied ease that had its own unique appeal and 
authority. 

The first shih 呵h ua， by Ou-yang Hsiu 歐陽修 ( 1007- 1072) ， was probably 

originally entitled simply Shih 也hua ( later known as Liu-yi shih -hua 六 ，詩話F

Liu-yi being one of  Ou-yang Hsiu's pseudonyms ) .  This work consists of 

twenty-eight short entrìes : anecdotes， opìnions on poetry， and reminiscences 

of discussions with friends. Ou-yang Hsiu was the first master of several 
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genres of informal prose， but he was a1so the dominant literary figure of his 
age in the "higher" prose genres .  His prestige combined with the inherent 
charm of "Remarks on Poetry" to initiate a series of similar works， leading 
ultimately to the establishment of sh的 一hua as 且 genre. The next work mod
eled on Ou-yang Hsiu's "Remarks" w且s a "Continu且tion of the Remarks on 
Poetry， " Hsü shih -hua 禎 5年 話 ， by Ssu-ma Ku且ng ( 可 馬 光 1 0 1 9- 1 086 )， after 
which the form passed into common usage . In addition to works bearing the 
generic title shih -hua， comments similar to shih -hua are found throughout 
the numerous collections of random notes ( pi -chi ) and anecdotal col1ections 
of the Sung. 

Like many genres， shih -hua began as a form of oral and social discourse 
that finally took on written form， either recording an oral and social situation 
or attempting to recreate the impression of such a situation. Although discus叮
叮on of poetry had always accompanied the practice of the art， by the late 
eighth century it was something of an established social occasion for literary 
men to sit together and discuss the fine points of poetry， to tell literary anec
dotes， and to offεr opinions of poets and descriptions of their styles . This 
practice was continued and extended in the much wider literary society of 
the Sung. Ou-yang Hsiu's "Remarks on Poetry" presents itself as recalling 
and recording just such an oral world of discourse on poetrYi and in counter
point with comic anecdotes， there is often a subdued， elegiac tone that contri
butes to its appeal . A similar basis in anecdote and oral discussion of poetry 
characterizes many of the early shih -hua and some of the best later shih -hua .  
The ad hominem literary polemics of  many later "remarks on poetry" i s  
a darker outgrowth of  that same tr且也tion， a styliz巳d attempt to convey 
immediacy. 

As the genre became firmly established， the oral and social roots of the 
form diminished in import且nce: writers would record their opinions on 
various literary questions， at some point editing and publishing them. Some
times the form of this "gathering" would be apparently random， attempting 
to preserve the appearanc巳 of casualness from the genre 's origins i  but from 
the Southern Sung on， wε find more and more shih -hua organized in a loose 
chronological or generic order or both.3 The more systematic the genre 
became， the more the original aesthetic values and the pen-se特 本 色 ， the 
1 1 original color， " of the ge 
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tion from the masters and guidance in judgment. The printing industry of 
Hang-chou fed the desires of the urban bourgeoisie to participate in elite cul
ture by the transformation of shih -hua into a poetic education. There were 
systematically organiz巴d anthologies of shih -hua ( 如de Chips 01 the PO巴ts，

Shih -jen yü-hsieh 詩 人 玉 屑 ) ;4 anthologies of  poems with famous shih -hua 

comments appended ( the Shih -lin kuang-chi 詩林廣�2 and Chu-chuang shih

hua 竹 莊 詩 話 )， and anthologies to teach compositio日 ( such as Poetry in Threβ 

Forms， San-t 'i shih 三艘詩， and Ying-k 'uei lü-sui 瀛奎律髓) .

Although i t  i s  not universally true， a tendency to  organizational random
ness in shih 也ua often appears in direct proportion to the sophistication and 
eminence of the writer ( there are some striking exceptions such as Chao Yi's 
趙翼 [ 1 727- 1 8 14 ] Ou-pei shih -hua 區北詩 話 ) . The motives behind such a pref
erence are essential to understanding the form. When the 晶晶 晶11a first 
appeared in the Sung， one of its closest generic counterparts was the yü-l11 

諸錄， "recorded sayings， " of the philosophers . Although the Sung Neo
Confucian yü-lu are often filiated to the "sayings" of the Ch'an maste筒， both 
Ch'an and Neo-Confucian "sayings， " along with the shih -hua， derive their 
form， th巴ir appeal， and their particular authority in large measure from the 
Analιcts of Confucius .  By understanding the generic constitution of the au
thority and appeal of the Analects， one can begin to understand why the shih 

hua came to occupy such an important position in Chinese literary thought. 
In the Western system of generic contracts， a writer does not need to be a 

good person to write an important treatise on ethics.  As a genre the 勻reatise"
promises only to  be about the good. The designation "treatise" leads us  to  
assume only that the writer has thought seriously and systematìcally "about" 
the subject， has made certain premises and followed them to their conclu
sions， has been rigorous and consistent. In short， the generic contract of a 
“treatise" on ethics implicates the author's capacity for thought rather than 
his virtue 

Such genres of thought do exist in the Chinese tradition， but often they 
have been tacitly found wanting.5  The only adequate model for writing on 
ethics is a genre like the Analects， which presents the words of a "good per
son" respondi月 immediately to the demands of circumstance， either from 
instinct or from a reserve of wisdom attained through self-cultivation. Such a 
fo 
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responses are elicited. A canonical text like the Analects enters into a recip
rocal relation with such values， reinforcing them by its purely conventional 
authority ( i . e . ，  merely by the cultural assumption that it is an important 
text ) ;  and its own importance is reconfirmed by those very values it helps to 
create .6  

Such values， embodied in and promulgated by the Analects， should clar
ify why Ou自yang Hsiu's "Remarks on Poetry， " and not Wen -hsin tiao-lung， 

became the dominant model for Chinese discourse on literature . Liu Hsieh 
was no one : he was an invisible thinker writing a "treatise. " His opinions 
were not elicited from a reserve of experience and understanding， but rather 
were presented as demanded by the logic of his exposition. His claim to speak 
authoritatively about literature was supported only by the Wen-hsin tiao

lung itself. 
In contrast， Ou-yang Hsiu's μRemarks on Poetry" are the words of the 

great Ou-yang Hsiu， someone who had thought much on literature all his life， 
and someone who possessed a wealth of experience， anecdote， and wisdom 
In the Eng1ish tr且dition， Dr. Johnson offcrs a reasonably close analogy. The 
text of Ou-yang Hsiu's shih -hua is only what the mastcr happened to write 
down: it is the fragmentary evidence of a person greater than the evidence 
itself. The randomness ( and often a stylized crankiness )  in the best shih -hua 

appeals to values in which words have worth because they are elicited by 
chance from an interesting person. 

The cultural resonance of such a genre makes the shih -h日a ， at its best， a 
peculiar art form in its own right. Writers are more often aggressive or playful 
or witty in shih 向h ua than in more formal genres because the intellectual force 
of the form is inseparable from its aesthetic force， and both depend upon the 
projection of a personality. Wang An-shih ( 1 02 1 - 1 086 )  and Su Tung-p'o， the 
two dominant literary intellectuals of the generation after Ou-yang Hsiu， 
wrote no Sh1h 扣10 of their own， but sh泊 在ua-style comments， both genuine 
and fabricated， gathered around them; and in those comments they became 
the dramatis personaβ of their own legendary personalities .  The strident 
rantI月 of Yen Yü at the end of the Southern Sung一九f you don't agree with 
me， you don't know anything about poetry"-was a vulgarized attempt to 
project the strong personality of the shih -hua writer 

Thc following selections from Ou-yang Hsiu's "Rernarks on Poetry" give 
the flavor of th巴 genre at lt 
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"style of thought" is exactly what the shiιhUQ， conceived as a literary 
genre， promlses 

SELECTIONS FROM 'IREMARKS ON POETRY" 

OF OU-YANG HSIU 

Vll 

聽[) 谷 詩 名 ;各 方〈、 !古 末 。 fi虎 玄 宗 編 。 |如 此 俗 但 梢 其 它P 為 鄭 古巴 ，白， 詐 。 其 請 直至 有 月2、 思 。 亦 多 佳 {IJ Q 
{R j( 格 司 、 甚 r'�] c! 以 其 易 映 。 人 家 多 以 狡 IJ 、 兒 。 余 力 兒 時 j酋 誦 之 。 兮 其 集 不 干j 於 甘t 矣 。 的 聖

命 晚 有 許 州、 至 吉1; 它 。 臼 會 飲 余 家 。 劉 原 父 戲 之 rl d):; 俞 '古 必 I l 於 此 。 坐 客 皆 驚 。 !京 父

日 。 背 手可 鄭 古巴 ，自' 。 今 有 梅 者1; 它， 也 。 1型 俞 頗 不 樂 。 未 幾 o 學 前ì f:t n 余 為 rnt J寺 "1，:\ 宛 i安 葉 。 I市

今 人 但 謂 三三 梅 吉1; 它 汗 。 一 言 之 設 o i走 進 果 然 。 所 "J 歎 也 。

Thc famc of Cbeng K u ' s  poctry was at its hcight at the end of the T ‘ ang .  His 
collected works wcre callcd thc " Cloud Terrace Collection， " but it was com
monly rcferred to by Cheng ' s  ofì且cc tit1c as “Thc Poems of Chcng of the Pris

。n Board . " His poctry was very thought-provoking and contained many 

cxccl1ent lin口 ， but tbc stylc was 110t rcally elevated . 13ecause it was so  casy to 

understand， pcoplc used bis poctry for tcaching children-evcn whcn r was a 

child ，  wc still chanted his poems . Nowadays his works arc not in círculatìon .  
Latc in  his life 如lci Yao-ch'en also reached a positioll 0 11 tbe Prison Board . One 
day we werc having a drinking party at my housc， and Liu Ch' ang teased him， 
tclling him hc would llcver get any higher than his prcscnt position .  The 
guests wcrc all sbocked at tbis ， but Lill Ch'ang wcnt on : “Well ， j llst  as there 

uscd to bc a Chcng of the Prison Board， now wc have a Mci of the Prison 

Board. " This madc Mci Yao-chι cn quite dcpresscd. Soon afterwards 扎1ei died. 
1 wrote a prcfacc to his pocms as thc “Wan-ling Col1ection， "  but 110W pcople 

refer to it only as “The Poems of Mci of the Prison B oard . " It is a sad thing that 

onc word spoken in jest can determine the way things are ever thereafter. 

This modest anecdote is filled with echoes of Ou-yang Hsiu's abiding con
cerns in regard to literature， concerns to which he returned time and again 
throughout his long career. Foremost among these concerns were the fragility 
of reputatìon， failures of understanding， and the 10ss of literary works along 
with all memory of their authors . Ts'ao P'i had made a grand promise in the 
I!Discourse on Literature， " that by his own efforts a writer could transmit his 
name to posterity， even without having achieved important deeds in the ser
vice of the state ( see pp. 68-69 ) .  Ou-yang Hsiu， a reader of old bibliog
raphies， was intensely aware of how deceptive that promise could be， how 
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easily a collection of 1iterary works could be lost in the longer spans of his
tory. In a prose epistle on parting from Hsü Wu -tang， he had wri tten : 

1 have read the "Bibliography" in Pan Ku's History 01 the Han and the "Cata
logue" of the T' ang Imperial Library， and 1 have seen listed there the writers 
since the Ch'in and the founding of the Han， prolific writers with over a hun
dred works and the less prolific still with thirty or forty works . There were 
countless such， yet their works have been scattered and lost so that scarcely 
one or two in a hundred have survived. And 1 felt sorry for these men: the 
literary qualities of their works were beautiful indeed and their language was 
carefully wrought， yet what happened to them was no different from the 
flowers of plants and trees being whirled away in the breeze， or the pleasant 
sounds of animals and birds passing our 臼的. When 1 consider how strenuous
ly they used their minds ( yung-hsin 叮 and all their hard efforts， what diff訂閱
ence is there from the way in which ordinary people are constantly busy and 
striving. All of a sudden they were dead; although some lasted longer than 
others， in the long run they passed into oblivion like the other three-like the 
plants and trees， like the animals and birds， and like ordinary people. Such 
indeed is the unreliability of words . Virtually every educated man in modern 
times aspires to the immortality of th巳 Sages and for all his lifetime devotes 
his whole heart to writi月一they are all to be pitied 

Recognizing how easily writing may be lost and the writer forgotten， 
Ou-yang Hsiu often reflected on how this came to happen， what caused 
some poetry to survive and other poetry to be disregarded and slip out of 
circulation. Against this general tendency to forgetfulness， he set for himself 
the task of remembering and recording， correcting misjudgments and preserv
ing fragments . 

To explain for us the sting of Liu Ch'ang's quip， Ou-yang Hsiu must lay 
out the history of Cheng Ku's reputation-once much admired， later thought 
too simple and fit only for teaching children， finally no longer available .  
Cheng's reputation had fallen in the common estimation， and now he is 
candidate for ob1ivion-the metamorphosis into a mere bib1iographical en
try. Ou-yang Hsiu gives us the background by which we can understand the 
analogy: not only did both Cheng and 恥iei rise no higher than an office on the 
Prison Board， both were known for their simp1icity-perhaps good poetry for 
children. Yet in clarifying the analogy， Ou-yang Hsiu tries to suggest the 
unfairness in the common judgment of Cheng Ku， how there is much in his 
poetry that is worthwhile. 

Not only did the quip hurt Mei Yao司ch'en， it 1ives on sti11 . Despite Ou
yang Hsiu's best efforts in his preface to show the importance of Mei's poetry， 
people have taken to calling the collection “The Poems of Mei of the Prison 
Board. " If we follow the analogy， the threat is that M凹's works too wi11 be 
misprized， treated with contempt， and gradually pass out of circulation. The 
power of the sharp word of slander or contempt was an old motif in the 
Chinese 1iterary tradition : the cruel word， even spoken in j est， can destroy its 
victim and 1ive on as the only thing people remember. 

It is a simple anecdote about losses and the failure to appreciate simplic-
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itYi it concerns the mockery of poets， of which there is much in "Remarks on 
Poetry. " It is a pained memory of the pain felt by a dear friend， now dead-he 
died "soon afterward， " as if the wound inflicted by the cruel word never 
healed. And now Mei seems in danger of a second death in having his poems 
misprized， a misprision based on comparison with another poet whose own 
works have been long misprized. The critic's responsibility is to correct such 
raise judgments and to save reputations . 

IV  

的 聖 俞 嘗 於 J古 希 文 席 上 賦 河 豚 魚 詩 云 。 I 春 洲 生 以 芽 。 春 岸 飛 惕 f七 ò i"J 豚 i旨 是 峙 。 豈 不 數

魚、 假 」 。 河 豚 常 tB 於 春 暮 O 翠 遊 水 土 。 食 絮 Iifí 肥 。 南 人 多 �Ii+ 荻 芽 為 羹 。 .L， 最 美 。 故 生lJ 持

者 。 謂 抵 做 題 兩 句 。 巳 道 盡 河 豚 好 處 。 學 俞 平 生 苦 於 吟 詞 。 以 閑 遠 古 淡 泊 意 。 故 其 I長 忠、 �Ì�

艱 。 此 詞 作 於 縛 泊 之 間 。 三在 力 雄 擔 。 頃 刻 而j )v<: 0 i丞 為 絕 唱 。

At a party givcn by Fan Chung-yen， Mci Yao-ch ' en wrote a poem on the 

blowfish that bcgan， 

On springtime sandbars sprouts of rccds appcar， 

Springtime shores fly with willow blossoms . 

lt is at this time thc blowfish 

Is valucd bcyond all other fish and shril11p ，  • • 

Thc blowfish always appcar toward the cnd of spring and swim in schools 

at thc top of  the water， getting fat by cating drifting willow ftos s .  Southerners 

oftcn l11ake a soup of blowfish and recd sprouts ， which is supposcd to be  

delicious . Those who truly underst3nd poetry will realizc that the opening two 

lincs have l11adc 311 the right points in rcgard to blowfÌsh .  Mci Yao-ch' en 

worked hard at poetry for his entirc li丘， his intcntion bcing 3 lcisurely distance 

and primordial plainness .  His conceptual s tructurc is cxtremely s trenuous 

This poem was composed among the cups and plattcrs of  a party， but the force 

of his brush is potent and rich . I t  was completed in jus t  a short tim亡， yct 

aftcrwards became a famous piece. 

It is all too easy to overlook and misjudge a subtle simplicity in poetry. Of 
course， Ou-yang Hsiu te11s us，  "those who truly understand poetry" will not 
do so. We will not readily acknowledge our obtuseness and insensitivitYi if 
the lines sound utterly offhand， we discern how appropriate th且t is for a piece 
composed extempore at a banquet， an ease that embodies the eager anticipa
tion of eating blowfish in blowfish season. And now， looking back on the 
lines， we begin to detect the peculiar and subtle quality of this lyric voice : 
how， when the eyes of the southern poet see reed sprouts and willow floss on 
the water， he will inevitably think of the blowfish， just invisible beneath the 
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surface of the water. But most of a11， the beauty of the lines lies in a wry 
victory of simplicity and an ordinary human， rather than a "poetic" response. 
1有That appeared to be a convention且1 "poetic" scene in the opening couplet is 
revealed to be a recipe and anticipation of soup. Basic pleasures， at once 10ca1 
and seasonal， emerge out of poetic convention. This voice belongs to some且
one hungry for something more immediate than literary fame. Now when we 
read the second couplet， we smile. Suspecting we had missed this fineness， 
Ou-yang Hsiu annotates for us the cuisinary connection between the ingre
dients of the literary landscape and the ingredients for blowfish soup . 

A poetry that is simple and basic is not necessarily simple to achieve. 
Ou-yang Hsiu tells us that the ease of Mei's lines came from a lifetime of 
serious effort at perfecting his poetrYi his "spontaneity" came from long
standing "intention" ( yi 叮 to achieve "leisurely distance and primordial 
plainness" (hsien -yüan ku-tan ) .  Casually and gently we are reminded that po旬
etic casualness may be the mark of high art . Could the same be true perhaps 
of other casual writing， such as "remarks on poetry" 

V 

蘇 -{ I擔 學 士 。 切 人 也 。 當 於 1背 井 監 fj 同 時'f�超 人 !奸 賣 蠻 布 弓 衣 。 其 交 織 成 的 聖 俞 存 雪 詐 。 此

"守 在 聖一 俞 集 中 。 末 Zb 絕 們 。 殼 上L 名 月2 天 下 。 篇 汰 。 傳 7存 有 J)( 。 而 其 械、 乏 人 貴 重 之 如 此

可 。 于 自古 以 余 尤 知] "E H'可 者 。 得 芝 因 以 兒 遺 0 余 家 E楚， 蓄 琴 張 。 7日 背 們、 : 三 年 宮 會 所 斷 。 但!而 今

」 行 五 十 年 矣 。 其 聲 if'i 越 o 1(11 擊 金 毛J " 遂 以 此 布 更 為 主主 裳 。 二 物 [1 余 家 左 寶 J兀 也 O

Thc scholar Su Shih is a nativc of Szechwan . Once he purchased a bow

wrapping of aboriginal textiles sold by the southwcstcrn barbarians . lnto this 

cloth had becn woven Mei Yao-ch冶n' s pocm “Spring Snow. " This poem is 

not considcred an important piece in 扎1ei Yao-ch‘en's  collected pocms . It 

secms to mc that M仗's famc was so great throughout thc world that cvcry 

singlc piecc was passed on until it fcll among thc barbarians ， and it is remark

able how those forcigncrs valucd it .  Knowing how closc 1 was to Mci Yao

ch'en ，  Su Shih made a prcsent of it to mc whcn hc got hold of it .  My family 

has long had in its posscssion a zithcr， carvcd in 827 by Lci Hui， two hundred 

and fifty ycars ago. Its tonc is as sharp and clcar as if onc wcrc striking a piecc 

of metal or stone . I uscd this piccc of tcxtilc as the zither bag .  These two 

objccts are truly the family treasures 

Ou-yang Hsiu's "Remarks on Poetry" is the paradigm of th巴 shih -hua tradi
tion not only because of its historical priority， but 且1so because， in its quiet 
way， it offers so many perspectives on the act of valuing. The most common 
antithesis in describing literature's influence was "going far" and "lasting 
long" ( cf .  Lu Chi's "Poetic Expositìon on Literature， " 1 1 .  25 1 -258 ) .  Here one 
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of Mei Yao咀ch'en's poems， not originally thought important， acquires value 
by a strange history of appreciation. lndeed， so that we can fully appreciate its 
metamorphosis into a tre且sure， Ou-yang Hsiu informs us that the poem was 
not considered exceptional . It is a measure of the admiration for Mei's poems 
that they "go far， " and here they go far indeed， even beyond the boundaries of 
Chinese civilization. "Spring Snow" has been trapped in its migrations and 
worked into the textile of an aboriginal bowcase-for reasons no one can 
guess .  

The second layer o f  appreciation that adds value to the poem-object 
comes from Su Shih. When he sees the textile， he thinks of Ou-yang Hsiu's  
friendship with Mεi and imagines how mucb Ou-yang Hsiu would enjoy this 
strange proof of how "far" Mei 's poetry had gone . Thus the poem returns to 
China， and now is valued by Ou也yang Hsiu not only for its connection with 
Mei Yao-ch'en， but also as a reminder of Su Shih's generosity and thoughtful
ness .  As a wrapping for one of Ou-yang Hsiu's family treasures， an old zither， 
the embroidery will be cherished and preserved :  it will "last long" with the 
zither. They belong together : great poetry， with the power to "last long， " is 
often said to have the tones of 九netal and stone/' just like the zither. 

To "value" a poet or a poem is purely an act of mindj it is hard to show. 
The transformation of the text into textile ( a  tangible object， strangely rem
iniscent of the tr且nsformation of a μpoetic" scene into a recipe for soup ) 
makes the event of valuing substantial and more easily demonstrable. Yet 
what gives the poem-object value is neither its intrinsic literary worth nor its 
commercial worth as commodity: it acquires value because it has gathered 
a particular history of affection. ( For the contrary case， see entry XX. )  

The sequencing of entries in the "Remarks on Poetry， " while apparently 
random， often reinforces the themes taken up in the entries themselves .  The 
sequence of the translation has been somewhat re且rranged， but we should 
note that this and the preceding entry establish Mei Yao-ch'en's reputation. 
Mei's next appearance is in the seventh entry ( translated previously)， where 
Mei's reputation is undermined. Thus the theme of that entry， the rise and 
fall of a reputation， is echoed in the sequence of entries on Mei. 

VI 

The capping line of the couplet in the following entry makes reference to one of 
the most infamous acts of Ch'in Shih-huang， the unifier of China， a mass burial 
of Confucian scholars . 

反 僧 贊 寧 o l叫 初 為 僧 錄 C 郎、 講 儒 害 。 博 覽 強 記 。 7/1' 自 能 撰 述 。 而 辭 辯 縱 橫 。 人 莫 能 屈 O 時

有 安 鴻 漸 告 。 文 信� 雋 做 O 尤 tEf 嘲 詠 。 當 街 行 過 贊 寧 與 數 (曾 相 值 。 鴻 漸 指 ì7rl 嘲 日 。 「 貧Ij 割地 ，

不 妥 之 徒 。 時 時 作 隊 。 j 贊 寧 應 聲 答 曰 。 「 秦 始 皇 未 坑 之 輩 。 往 往 成 章 。 j 時 皆 善 其; 昆

對 。 鴻 漸 所 道 。 T'; 鄭 行 Jj一 云 。 「 愛 僧 不 愛 有�D'� 僧 」 也 。
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Thc Wu monk Tsan-ning was the Rcgistrar of Monks carly in thc dynasty . He 

had studied Confucian writings cxtcnsive峙， was widcly read and had a good 

memory; moreover， hc was himself a skilled writer whose discourses and 

arguments werc such that no one was ablc to humble him. At that time there 

was a certain An Hung-chien， a bright and witty stylist ，  who was particularly 

good at 1110cking verscs . Hc once met Tsan-ning on the street with several 

monks following hìm; An Hung-chien madc a gesture towards Tsan-ning and 

produced thc fol1owing mocking versc : 7 

Fellows of thc sort that Chcng Ku didn ' t  like ， onC5 who often come in 

squads . 

Tsan-ning answcrcd him as quick as al1 ccho : 

That class yct unintcrred by Ch'in Shih-huang ，  oncs that form flocks 

everywhere . 

At tl出he til11e eve盯ryonc admi叮rcd t出he clevcrncss of τT、san-ning ' s responsc .  An 

Hung-chi艾en had bccn r此cfcr叮n凹ing to a line in a pOCl11 by Chcng Ku t出ha泣t wcnt仁: “1I 

likc monks ， but not thc 50rt that wear thc purplc robcs" [purplc robcs bcing 

thc prcrogativc of monks who scrved in court] . 

A number of the entries in "Remarks on Poetry" are nothing more than good 
j okes ( and Tsan-ning's capping lines are indeed deliciously amusing in 
Chinese ) i  but the triviality of such an anecdote is an essential， rather than a 
superfluous part of the work. The good joke disarms us， convinces us that 
here we are reading simply for our own amusement， that there is no secret 
motive on the part of the critic to instruct us. When we encounter such an 
entry， we readily believe that the "Remarks on Poetry" is simply a series of 
random jottings . In short， the inclusion of the trivial anecdote is the struc 
tural form of memory's chance workings : it carries the tacit message that 
these entries are simply 叮"1hat happened to come to mind . "  

However attractive the possibility， the human mind n o  more works by 
random chance than the natural universe. 1n this apparently gratuitous dis
play of wit we immediately note motifs from earlier entries and adum
brations of later ones . The second entry in "Remarks on Poetry" had been 
another j oke of mocking. 

仁 :才可 朝 有 數 達 lf 1:)、 品 生1日 名 。 常 來 自 樂 天 開 o i& 其 晶 多 得 於 容 易 。 當 有 戶 聯 云 。 ( 干f lrif� 肥 妻

子 。 如 恩 及 吏 貝 。 」 有 戲 之 苦; 三 。 「 昨 日 j且 在唱 過 吋給 朝 車 。 教 極 啦 。 101 贏 '1三 苦 苦 。 豈 非 �

[< ß[I; 妻 子 乎 。 」 聞 者 (專 以 'Lj �文 υ

During the reign of J en-tsung [ 1 023- 1 063 J there were a number of successful 

officials famous for thcir poetry. They admircd the style of PO Chü-抖， and 
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thus their diction achieved its effects by simplicity . One ofthem had a couplet that 

went， 

A salary that goes to fattcn my wifc and children， 

No generosity extending to clerks and commoncrs . 

Someone tcased thc writer: “Yestcrday ， 的 1 was going along thc avenue， 1 

chanced upon a woman's  curtaincd coach. Its load was cxtremely heavy， and 

the poor oxen pulling it werc having a terribly hard timc.  1 take it this was 

your ‘fattened wife and children' ? "  The story was passed on as a good j oke 

The fourth and fifth entries had concerned questions of proper va1uation. 
In the sixth entry we return to mockery， in this case with a retort that 
turns the mockery back on the original mocker-for these lines Tsan-ning was 
admired. This prepares us for the more extensive anecdote on mockery and 
proper va1uing in the seventh entry (which appears as my first se1ection)， in 

which Liu Ch'ang's quip damages Mei Yao-ch'en's reputation. In the 
sixth entry the poet Cheng Ku appears with a line expressing contempt for a 
certain type of monk; he reappears in VII， himself the object of scorn. In the 
seventh entry we 1earn that Cheng Ku's poetry is generally forgotten; but like 
Liu Ch'ang's quip， the verse of scorn quoted in this entry is remembered. Or 
is it remembered?-Ou-yang Hsiu feels it necessary to annotate the reference 
and quote the line . 

"Remarks on Poetry" alternates between praise and b1ame， liking and dis
liking， friendship and enmity. These variations on va1ue become inter
twined with questions of preservation and 105S， first in VII with the dis
appearance of Cheng Ku's poems from genera1 circu1ation， and then again in 
the eighth entry 

VIII 

陳 合 人 從 易 O 當 時 文 方 盛 之 際 。 獨 以 醇 儒 古 學 見 稱 。 其 詩 多 類 自 樂 天 。 蓋 自 楊劉 唱 和 。 西

崑 集 行 。 後 進 學 者 爭 效 之 。 風雅一變 。 謂 之 「 崑 體 」 。 由 是 唐 賢 諸 詩 集幾廢而不行 。 陳 公

時 偶 f守 主I� 集 舊 本 。 文 多 脫 誤 。 至 送 蔡 都 尉 詩 云 。 「 身 輕一鳥 」 。 其 F 脫一字 。 陳 公 因與數

客 各 用一字 補 之 。 或 云 「 疾 J 0 或云 「 落 J 0 或 云 「 起 J 0 或 云 I -F J 0 莫能定 。 其 後 得

一善本; 。 乃是 [ 身 輕一鳥 過 J 0 陳公報:服 。 以 為 。 「 雖一字 。 諸有亦不能到也 。 」

In these days when literature is in full f1ower， Secrctary Cαh‘en Tsν‘、、ung-→-
Ul11呵 qu肘1比叫el甘予y praised for hi昀s 01耐d間st叮yle learning.  His poems arc very much like those 

of PO Chü-yi . After Yang Yi and Liu Yün wrote their scries of group composi

tions and the “Hsi-k‘un Collection" became current， aspiring writers did their 

best to imitate that s tyle . Poetry underwent a complete change， and the new 

fashion was called the “Hsi-k‘un style . " Becausc of this ，  the poetry collections 
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of the great T‘ang mastcrs wcre virtually abandoned and not in common cir

culation. At onc point Ch‘en chanced to obtain an old cdition of Tu Fu's  

poetry， the text of which was full of errors and lacunac . In Tu Fu's  poem send

ing off Waterworks Commissioncr Ts 'ai ，  there was the 1in亡，

His body light: a singlc bird . . . 

One charactcr had bccn lost .  Thcrcupon Ch‘en and sevcral of his friends tried 

to fill in the missing spacc with a word. One tricd， 

[His body light: a singlc bird] goes swiftly. 

Anothcr tricd， 

[His body light: a single bird] sinks . 

And another， 

[His body light: a singlc bird] r耽5

And anoth口，

[His body light : a single bird] dcsccnds .  

No one could gct it just  right. Latcr Ch‘en got hold of a good cdition， and 

found that thc line w瓜， in fact， 

His body light: a single bird in passage. 

Ch'en acccpted his defeat with a sigh : 的 he saw 此， cvcn though it was a qucs

tion of only onc word， neither hc nor any of his friends could cqual Tu Fu's  

choicc. 

Again we find an anecdote concern巳d with the vagaries of fashion and what is 
in danger of being lost. The fashionable admiration for a group of contempo
rary poets results in the neglect of the great T'ang poetsj textual corruption 
and losses seem to follow from neglect . Ou-yang Hsiu is unquestionably 
mythologizing the neglect here : T'ang masters were not forgotten， especially 
by the Hsi白k'un poets themselves . But Ou-yang Hsiu is telling a story of what 
happens when we cease to study and conserve the tradition: gaps appear and 
those gaps are a vanished excellence that no modern poet can repair . 

1n our own time we accept the irreparability of a textual lacuna : conjec
ture is always marked as such. Not so in the Sung: there survived then some 
basic courage and self-confidence that by trial and error one might discover 
the missing word. The missing word would be the word that everyone recog
nized was perfect for the line， and in its perfection everyone would know that 
the word was Tu Fu's word. Courage， however， does not necessarily ensure 
success j  and in their failure to find the perfect word on their own， Ch'en 
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Ts'ung-yi and his friends discover something about what can be lost by 
changes of fashion and failures of proper appreciation. In this anecdote there 
is none of the modem sense of the sanctity of the text， but there is a sense of 
past genius that makes a textual loss potentially irr巳coverable. Such con
vivial rewriting of lines (usually the lines of contemporary poets ) was a 
standard type of shih -hua anecdote-poetry remained， at its best， a form of 
social play-but Ou-yang Hsiu suggests a poetry beyond social play， poet叮
whose genius reveals the limited competence of ordinary persons . 

The demonstration is effective : Tu Fu's line is vastly superior to the 
attempts of Ch'en Ts'ung-yi and his friends. "In passage" ( literally "passes 
by/ ) is the verb that makes the metaphor perfect for a parti月 poem， implicat
ing a stable point (for Tu Fu， the person saying farewell ) that defines the bird's 
motion. The word also leaves movement open on both sides of the passage 
and conveys the brevity of the present moment. 8 

In shih -hua ( and presumably in the oral discussions that the written genre 
recalled) a new stylistics was developing， focusing attention on the use of 
particular words .  Readers were leaming to stop and savor the aptness of 
certain choices .  At its most characteristic， Chinese poetry did not depend on 
striking metaphors and bold images; rather there was great pleasure in the 
precise qualities of simple words and how their implications gave shape to a 
scene . Th滔 滔 precisely the case with Tu Fu's "in passage， " kuo.9 

Again Ou-yang Hsiu retums to the question of leaming to value what is  
both perfect and simple.  A less  reflective reader， caught up in the fashion of 
the times， might prefer th巳 more obvious effects of the Hsi-k'un poets， who 
did use striking metaphors， bold images， and erudite allusions . Under the 
dominance of such a fashion， a choice of words like Tu Fu's can be over
looked， forgotten， perhaps even disappear from the text altogether. It is the 
tacit responsibility of the writer of the "Remarks on Poetry" to teach the 
proper attention and to preserve what is in danger of vanishing. 

IX 

圓 朝 浮 圈 以 詩 名 於 世 者 九 人 。 故 時 有 集 號 九 僧 詩 。 今 不 復 傳 矣 。 余 少 時 。 聞 人 多 稱 之 。 其

一 日 惠 祟 。 餘 八 人 者 。 忘 其 名 字 也 0 余 亦 略 記 其 詩 有 云 。 「 馬 放 降 來 地 。 鵰盤戰後雲 」 。

又 云 。 「 春 生 桂 嶺 外 。 人 在 海 門 西 j 。 其 佳 句 多 類 此 。 其 集 已 亡 。 今 人 多 不知有所謂九僧

者 矣 。 是可歎也 。

The Buddhist monks who were famous for poetry in the present dynasty were 

nine; thus the collection of their works was called “The Poems of the Nine 

Monks . " It is no longer in circulation.  When 1 was young，  1 heard people 

pralsmg them highly . One was named Hui-ch‘ung， but I 've forgotten the 

names of thc other eight. 1 even remember a bit of  their poetry . There was a 

couplet that we肘，
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Horses set to graze on the land since the surrender， 

A hawk wheels through clouds after the battle . 

And anoth位，

Spring appears beyond Cassia Ridge， 

But the person lies west of Seagate Mountain. 

Most of their best 1ines were of this sort. Their collected works have been lost ，  

and people nowadays don ' t  even know there were any “Nine Monks . " This is 

very sad . 

There are degrees of 10ss . One conserves what one can， namely， the fact， un
known to many contemporaries， that the Nine Monks existedj the fact that 
they were once popu1ar; and the two coup1ets Ou-yang Hsiu can remember. 
Yet he adds， as if unaware how this c且sual information relates to his topic :  
"One was named Hui-ch'ung， but I've forgotten the names o f  the other 
eight. "  

To place this gesture of conservation in context， we might cite a passage 
from Ou-yang Hsiu's great collection of old inscriptions， the μRecords of 
Gathering Anci巴nt Things， " Chi-ku lu 集 古 綠 . Among more considerab1e in
scriptions， Ou-yang Hsiu records the following fragments of a commemora 
tive stele from which has been 10st the name of the man whose life was there 
commemorated. 

This is the ste1e of someone unknown， from the Han. Characters have been 
worn away， and 1 was able to make out neither his fami1y name nor his given 
nam巳. All that we can make out is μRanked foremost in the district examina一
位on for merit and set off for the capital"j and again "the deepest sorrow in his 
mourning， comparab1e to that of Min Sun . . . [fragments of office titles omit
ted]叮 and again "showed a strict， unswerving authority， like a roaring tiger 
displayed a soldier's courage叮 and again "in his sixty-third year， during the 
intercalary month of 1 8 1 ， he grew sick and died. " Some of the strokes of the 
remaining characters are still complete， but they are not enough to make any 
sense of th巳m. Pieces like this， preserved by those of U8 who love old things， 
need not all be of use to this age. And these remnants that have been worn 
away and in part 108t are especially to be regretted. This is merely an odd 
passion on the part of those of us who love old things . Dated the fifth day of 
the sixth month of 1 064. 

This is a minor note preserving utter1y U8εless information一of no use to that 
age when all knowledge was supposed to be put to practical use. Its preserva
tion is a mere passion on the part of someone who loves old things， an anti
quarian and collector. Yet Ou-yang's Hsiu's "odd passion" is deeply reveal
ing﹒ there is something in him that cannot permit the 10ss to memory of this 
unknown man-his early success， the sincerity of his mouming， his charac 
ter. Ou-yang Hsiu i日 aware of the gratuitousness of the gesture : he exp1ains 
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that such acts of conservation 行leed not all be of use to this age"-he is 
almost puzzled by this impulse that serves neith巳r state nor kin nor obvious 
personal pleasure-it is an "odd passion， " p 'i .  The same "odd passion" is at 
work in the "Remarks on Poetry . "  

X 

孟 郊 寶 島 皆 以 詩 窮 至 死 。 而 平 生 尤 白 喜 為 窮 苦 ;c 句 o Æí 有 移 唐 詩 云 。 r I背 車 載 家 具 。 家 具

少 於 車 」 。 乃是都無 一 物 耳 。 文 謝 人 惠 炭 云 。 r I�重 得 曲 身成直 身 。 」 人 謂 非 其 身 備嘗 之 不

能道此 句 也 。 質 云 。 「 鬢邊雖有絲 。 不堪織寒衣 。 J 就 令 織 得 能 得 幾 {口J 0 艾其朝飢詩云 。

「 坐 閩 西 床 琴 O 凍折兩三絃 o J 人 謂其不11三忍 飢 而 已 。 其 寒 亦 何 可 忍 也 。

Both Mcng Chiao and Chia Tao were impovcrished by poetry until their 

deaths ， but a11 thcir livcs thcy took special dclight in lines on sutTering and 

povcrty. In Meng Chiao ' s  poem “Moving House" wc re泣，

Let me borrow your wagon to move my household goods

My houschold goods arc lcss than a wagonload.  

This is complete destitution. In another poem， “Thanking Somcone For a Gift 

of Charcoal ， " he writes ，  

It ha s  warmed a twisted body into a s traight body. 

People have said that a line like this could bc writtcn only by somcone who 

had lived through such an expcricncc. Chia Tao wrot亡，

Though thrcads of white silk now hang in m y locks ， 

1 cannot weavc of thcm clothes against the cold. 

Even if he had tried that sort ofwcaving，  hc wouldn ' t  have gottcn much cloth . 

In anothcr poem， “Hungry at Dawn， " we read， 

Just now 1 hcar thc zithcr by the west bed， 

Two or three strings snap ， madc brittle by the cold . 

People have said that this is not only sutTering from hunger-the cold is also 

unbearable . 

A link between poetic mastery and lack of success in public life was a favorite 

theme of Ou-yang Hsiu's criticism. lo With this theory he had consoled Mei 

Yao-ch'en for his failure to achieve high office-at least until Liu Ch'ang 

offered the alternative model of Cheng Ku， who had failed in public life and 
was also held in contempt as a poet. There may， however， be satisfactions in 

poetry quite different from fame， either literary or political . Absorption in 

poetry can bring about a paradoxical delight in framing the perfect poetic 
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expression of one's mise叮﹒ This entry modulates from the question of being 
valued to a series of entries on poetic craft. 

Reading these lines of Meng Chiao and Chia Tao， others ( "people have 
said" ) sigh in commiseration with the hardships referred to in their poetrYi 
they read not the art itself but the conditions of life that could have produced 
such poetry. Yet the only word of pleasure in the entry is the artistic pleasure 
of the two poets in producing the very lines that so disturbed others . For 
Ou-yang Hsiu， however， there is something too finely wrought in the craft of 
Chia Tao's first couplet， something that causes Ou血yang Hsiu to depart from 
his usual practice of reading the person in the poem. He makes fun of Chia's 
extravagant couplet on weaving clothes of his white hair: "Even if he had 
tried that sort of weaving， he wouldn't have gotten much cloth . "  The art that 
reveals its art inspires distruSti better the art like Mei Yao-ch'en's poem on 
the blowfish， an art in which long practice produces what seems extempore 
and natural. 

XI 

庸 之 晚 年 于 人 無 復 李 仕 豪 放 之 裕 。 然 亦 務 以 精 意: 相 高 。 如1 恬j 朴 者 O 構 思 尤 艱 。 每 有 所

得 。 必 極 其 睡在 � o 故 時 人 稱 本 i、 諒 。 丹 鍛 季 煉 。 未 及 成 篇 。 已 播 人 口 。 其 名 重 當 時 如 此 。 I市

今 不 復 傳 矣 。 余 少 時 猶 見 其 集 。 其 句 有 云 。 [ 風 暖 鳥 左空 碎 。 奸 商 花 影 垂 。 」 父 云 o r 曉 來

山 鳥 的 o 雨 過 杏 花 稀 o J 誠 佳 句 也 O

In the last ycars of thc T‘ ang， pocts no longer had the grand， cxpansive style 

(ko * )  of Li Po and Tu Fu; but thcy did devote themselves to achieving cxcel

lcnce in refincd concepts (ch ing- y i* ) .  Poets likc Chou P ‘u worked very hard to 

develop thoughts in poetry; and in everything thcy did， we always find an 

intense craftsmanship . People of the timc praised Chou P 'u ' s  poetry saying :  

“He smclts it for a month， refines it for a season， and even beforc the poem is  

finished， it is alrcady on everyonc's  lips"一such was his  fame in his  own age; 

and nowadays his work is no longer transmitted . When 1 was young， one 

could still find his collected poems . Among his couplets was one: 

The wind is warm， thc voices of birds shatter ， 

Thc sun high， thc shadows of flowers heavy. 

And another: 

As daybrcak com口， birds of thc hills makc commotion， 

A rain passes ，  and apricot blossoms grow fcwcr. 

These arc truly fine lines . 

。u-yang Hsiu was a great historian and scholar of epigraphy， the critic who 
set for himself the task of conserving damaged poetic reputations and forgot-
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ten poets . 1 1  Yet he was hims巳lf in part responsible for the great changes of 
poetic taste that occurred in the eleventh century， changes that led his con
temporaries to neglect the poets that had been famous in his own youth. 
With his immense presti阱， he had taught an entire generation to value the 
"primordial plainness" and the casual naturalism of Mei Yao-ch'en. This 
shift in poetic taste undermined the overridi月 interest in the craft of the 
regulated couplet that had dominated poetics since the early decades of the 
ninth century. Here in his old age he looks back to remind his contempo
raries of those poets now no longer fashionable. 

Ou-yang Hsiu had claimed that there was indeed a reserve of craft in Mei 
Yao-ch'en's easy， extempore lines on the blowfish: Mei had worked at poetry 
all his life and could therefore produce perfect lines on the spot at a banqu巴t.
Chou p'u here represents another version of craft， a process of gradually refin
ing lines .  Chou P'u spent so long on his poems that versions of them were 
widely known even before he finished perfecting them. They may have been 
widely and immediately circulated in Chou P'u's own time， but now they are 
forgottenj even the most intense craftsmanship is no guarantee of survival . 
There are fine couplets h巳re， worth recording and remembering. It is an occa
sion for considering what there might be， apart from reputations that change 
with fashion， that gives a poem value， 的 in the next entry. 

XII 

聖 俞 當 請 余 FI 0 詩 家 雖 不 :電 Ifrj 造 詣 亦 難 。 若 :憲、 新 語 工 f寺 前 人 所 未 道 者 。 斯 為 普 也 。 必 能 J伏

難 寫 之 景 。 如1 在 目 前 。 合 不 盡 之 意 。 見 於 言 外 。 然 j是 為 至 矣 。 寶 島 云 。 「 竹 籠 拾 山 泉 。 瓦

糾 擔 石 泉 。 」 桃 合 云 。 「 馬 隨 il l 鹿 放 。 雞 j翠 野 禽 惘 。 J 等 是 山 芭 荒 僻 。 官 i兄 蕭條 。 不 如

[ 膀: 古 愧 根 出 。 官 清 馬 骨 高 j 為 工 也 。 余 H 。 話 之 仁 者 個 重口 是 。 狀 難 寫 之 景 。 合 司、 直是

之 意 。 (可 詩 為 然 。 學 俞 日 。 作 者 得 於 心 。 覽 者 會 以 意 。 殆 難 指 陳 以 言 也 。 雖 然 亦 可 略 道 其

苦苦 奮言 。 若 嚴 緣 。 「 相Il 塘 春 水 慢 。 花 塢 夕 陽 遲 J 0 ftlJ 天 容 時 態 。 融 和 單台 蕩 。 豈 不 如 在 日 前

乎 。 又 若 溫 庭 筠 。 「 雞 聲 茅 店 月 O 人 道: 板 橋 霜 。 J 寶 島 。 「 怪 禽 啼 曠 野 。 搖 日 恐 行 人 J 0 

則 道 路 辛 苦 。 戰i愁 旅 思 。 豈 不 見 于 言 外 乎 。

Mei Yao-ch‘en once said to me， “Even if a poet follows the bent of his 

thoughts ( y i * ) ，  the formation of wording [for those thoughts] is still di且cult .

The very best thing is to have new thoughts and wcll-crafted diction， to 

achievc what no one has cver said before. You have to be ablc to givc the 

manner of a sccne (ching叮 that is hard to descri址， to bring it as if before your 

eyes ; it must hold inexhaustiblc thought in rcserve (如n) ， thought that appears 

beyond the words . Only thcn is it perfcct. Chia Tao has a couplet: 

A bamboo basket gathers the mountain fruit， 

A pottery jug carries the rocky stream. 

Yao Ho writcs ， 
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His horse goes off with the mountain decr to graz亡，

And his chickens follow wild birds to their roosts . 

Both of thcse convey the dreariness of life in an official post 111 some wild and 

remote mountain tOWl1 .  But thcsc are not so well-wrought as 

Thc county residence is old: al1 ash trec ' s  roots comc out of thc ground， 

The official is pure: his horse ' s  bonesjut  high . " 

And 1 said to him ， “Thcse are indeed good examples of well-wrought dic

tion. But what poems give the manner of a scenc that is hard to describc and 

hold inexhaustible thought in rcscrvc?"  

Mei Yao-ch‘en answcred， “When a writer has  attained i t  in  his own mind 

(hsil1 * ) ，  then thc rcader will comprehend it through the concept ( y i * ) .  It  may 

be almost  impossible to indicate or prcsent in words ， but ncverthcless  hc can 

roughly articulate its vaguc outline‘ For cxamplc， therc is Yen W ci' s 

In thc willow pond， spring ' s  watcrs sprcad， 

On the flowcrcd slopc， the cvcning sun gocs slowly. 

Here thc appcarancc of thc sky [or weatherJ and thc qualíty of the season arc 

relaxing ，  balmy， carefrcc . Isn ' t  it just  as if bcforc your cycs ? We fìnd another 

examplc in Wen T‘mg可yun :

A cock crows:  moonlight on the thatched inn， 

A person's  footprints in the frost on the plank bridge. 

Or Chia Tao 

Strange birds cry out in the broad wildernc品 ，

And thc sctting sun puts fear in thc travcler. 

Here we have the hardships of the road， the sorrow of travel， the thoughts that 

come onj ourneys .  And don't  you sce how they appear ‘ beyond thc words ' ? "  

Ou-yang Hsiu has made this， the longest theoretical passage in μRemarks on 
Poetry， " appear more natural by turning it into an anecdotal reminiscence 
and putting most of it in the mouth of Mei Yao-ch'en ( thus preserving his 
own role as observer， commentator， and recorder ) .  Ou-yang's question in the 
middle serves to break Mei's exposition and to remind the reader of its puta】
tive site in past occasion. In the same way， the informal style makes the 
passage seem less a theoretical disquisition than Mei's telling his friend his 
thoughts on what makes a great poetic scene . 

Mei Yao-ch'en begins his statement by picking up the opposition between 
spontaneous composition and careful craftsmanship developed in the earlier 
entries . Mei was the foremost figure of the easy， "natural" style that gave the 
impression of "following the bent of one 's thoughts， " sh口的 戶 辦 主拉 意 . Yet here 
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he speaks for values we might not have realized he held : the difficulty of 
perfectly phrasing those spontaneous thoughts (using the technical term of 
the couplet craft， tsao-yü 造語， the "formation of wording什. Throughout the 
"Remarks on Poetry" we learn that in poetry things are not as they seem 
( except for "those who tru1y understand poetry， " who see through illusions to 
the truth) .  Mei Yao-ch'en， the representative of the 1eisurely discursive style 
of the Northern Sung， pays close attention to the phrasing of descriptions 
of scene like any ninth【century master of regulated veres .  What seems an 
offhand piece on the blowfish is in fact the fruit of a lifetime of poetic craft. 

However important Mei Yao-ch'en may have been in the formation of the 
Northern Sung poetic style against the 1ast remnants of the regu1ated-verse 
sty1es of the 1ate T'ang and Five Dynasties， his comments here belong very 
much to the older tradition of poetics by which the regu1ated-verse styles 
were perpetuated. l 2  The influence of Ssu-k'ung T'u's 1etters is unmistakab1e 
here . In contrast， Ou-yang Hsiu's "Remarks on Poetry" is a mode of critical 
discourse that is congruent with the emerging Northern Sung poetic taste， 
incorporating and naturalizing issues of T'ang technical poetics within its 
wider scope and less pedagogic voice. 

When Mei Yao-ch'en speaks of combining "following the bent of one's 
thoughts" with the 吋ormation of wording， " he ( or Ou-yang Hsiu recreating 
the dialogue ) varies the phrasing in a significant way. There is no question 
that "well-crafted diction" is the proper consequence of the "formation of 
wording"; but we shou1d not overlook the paralle1 phrase， the presumed con
sequence of "following the bent of one's thoughts川 here the tenn used is 
"new concepts" ( yi 咎 ) . As in Western pre-Romantic texts， spontaneous com
position is presumed to produce "originality， " in the sense of both what is 
new and what comes uniquely from the self. The aim is stated quite p1ainly: 
"to achieve what no one has said before . "  Novelty as a va1ue had a 10ng his
tory in Chinese literary thought ( see Lu Chi， "The Poetic Exposition on Liter
ature， " 11 . 27-30 ) ;  but in its early stages it was mere novelty， discovered by 
1earned reflection on what had previously been omitted， rather than follow
ing spontaneously from the self. During the Sung， variations on the formula
tion here-"to achieve what no one has said before"-became commonplace. 

The f 
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tions between a few determinate elements (a theory not unfamiliar in the 
modern visual arts ) .  In contrast， the attempt to achieve circumstantiality 
through extensive description ( "within the words叫 deprives the reader of 
freedom: by the sheer multiplication of relations among elements， it thwarts 
attention to any particular relation. Only by limiting the determinate ele
m凹的 of a scene can the poet allow the reader to reflect on the implied rela
tions and internalize them. One can never know if the reader perceives the 
same implicit relations in a scene that the poet intended; but because such a 
representation of the scene engages the reader， he necessarily understands it 
as a scene in which the poet was similarly engaged. 

Following what was apparently a stand且rd practice of social discussion of 
poetry， 恥'1ei Yao-ch'en then quotes three touchstone couplets on “the dreari
ness of life in an official post in some wild and remote mountain town ." 1 3  
Such multiple quotations often served the purpose， 的 here， o f  establishing a 
hierarchy of value . All three couplets are clever， but the cleverness of the 
third couplet is more subtle in its comparison between the roots of an old 
tree， rising out of the earth， and the bones of a lean horse :  the juxtaposition 
links ruggedness， age， and incorruptibility ( an official who accepted bribes 
would ride a well-fed horse) 

These three couplets ar巴 very much "conceptual" ( yi * ，  in the sense of 
being based on a clever idea ) .  Ou-yang Hsiu will allow that the language is 
μwell wrought， " but not that they place a scene before one 's eyes and convey 
inexhaustible yi 叮 that is， he implies by his question that there is a si月le
point to the couplets which， once grasped， conveys a sense that there is not 
further me且ning. To answ巴r Ou-yang Hsiu's objections， Mei Yao-ch'en tries 
againi and his second triad of couplets is more remarkable， less "conceptual， " 
and closer to the common sense of a poetic effect that lies "beyond words . "  
Mei Yao-ch'en's prefatory remarks o n  how this occurs are of in扭扭st : the 
writer "attains it in his own mind， " and the reader "comprehends it through 
concept . "  We note that there is no indication whether the writer is standing 
before the scene， recollects it， or invents it; but we do know that the poetic 
scene is an event in mind (much like the notion of aesthetic or poetìc "ideas" 
for Kant and Romantic theorists ) .  It is probably the emphasis on some unitary 
whole in the mind that leads Mei Ya 
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The Western reader may well wonder why the second triad of couplets is  
so superior to the first .  This difficulty lies partially in the second veiling 
distortion of translation and partially in the aesthetic values of the art of the 
couplet. Consider the couplet by Wen T'ing-yün. First， a couplet has what we 
may call a "ground， " a basis of linguistic antitheses that defines its scope . 1 5  
Abstract class concepts in  Chinese are usually antithetical compounds; for 
example， horizontal distance is "far自near" and vertical extension is "high
low . "  The two lines of  a couplet are often arranged around such "ground" 
antitheses . In Wen T'ing-yün's couplet we have an up-down antithesis， 
which gives us a scene of vertical extension without depth-appropriate to 
the traveler， whose vision of what lies ahead is blocked. Moreover， "to look 
up and down"-a paired event that is implied in the movement of att巳ntion
in the couplet-also happens to be a compound meaning "instantly， " con
veying the momentary quality of the scene. The μsenses" are usually pre
sented by a "sound-sight" compound， and here we have an aural 1ine set 
against a visual line. A "journey" is constituted of "stopping for the night and 
moving on， " which is also implicated in the antithesis between the two lines.  
This is the "ground， " which by no means guarantees a great couplet， but 
which defines a stable order and the scope on which a great couplet might 
appear-here a "moment， " just before dawn， between resting for the night 
and setting out， the senses sharpened by the solitude of the scene， the vertical 
movement of attention in the two lines balanced by the horizontal vector of 
the bridge， which announces the prospect of setting out . 

The genius of this couplet lies first in the juxtaposition of the moonlight 
on the thatch and the frost on the planks of the bridge， both cold and filmy 
layers of white over the visible strips of some human fabrication， a layer that 
is marked and penetrated by passage in the second line of the couplet. The 
juxtaposition is also a sequence of events : the sound of some unseen fowl is 
heard; and as the poet looks up， he sees only moonlight in the thatch. The 
sound， of course， makes no mar1ζ on the moonlight; and the other presence， 
that of the bird， is momentary and invisible . He then looks down and sees 
prints in the moonlit frost on the bridge-the start1ing evidence of another 
human presence， someone who has preceded him. The call of the rooster will 
waken othe 

XIII 

壁俞 于 美 o 齊 名 於 一 峙 。 而 三 家 持 體 特 異 。 j三 美 三在 力 毫 雋 O 以 超 過 橫 絕 為 奇 。 學 命 軍 思 精

伊拉 。 tl、 深 遼 闊 改 為 意 。 各 極 其 長 。 雖 苦 論 者 不 能 優 劣 也 O 余 嘗 於 水 谷 夜 行 諸 國各 道 其 一 二
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云 。 「 子 美 氣 尤 雄 O 萬 竅 號 月囂 。 有 時 時 顛 狂 。 醉 墨 灑 f穹 霈 。 譬 如 千 車 馬 O 巳 5是 不 可 役 。

Æ{ 再íj 盡 珠 磯 。 也 ， 難 J東 汰 。 梅 翁 事 i吉 切 。 石 齒 1敕 寒 瀨 c ff ，\幸 三 十 年 O 視 我 j酋 俊 輩 。 文 辭 怠

精 新 。 心 意、自在 老 太 。 有 血口 妖 韶 女 c 老 白 布 餘 態 。 近 �l 尤 古 破 。 i咀 嚼 苦 難 嗎 。 艾 如 食 橄 惰 。

其 味 久 般 在 。 蘇 毫 以 氣 險 。 舉 !同 徒 驚 駭 。 他 第 獨 我 知 O 市 貨 /? 難 賞 。 j 語 雖 kL 0 d肯 特1 得

其 琴手 銬 。 然 不 能 優 劣 之 也 。

Mei Yao-ch'cn and Su Shun-ch‘in werc both equal1y famous， but the s tylcs 

( tγ ) of the two pocts wcrc quite different .  There was a grandncss and bravura 

in the forcc of Su Shun-ch'in ' s  brush， and his work was rcmarkablc for its 

overreaching and fierce energy. Mci Ya。一ch'cn thought dccply and went to 

the subtle essenccs of things ;  his [poetic 1 thoughts ( yi叮 were deep and far

reaching ，  yet calm and plain . Each poct madc thc mos t  of his own s trong 

points ， and cvcn thc bcst critics could not rate OI1C above thc other . 1 once 

compared several aspects of thcir work in my pocm "Going Out at Night at 

Shui-ku" :  

S u  Shun-ch'in ' s  ch γ is extremely strong : 

Thousands of cavcs cal1 out in a single howl . 

Sometimes hc lets himself go in a wild madncss ，  

And his drunken brush streams with ink 

Compare him to a horse that runs a thol1sand lcagl1cs

Once he gets moving， he can ' t  be s toppcd. 

Pearls [of poetry 1 fil1 the spaces before him， 

Hard to prefer one of them.  

Old Mei Yao-ch‘en labors a t  the purc and precise :  

Teeth of stone scoured by cold rapids .  

He has  bcen writing poetry for thirty years 

And looks on me as thc younger generation. 

Yet his writing grows incre且singly honed and frcsh 

Though his mind and thoughts (hsin * - yí 提 ) grow older 

Compare him to a woman of entrancing beauty 

Whosc charms arc still ample， evcn in age 

His rccent poems are extremcly ancicnt and blunt; 

One chews on them， and thcy'rc hard to swallow down : 

It ' s  like eating kan-lan fruit一

The true flavor gets strongcr with timc. 

Su's  bravura surges with ch γ 一

All the world is startlcd by 此，
But M仇， in h蹈 poverty， 的 undcrstood by I11C alone一

Thc ancicnt ways arc hard to scll thcsc days . 
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Even though my words hcre are not well wrought， 1 still think I 've gotten the 

vague outline. S ti日 ， it is impossible to rate one above thc other. 

In entry XII， Mei Yao-ch'en delivered a discourse on the well-wrought couplet 
in the familiar style of ninth-century regulated verse， presenting a scene of 
which the reader could grasp the μvague outline . "  In counterpoint， Ou【yang
Hsiu gives us an exuberant， discursive poem in the new Northern Sung style :  
i ts  wording， he te11s us ，  is not at  all well wrought， and it gives the "vague 
outline" of the different qualities of two poets rather than a poetic scene 
( reca11 how， in the lines on the blowfish， Mei Yao-ch'en transformed a con
ventional poetic scene into an expression of personality) .  Most striking is the 
difference between the poetic values identified by 此1:ei Yao-ch'en in 巴ntη， XII
and the poetic values in Mei Yao-ch'en's work here as identified by Ou-yang 
Hsiu. 1 7  

There i s  n o  difficulty in appreciating the we11-crafted descriptive couplet; 
however elusive the mood of the scene may be， its beauty is immediately 
apparent .  In contrast， 恥1:ei Yao-ch'en's poet叮 is described as an acquired 
taste， like the exotic kan-lan fruit， initia11y unappealing but increasingly 
pleasurable in the savoring. This returns us to the theme of valuing， de
veloped earlier in "Remarks on Poetry ."  In contrast to the more obvious 
virtues of Su Shun-ch'in that win the admiration of many， there is a subtle 
plainness in Mei Yao-ch'en that is in danger of being misunderstood and 
undervalued. The critic is the chih -y扭 著 知音， "the one who knows the tone" :  
it is his role to call attention to virtues that are overlooked-not at the ex
pense of Su Shun-ch'in's more obvious virtues， but complementing them . 1 8  

x v  

學 俞 巷， 云 。 詩 句 義 理 雖 過 。 語 I!:Þ 淺 俗 而 可 笑 者 。 亦 頁、 病 也 。 Þlj 有 自曾 悔、 父 一 聯 云 。 「 眼 前 不

見 市 朝 事 。 耳 昨 惟 聞 風 水 聲 c J 裁 者 云 。 忠、 肝 腎 風 。 又 有 詠 詩 者 云 o r 盡 臼 覓 不 得 O 有 時

還 自 來 。 J 木 謂 詩 之 IH 旬 難 得 耳 。 而 論 者 云 。 此 是 人 家 失 l:p 貓 兒 詩 。 人 皆 以 為 笑 也 。

Mei Yao-ch 'cn once said， “Evcn though the idea ( yi仁l i叮 may be communi

cated， a couplet is flawed if the language is too common and laughable. For 

examplc， thcrc was a couplet in a pocm cntitled “To a Fisherman" that went， 

Before his eyes he does not see what happens in market and court， 

His ears hcar onl y the sound of water and the wind .  

Someone commented that this showed the symptoms of a liver ailment and an 

infcction of the kidneys . Anothcr person wrote a couplet on [composing] 

poctry : 
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All day 1 seek but do not find，  

Then at tÏmes it comes to me on its  own. 

He was referring to thc difficulty of achieving good couplets in writing poetry， 

but someone commentcd， “This is a pocm on a family losing its cat . " Evcry

one thought this was funny. 

In the "Remarks on Poetry， " there are many willful and mocking misinter咱
pretations of poems . In the second entry ( translated in the commentary to 
entry VI ) ，  the clumsy couplet of a successful official was turned into the butt 
of mockerYi Ou-yang Hsiu himself had made fun of a couplet by Chia Taoi 
and here Mei Yao-ch'en makes jokes on a pair of couplets. Ostensibly the 
problem is poor phrasing which， though the reader knows well what was 
intended， leaves the poem vulnerable to the twist of comic interpretation. 

There is something basic to the Northern Sung sensibility here : in each 
case， a "poetic" situation is mocked by being taken literally or made to refer 
to some "10w， 11 everyday circumstance. We recall that the poet offeri月 these
joking interpretations had himself begun a poem with a lovely spring river 
scene of reed sprouts and willow floss， only to bring it down to earth as the 
ingredients of blowfish soup . One could not say that Mei was being comic in 
those lines， but the interplay between the "poetic" and the everyday is the 
same form used to make jokes out of these couplets of others . 

Previously， in entry XII， 恥1.ei described the perfect poetic scene， a conjunc
tion of concept and diction. The least lapse from perfection threatens to turn 
the response into mockery. And we note that the second of these failed 
couplets itself concerns precisely the question of laborious craftsmanship and 
the spontaneous line， treated earlier in entry XII . 

X VIII 

詩 人 貪 求 好 句 而 理 有 不 過 。 亦 語 病 也 。 如 「 袖 中 謀 草 朝 天 去 。 頭 上 話， 花 侍 宴 歸 。 j 誠 為 佳

句 矣 。 但 進 諜 必 l-:J、 最 i0it 0 無 直: 用 藥 草 之 理 。 唐 人 有 云 。 「 姑 蘇 臺 下 悉: Ul 九三 。 半 夜 鐘 聲 到 客

船 。 」 說 者 亦 云 句 則 佳 矣 。 其 如 三 更 不 是 打 鍾 時 。 如 賈 品 哭 僧 云 。 「 寫 留 千j j且 影 。 使 主p !f

禪 身 。 」 時 謂 燒 殺 活 和 尚 。 此 尤 可 笑 也 。 若 I )ÿ 隨 青 山 盟主 。 坐 學 自 主告: 骨 。 」 父 「 獨 行 t墊 底

影 。 數 息 樹 邊 身 。 」 皆 島 詩 。 何 精 鸝 傾 異 也 。

It  is also a f!aw in language when a po仗， trying hard to get a good line，  fails to 

communicate (t (ung* )  the principlc (l i * ) .  For cxamplc， 

The dra丘 of a rcmonstrancc in my slecvc， 1 go off to the dawn court， 

With palace blossoms over my head， 1 return having scrved at a feast .  
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Thís ís really an cxcellcnt couplet; but when one submíts a remonstrance， ít 

must be wríttcn out formally-to present only a dr此 ís simply not the way 

things work [lítcrally， “no such príncíple ' ' ] . A T'ang poct wro仗，

Beneath Ku-su Tcrracc， the Cold 恥1 0untaín Temple一-

Thc sound of whose bell at midnight rcaches thc travcler' s  boat .  

Somconc commcnted 011 thís that thc lines wcre exccllent but ignored the fact 

that mídníght was not a time whcn the templc bell was rung .  Or take， as a 

furthcr examplc， Chia Tao ' s  "Lament For a Monk" wíth the lincs 

They sketched and preservcd his outline as he practiced the Way， 

But burned away the body that sat in mcditatÍon.  

What is ludicrous here is that sometímes a reader thinks they burned a líve 

monk. Couplets like 

and 

1 walked on， pursuing the green mountain ' s  shadow， 

Sat and studied thc bones in the whíte pagoda 

Alone 1 walkcd， a reflection at pool ' s  bottom， 

And often rcstcd a body bcsíde the trees 

arc both from Chia Tao 's  poetry . Whatever theír textu此， they become sud

dcnly strangc.  

Mei Yao-ch'en used willful misinterpretations to make fun of awkward 
phrasing; Ou-yang Hsiu begins with cases of misinformation (with a typical 
Ou-yang Hsiu twist :  in th巳 untranslated entry XVI， he had just praised poetry 
for providing a reliable source for historical information not otherwise 
available ) . 1 9  Referring a line of poetry to everyday reality may make it comic; 
in a more serious vein， Ou-yang Hsiu here measures the lines against the 
everyday facts and finds the couplets wanting: one simply does not bring 
drafts of documents to court; the temple bell does not ri月 at midnight 
( though later shih -hua writers will tell us Ou-yang Hsiu was himself mis
taken here ) .  Immediately， however， the prohibitìon against poetic license 
modulates in another direction， to a daring couplet by Chiao Tao in which 
the burden of failed understanding is placed on the foolishness of the reader 
( the couplet refers to a deceased monk， whose body was cremated and of 
whom a portrait survives ) .  

Beneath all the variations in these entries lies the problem o f  understand固
ing. There are misprisions that can destroy a reputation and lead to a poet's 
work falling out of circulation; there are comic misunderstandings， inten
tional and unintentional ; there is misinformation; there is the labor of find-
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ing the perfect words to communicate the envisioned scene. Always the 
verbal poem mediates， sometimes blocking understanding， and sometimes， 
as in the final Chia Tao couplets quoted， communicating a sudden strange
ness within the words.  

XIX 

松 江 新 作 長 偽 。 制度 宏 踐 。 所1 1廿 所 未 有 。 蘇 子 三是 新 橋 對 月 刊 所 謂 。 「 主頭都潛型 關 金 餅 。 ;Jç

I古j 沉 沉 I:í，k 彩 血L j 者 是 也 0 日、5 謂 此 橋 -JI三 此 句 雄 偉 不 能 稱 也 。 [ j時 兄 舜 元 。 字 4 翁 。 前 ?Jl; i僅

勁 O 多 佳 句 。 而tt士溺于1辱 。 其 �Iij T J� 主持 問 寺聯 句 。 無愧韓益 也 。 似 不 得 磊、 見 之 呵 。

A long bridge had reccntly been built over thc Sung Riv口. thc grandeur and 

bcauty of whosc COl1structiol1 had ncvcr becn seen bcforc. Su Shun-ch' in 

wrote of it in “Facing the Moon on the New Bridge" :  

I n  the undulating currcnt o f  clouds a golden cake appears ， 

Sunken below the wJtcr ' s  surfac亡， a brightly colorcd rainbow rests .  

At thc tÌl11C people sa id that  thc bold magnificcncc of this couplet l11adc it the 

only thing that could do j ustice to thc bridge. Su Shun-ch'in had an elder 

brother Su Shun-yüan， Wh05C poctry was a150 forceful and filled with excel

lcnt couplets . But unlikc [those of J his brothcr， his pOCl11S are rarely seen . Thc 

linked verse he wrote with his broth哎， “On Purple Tower Templc ， " can stand 

without el11barrass l11ent beside the 1inkcd vcrscs of Meng Chiao Jnd HJn Yü.  

Unfortunately 1 haven' t  been Jble to sce the entire piece. 

Su Shun-ch'in's couplet， with its daring metaphor drawn from everyday life， 
is typical of the new Northern Sung style : 且 “cake" ( ping) drops an edible 
moon amid a gorgeously "poetic" des缸c口Tip阱ti扣on一一一寸ust a的s Me凹i Ya叩o卜川可尤-ch'e叩n'旭s 
mouth had watered cωont紀empla且t討ing the s叩pring river scene. 

Su Shun-ch'in's widely known and admired couplet characteristically 
leads Ou-yang Hsiu to thoughts of Su's brother， whose poetry was no less 
remarkable， but is forgotten now， no longer easy to find. As with the broken 
Han stele and the Nine Monks， of whose names he can remember only one， 
Ou-yang Hsiu calls attention to what is fragmentary and incomplete (in his 
mind at least) ，  a vanished excellence-the linked verse that eould "stand 
without embarrassment beside the linked verses of Meng Chiao and Han 
Yü， " but which Ou-yang Hsiu has not seen in its entircty. 

XX 

晏 尤獻 公 女 章 闊 天 F 0 尤 _î生 為 11 ，� 。 而 多 輛 哥 1 1走 進 。 - 甘、't 1'1H1 : 往 fH J主 門 。 雪 俞 午 三t 所 作 的

多 矣 。 然 公 獨 妥 其 兩 聯 泣 。 「 寒 魚 JíriJ 辛辛 氏 。 自 覺 巳 飛 的 、 」 艾 | 叡 |泛 搔 魚 繁 。 目主 添 純 1f::
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紋 。 J 余 當 於 聖 俞 來: 見 公 自 害 于 筒 。 再 三三 稱 說， 此 二 聯 0 余 疑 而] 問 之 。 聖 俞 日 。 此 非 我 之 極

致 豈 公 偶 自 得 意 於 共 開 平 O 乃 知 自 市 交 士 。 不 獨 知 己 繃 得 。 而 知 人 亦 難 也 。

Yen Shu 's  literary works dominated his agc， and hc was espccially good at  

poetry . Yet he often promotcd younger wri忱的， and famous s cholars of the 

time often found a placc under his  wing .  Mei Yao-ch‘en wrote a grcat many 

poems in his lifc亡 ， but Yen Shu had a special fondness for two ofMei ' s  couplcts : 

The cold fish still clcave to thc bottom， 

The white egret already fties on ahcad. 

And 

Willow ftoss grows warm， the pickercl are dense， 

Water-spiders increase， the ch'un plants turn purple . 

In Mei Yao-ch‘en's  house 1 saw a calligraphy piece in Yen Shu's  own hand 

praising thcse couplets over and over again. Dubious [ofYen Shu ' s judgment] ， 

1 asked Mci about it; and hc said， “This is not my work at its best; I 'm  sure i t ' s  

just  that Yen Shu happened to find some personal satisfaction in them. " This 

tcaches us that not only is it hard for a litcrary man to find someone who truly 

understands him， knowing others is also hard . 

In this entry， the closely related issues of understanding and valuing are 
drawn together， leaving us with a problem rather than a solution . Here we 
should recall entry V in which Mei Yao-ch'en's "Spring Snow" acquired value 
for Ou-yang Hsiu precisely because of its personal associations .  We should 
a1so recall the difference between Mei's exposition of poetic values in entry 
XII and Ou-yang Hsiu's quite different description of the virtues of Mei's  own 
poetry in entry XIII . Must the qualities appreciated in a poem coincide with 
the poet's self-understanding? Or can a poet judge his own poems? ( See Men
cius on chih -yen， “understanding language， " for the possibility of a negative 
answer: p. 22 . )  If we accept Mei Yao-ch'en's earlier description， under也
standing occurs only when the reader's mind 句lleets" the poet's mind. How 
then can Yen Shu prize these couplets for which Me臼i hims記elf has such lit仗tlee 
regard? Mei YaωO 

V吋er昀se剖s only for some “ personal s阻a刮叩t位肘i臼sf拉ac叫11叩on. " There ma叮y be a呻ppre凹c1at位ion with
out un叫1吋derstandi月一at least from Mei's point of view.20 

XXI 

楊 大 年 與 錢 劉 數 公 唱 和 。 自 西 崑 集 出 。 時 人 爭 效 之 O 詩 體 一 變 。 而 先 生 老 輩 。 息 其 多 用 故

事 o 至 於 立自 僻 難 曉 。 殊 不 知 白 是 學 者 之 弊 。 如 子 儀 新 蟬 云 。 「 風 來 去 宇 烏 先 轉 。 露 下 :íÍZ 莖

鶴 未 知 。 j 雖 用 故 事 O 何 害 為 佳 句 也 。 又 如 「 峭 帆 橫 波 官 橋 柳 。 疊 鼓 驚 飛 海 岸 鷗 。 J 其 不

用 故 事 。 又 豈 不 佳 乎 。 蓋 其 雄 文 博 學 。 筆 力 有 餘 。 故 無 施 而 不 可 。 非 如 前 世 號 詩 人 者 o 區

[;F� 於 風 雲 草 木 之 類 。 為 許 洞 所 困 者 也 。
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Yang Yi [974-1 055]  wrote group compositions on shared themes with Ch'ien 

Wei-y凹， Liu Yün， and others .  Out of this came the “Hsi-k‘un Collection， " 

which everyone at the time imitated ，  with the result that the poetic s tyle of  the 

age was entirely transformed . Gentlemen of the older generation obj ected to 

their excessive use of allusions ， to the point that the words were obscure and 

incomprehensible. 1 wonder if this i凹't simply a schol缸's failing .  Take， for 

example， these lines by Liu Yün on the “N ew Cicadas" :  

The wind will come t o  the marble dome: beforehand the raven [weather 

vane] turns ; 

The dew descends on the columns of gold， and the crane does not know. 

The fact that this uses allusions does not prevent it from being a fìne couplet. 

On the other hand: 

The high sail crosses past the willows of the post-road bridge， 

A roll of drums startles to flight the gulls besi世 the lake. 

Here no allusions are used， but it also  is a fìne couplet. In my opinion their 

forceful writing and broad learning provided them ample power of s tyle [p i-li ，  

“ force of brush" ] ;  thus they could do anything.  This is not what the preceding 

generation had given the name “poet" to，  the sort of writer who trifled around 

with win缸， clouds ，  grasses ，  and trees-the things we fìnd wrong with Hsü 

Tung' s  work. 

In a world of general misunderstanding and often destructive misunder
standing， the critic has the responsibility to be cautious， balanced， and gener
ous. In entry X， Ou-yang Hsiu could not restrain himself from making fun of 
an extravagant couplet by Chia Taoi in entry XVIII， he makes fun of a reader 
who misunderstands an extravagant couplet by the same Chia， and then pro
ceeds to give Chia Tao's strangeness its due. In his younger years， Ou-yang 
Hsiu had objected to the influence of the Hsi-k'un grouPi in entry VIII， he 
commented how the Hsi-k'un style had been so much in vogue that people 
no longer paid any attention to the T'ang masters ( an exaggeration， probably 
considering the Hsi-k'un group from the point of view of one of those "gentle
men of the older generation/' Ch'en Ts'ung-yi ) .  Here he balances his previous 
censure with generosity and gives the Hsi-k'un masters their due. If they 
sometimes used allusions excessively， he understands th泌 的 the natural dis
position of scholars .  Then he shows allusions well used and a couplet with
out allusion. 

But praise is somehow always coupled with dispraise.  To reflect on the 
values that make Yang Yi's verses good is to accept criteria by which other 
kinds of verses become poor. Hsü Tung， the object of Ou-yang Hsiu's criti
cism， was a po巳t of sufficient insignificance that no one would question 
Ou-yang Hsiu's judgment. But Hs凹's work was not unlike that of Cheng 
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Ku， which Ou-yang Hsiu had defended early in the "Remarks on Poetry . "  It 
is the nature of the act of valuing that every positive judgment makes 
possible a negative judgment somewhere else. lt is inescapable， as in the 
following entry. 

XXII 

西 洛 故 都 O 荒 畫畫 廢 j召 。 遺 遊 依 然 。 見 於 詩 者 多 矣 。 惟 錢 文 信 公 聯 最 為 當 絕 O 云 「 日 上 故

優 煙 漠 漠 。 春 歸 空 苑 水 濃 濃 。 J 裴 菁 公 綠 野 堂 在 句二 橋 南 。 何 時 1善， 屬 張 僕 身、} 齊 賢 家 。 (笑 身手 罷

相 歸 洛 。 日 與 賓 客 吟 宴 於 其 間 。 惟 鄭 工 部 文 寶 一 聯 最 為 警 絕 。 云 「 水 暖 是 要告 行 Irflì 于 O 溪 深

桃 李 即 開 花 。 J 人 謂 不 減 王 維 杜 甫 也 。 錢 詩 好 句 尤 多 。 而 鄭 句 不 悔: 當 時 人 莫 及 。 雖 其 集 中

自 及 此 者 玲、 少 。

The relics and ruins of the old capital at Lo-yang，  terraces overgrown with 

vegetation and abandoned pools ， offer melancholy rcf1ection; they appear in 

poetry oftcn . Onc of the most striking examples is a couplet by Ch'ien Wei

ycn [d. ca. 1 033] : 

The sun rises over the ancient highlands ，  through mist billowing;  

Spring returns to thc empty parks ，  where watcrs still burble on 

Greenwilds Hall of P 'ci Tu， Lord of Tsin [765-839] ， lay south of Wu Bridge， 

and later came into thc possession of the houschold of Chang Ch‘i-hsicn [943-

10 14] .  Whcn Chang Ch‘i-hsien gavc up his ministcrial post and returncd to 

Lo-yang， cvery day he would hold poctry banquets for his guests there . Onc 

couplet from such poetry banqucts， a couplet by Cheng Wen月pao [953- 1 01 3] 

is s triking :  

ln the warmth of these waters thc ducks and gulls move to feed their 

young; 

Wherc the creck valley 's  dcepest， peaches and plums blossom， lying hori

zontal . 

People said this was in no way inferior to Wang Wci or Tu Fu.  There are a 

great many good lines in Ch'icn Wei-yen ' s  poems; but as for Cheng Wen

pao ' s  couplet， not only could none of his contemporaries equal it， very little in 

his own collected poems could equal it .  

XXIV 

石 受 卿 自 少 以 詩 酒 豪 放 自 得 。 其 氣 貌 偉 然 。 詩 格 奇 峭 。 又 工 於 書 。 筆 力 過 勁 。 體 兼 顏 棚 。

為 紅 所 珍 。 余 家 ，當 得 南 唐 後 主 澄 心 堂 紙 。 曼 的j 為 余 以 此 紙 害 其 言學 筆 驛 詩 。 詩 曼 卿平 生 所 自

愛 者 。 至 今 藏 乏 。 號 為 三 絕 。 其 余 家 資 也 。 憂 卿 卒 後 。 其 故 人 有 見 之 者 。 云 恍 惚 如 夢 中 O

言 我 今 為 7t iwl 也 。 所 主 芙 蓉 城 。 欲 呼 故 人 往 遊 。 不 得 。 忿 然 騎 一 素 驟 。 去 如 飛 。 其 後 又
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云 。 降 於毫 州 一 舉 于 家 O 叉 口于 學 于一 去 。 不得 。 因 ilq 持 一 篇 與 之 0 余亦 略 記 其一聯瓜 。 [ 鶯

聲 不 ;丞 春 光 老 。 花 出手 長 隨 日 腳 流 。 J I神 仙 事 怪 小 可 知1 0 l'仁 青年 頗 類 曼 閥門主 11. 0 舉 了 不 能 進

也 。

Ever since hc was a youth， Shih Man-ch‘ing [994一 ] 041 J found satisfaction in a 

brash expansiveness ‘ both in poetry and drinking .  His spirit (ch '尸 ) and appear

ancc werc exceptional， and thc manner (ko 幣 ) of his poetry was daring and 

unusual . He was also good at calligraphy; and thc force of his brushwork was 

strong ， much prized in thc age， its style ( tγ)  uniting thc styks of Yen Chen

ch'ing and Liu Kung-ch屯an. Once 1 got hold of some of thc famous “Pure 

Hcart Hall" pap仗， produced for thc Last Empcror of the Southcrn T‘ang [Li 

Y叫 . Using this paper， Shih Man自ch‘ing wrotc out for mc his pocm on Ch‘ou

pi Post Station [from which Chu-ko Liang ( 1 8 1 -234) had dispatched the Shu

Han armics] .  This poem had always bcen Shih' s  favorite . I s till havc this copy 

and call it my greatest prizc， the real family treasure. Aftcr Shih dicd ，  one of 

hi s  o ld friends saw him， all in a blur as if in a dream; and Shih said : “ I 've  now 

bccome an immortal and have been placed in charge of Lotus City . " He 

wanted to invite h的 old friend to go off wandcring with him; and whcn the 

friend was unwilling， Man自ch'ing rode off in a fury on a white mule， as if 

f1ying .  After that 1 also heard it said that he descended to thc housc of a 

provincial candidatc for thc examination and asked him to go away with him .  

When the man was unwilling ，  Man-ch‘ing left a pocm for him. 1 cvcn roughly 

remcmbcr one of the coupkts : 

The voiccs of orioks do not grow old with the light of spring;  

Thc shadows of f10wers always follow the sunbeams drifting on .  

The qucstion of gods and immortals is not something we can know anything 

about; but thc pocm is indced very much like what Man-ch'ing wrote when he 

was alivc， and it is beyond the capacitics of that provincial candidate . 

Along with Mei Yao-ch'en and Su Shun-ch'in， Shih Man-ch'ing had been one 
of the contemporary poets much admired by Ou-yang Hsiu. Very little of 
Shih's work is extant， but he was clearly part of the revolution in poetic taste 
occurring， under Ou-yang Hsiu's sponsorship， in the first half of the eleventh 
century. 1n this entry we see the familiar motifs of "Remarks on Poetry" :  
valuing， preservation， and finally a most peculiar case of recognizing the 
person in the poem. In the first part of the anecdote， we see Ou-yang Hsiu 
in his familiar role : recognizing what is valuable and preserving it against 
10ss. Ou-yang Hsiu had kept Mei Yao-ch'en's "Spring Snow" in textile for 
some "personal satisfaction， " while acknowledging it was not one of Mei's 
more important poems . In this case， however， Shih Man-ch'ing's self
understanding of what is valuable in his own poetry wins out : it is his 
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favorite poem in his best calligraphy written on rare paperi it is a treasure to 
preserve against the attrition that time works on the collections of poets. 

But then the dead poet comes back-or at 1east so they say-and is still 
producing poetry (of course， Ou-yang Hsiu has 10st most of Shih's "post
humous" poem and can "roughly remember" on1y one of the coup1ets ) .  
Ou-yang Hsiu i s  a sophisticated Sung intellectuali h e  does not want t o  be
lieve this i  but he cannot help recognizing Shih 孔1an-ch'ing in the lines. The 
logical extension of one who truly understands the poet and knows how to 
value his works is the connoisseur， capable of authenticating an attribution. 
。u-yang Hsiu smiles : it does indeed sound like Shih Man-ch'i月一-and it 
could not possibly have been written by that young man who received the 
poem in a dream ! 
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"Ts'ang-lang's Remarks on Poetry/' Ts 'ang-lang shih -hua i倉 淇 詩 話 (early to 
mid thirteenth centuryL by Yen Yü 嚴 羽， is the most famous and most in
Huential work in the genre of "remarks on poetry， " shih -hua . 1 Although it 
contains sections of true shih -hua， it is essentially a mixed critical form: both 
its structure and its tone served as models for the subsequent development of 
Yüan and . Ming poetry manuals ( shih -fa * 詩 法 ， "rules of poetry" ) .  In ways 
both obvious and subtle， the influence of "Ts'ang-lang's Remarks on Poetry" 
was immense. Passages from the first chapter， "Qn Making the Right Dis
tinctions in Poetry， " were among the most widely circulated statements of 
poetic theory during the centuries that followed， while variations on Yen's 
positions were treated as virtual truisms. Yen Yü would have felt this was 
only his due : he himself modestly claimed that his was the ultimate formula
tion of the nature of poetry for all time， and that by his work all earlier dis
pute and error were resolved.2 Soon after its appearance， a version of the first 
chapter was reprinted in the thirteenth-century critical anthology fade Chips 

of the Poets ( Shih -jen yü-hsieh 詩 人 玉 屑 ) .3 By the fourteenth century， bits and 
pieces of "口'ang-lang's Remarks on Poetry"-terms， sentences， and para
phrased opinions-were already commonplace . The range of Yen Yü's influ
ence was at first seen primarily in informal criticism and in the popular 
pedagogy of poet叮叮 but we soon find "Ts'ang-lang's Remarks on Poetry" be-

391 



ginning to make substantial inroads in the more authoritative critical genres 
such as the preface and the discourse圖

Perhaps the single most powerful consequence of the popularity of 
"Ts'ang-lang's Remarks on Poetry" was the canonization of the High T'ang as 
the immutable standard for poetry， at the expense of mid- and late-T'ang 
writers .4  The belief that the High T'ang represented the culmination of poet
可T had roots reaching all the way back into the High T'ang itself. But Yen Yü 
granted the period a special quality of authority， a literary historical ortho
doxy on the model of Ch'an orthodoxy.5  Such a notion of absolute poetic 
values embodied in a past historical moment remained， for better or worse， 
an integral part of the way in which later readers understood poetry.6  At 
times this orthodoxy of High T'ang poetry was cautiously qualified or vigor
ously opposed， but it remained the conventional wisdom against which all 
other opinions were articulated. Yen Yü's "poetic curriculum， " based on the 
study of High T'ang and earlier models， was codified and elaborated by Ming 
archaist writersJ Even more importa帥， Yen Yü established the very notion 
of a "poetic curriculum" :  the "study of poetry， " hsüeh -shih 學 詩， became a 
strict discipline， based on literary history and explicitly modeled on the study 
of the Confucian Classics . 

A tradition of literary thought is not so much an aggregate of positions as 
a form of understanding and a structure of discourse within which positions 
are situated. The significance of a position comes from the way ìt ìs used and 
its relation to other parts of the discourse， parts that may seem less important 
in themselves .  If we consider the way in whi此ch Yen Y i拉i uses c∞oncepts丸， we 
ma叮y f臼ind t出h且仗t the most pr叩ofound legacy 0吋t
was its negativity. For Yen Yü value and authority could be sustained only by 
vigorous opposition to and denunciation of alternatives :  the authority of the 
High T'ang was maintained by discrediting all subsequent changes that had 
occurred in poetry， while the authority of Yen Yü's own statements was sup白
ported by heaping scorn on imagined opponents. The allegiance of his readers 
is commanded not only by sweet promises of success， but also by threats of 
contempt for any deviation. What had previously been a range of available 
stylistic choices was now， for the believer， reduced to one correct choice. 
This ideology of restriction reappears most strongly in the work of 
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and third of which are translated here . The first chapter， μMaking the Righ t 
Distinctions in Poetry" ( Shih -pien 詩 蚓 is a series of essays on pedagogy 
and values， with some typical shih -fa * material embedded in the middle .  The 
following chapter， "Poetry's Normative Forms" ( Shih -t γ 詩 體) ， is a long li日t of 
everything that might be considered a tγ，  but subdivided into genres， period 
styles， individual styles， and so on ( showing a new awareness of the impor
tance of these distinctions ) .  Such lists would fall roughly within the scope of 
shih -fa * material . The third chapter is entitled "Rules of Poetry" 伊拉h -仰 著
詩 法 ) and contains the lists of virtues and dangers and general pragmatic 
advice typical of the shih-fa 持 form. The fourth chapter， μCritical Comments 
on Poetry" ( Shih -p 'ing 詩 評)， gathers random judgments on particular periods， 
poets， and poems; although shih -fa 斜 also often contain such sections， this 
is typical shih -hua material . The final section， "Philological Notes" ( K'ao
cheng 考 證 )， treats particular philological questions along with problems of 
attribution; such material is more appropriate to shih -hua than to shih 而 特 .

The jargon， the tone of voice， and the mannered vernacular style of Ch' an 
Buddhist writings dominate the first chapter. For many centuries critics of 
Yen Yü have been fond of pointing out his misunderstanding of Ch'an Bud
dhism (while defenders maintain his deeper understanding) .  His analogy 
between poetry and the discipline of Ch' an was already commonplace in 
his day， but remains to the present the most commonly discussed and most 
agonizingly uninteresting aspect of "Ts'ang-lang's Remarks on Poetry. 呻
Far more interesting is Yen Yü's peculiar extension of the Ch'an analogy in 
the attempt to arrogate to himself the authoritative voice of a Ch'an master. 
The resulting style is a matter of taste :  the closest English analogy might 
be the stylized "tough guy" talk of detective fiction; and if the American 
reader can conceive of a literary essayist adopti月 the voice of a Raymond 
Chandler hero， while at the same time larding his speech with the poorly 
understood jargon of German metaphysics， something of the quality of Yen 
Yü's style can be grasped:  as 1 said， it is a matter of taste.  

"Ts'ang-lang's Remarks on Poetry" is very much a product of the last 
century of the Sung， and the magnitude of its influence suggests that the 
sense of crisis and loss tacitly permeating the work touched a deep chord in 
late cla 
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confidence implicit in such a shift of interest should be obvious .  Beneath the 
stylized self-assurance and stridency of "Ts'ang-lang's Remarks on Poetry， " 
there is a retrospective melancholy similar to that of "Longinus" in On the 

Sublim己， at the end of which an unnamed philosopher is quoted as saying: 
"To such a degree has some universal barrenness of words taken hold of life . "  
Both texts share a yearning for some lost and ineffable magic o f  affect in 
earlier poetrYi both texts promise a "technique" for recovering Ít， and both 
belong to the category of a technologia [a "how-to" manual] . Both make the 
peculiar claim that by strenuously following its prescriptions a student can 
attain some quality that transcends conscious effort. Yen Yü offers a course 
of reading and study that will lead to iu -shen 秘 入 而申 ， "divinity， " a condition 
that is beyond self-conscious control and analytic explanation. Such a prom
ise may account for the attraction "Ts 'ang-lang's Remarks on Poetry"  held for 
later readers : Yen Yü forthrightly faced the truth of a vanished greatness in 
poetry and at the same time declared that in his work the aspiring poet could 
find the means to recapture some small part of it. 

Of Yen Yü himself we know very little. A collection of approximately one 
hundred and fifty poems survives， which seems to have originally circulated 
together with "Ts'ang-lang's Remarks on Poetry ."  We may credit the last 
shreds of good literary taste in the thirteenth century with the separation of 
Yen' s poems from μTs'ang-lang's Remarks on Poetry . "  In the restrained judg
ment of the modernι scholar Chang Chien : "Looking at Yen Yü's poetry， [we 
see that] he was not really able to follow his own theories . 川 1

CHAPTER 1 

Making the Ri，f!，ht  Distínctio的 in Poetry 1 2  

I 

夫 學 持 者 以 識 為 主 。 人 門 ;ri lE 0 立 志 須 高 O 以 漢 魏 苦 盛 唐 君主 師 。 不 作 開 元 天 T可 以 F 人 物 。

若 自 退 回 。 J1f1 有 下 劣 詩 庸 人 其 肺 俯 之 間 O 出 立 志 之 不 高 也 。 行 有 未 至 。 可 1JII T 力 。 路 頭 一

差 。 怠 鷺 愈、 遠 。 由 人 門 乏 不 j[ 也 。 故 | 司 。 學 其 上 。 僅 得 其 中 。 學 其 中 。 斯 為 下 矣 。 父 悶 。

見 過 於 師 。 僅 J甚 傳 授 。 見 Yit 師 筒 。 減 師 半 德 也 。 仁 夫 在了! 從 士; 做 F 。 不 可 從 F 做 上 。 先 須 熟

讀 ;-N司 。 朝 夕 諷 詠 以 為 本; 。 及 i賣 ，1-1 ，'l，y. 十 九 首 υ 樂 府 四 篇 。 李 l安 蘇 武 漢 魏 丘 吉 皆 須 去ï\ 日章 。 即

].:J、 李 杜 二 集 枕 藉 慨 之 。 如 今 人 之 治 料 。 然、 後 博 取 品生 )主 名 家 。 間 臣表 胸 中 。 久 之 自 然 仍 入 。 雖

學 之 不 至>; 0 亦 不 失 L 路 。 此 乃 是 從 頭 寧丘 上 做 來 。 調 乏 向 上 - �品 。 謂 之 立 截 根 源 。 J1眉 之 敵

門 。 謂 之 f!( 刀 宜 人 也 。

Judgment (sh ih吋 is the dominant factor (chu) in the study of poetry . The be

ginning must be correct (cheng * ) ，  and your mind must be set on (chih * )  thc 

highest goals . Take for your teacher the poetry of thc Han， Wei， and High 

T ‘ang; don ' t  act the part of those after the K‘ ai-yüan [71 3-741 ] and T‘len-pao 

[742-755] reigns . If you rctreat from this in the least ，  the viles t  poetry dcmon 

will entcr your brcast-and this wilI bc bccause your mind was not set on the 

highcst goals . 1 3  If you havcn' t  yct rcachcd your goals ， you can always try 
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harder; but if you crr in your dircction at the beginning ，  the morc you rush on ，  

the farther you will get  off course .  This will be because your beginnings were 

not correct . If you study thc very best ，  you wiU reach only thc middle level; 

but if you s tudy thc middle level ， then you will come out on thc bottom.  

Furthermore， you can get  instruction only from a teacher whose perception 

surpasscs your own; if your pcrception equals that of your teach口， it rcduces 

the tcachcr ' s  valuc by half. You have to work from the bcginning to the cnd; 

you can ' t  work back from the end to thc bcginning . 1 4  First of a11， you should 

read thc SonRs oJ Ch 'u (i .  e . ， Ch 'u呵tz 'u) until you arc thoroughly familìar with 

them and chant them day and night to have them as your basis (pen * ) .  Next 

read the “Ninetecn 01d Pocms ， " the four principal “Ballads" ( yüeh而) ， Li 

Ling ，  Su Wu， and the pentasyllabic poems of thc Han and Wei-you should 

read these until you are thoroughly familiar with thcm . 1 5  Then considcr thcse 

works piled sidc by side with thc collected poems of Li PO and Tu Fu-j ust as 

peoplc s tudy the classics nowadays . Only aftcr that should you pick and 

choose widely among the other famous writers of the High T'ang， letting 

them ferment in your breast .  Finally， aftcr a long time， you will spontaneously 

(tzu-jan 叮 achieve enlightened insight (WU-jU) . 1 6 Even though you may not yct 

have reached the full fruition of your s tudi口， at least you won't  have lost thc 

propcr road.  This is what 1 mean by “working from the very top . "  This i s  

called the “highest road" ;  this i s  called “entering directly to the source" ;  this is 

callcd “the gate of sudden [enlightcnment]" ;  this is callcd “going s traight in 

with a single blade. " 1 7 

"Judgment ( shih 叮 is the dominant factor in the study of poetry. " The deter
mination of some "dominant factor" ( chu 主， 1iterally a "host" or "master吋
was one of the normative acts in Chinese discourse on literature . 1 8  A fixed 
hierarchy of relations is assumed between the various aspects of a literary 
work， and the perfect attainment of the "dominant factor" will result in all 
other aspects spontaneously performing their proper roles.  It is significant 
that Yen Yü here identifies shih 識， “judgment" or "recognizing， " as the 
"dominant factor. "  In so doing， he shifts the locus of poetry's "dominant fac
tor" from some internal aspect of the work ( such as ch γ or "concept， " yi 叮 to
a capacity that resides solely in the writer; moreover， it is a capacity that 
treats the writer primarily as a reader， first of others' poems and then of his 
own. Although later in the chapter Yen Yü will condemn the bookishness of 
Sung poetry， in his first sentence this Sung critic presumes that the reading of 
poetry is the essential basis of poetic composition. The requisite capacity for 
judgment should be clearly distinguished from a more general "knowing， " 
chih 知 . Judgment involves the application of some prior knowledge to mak
ing the correct distinctions in a given set of circumstances.  Yen Yü does not 
recommend knowing what poetry should be in an abstract theoretical sense; 
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rather he recommends recognizing or judging what is best through reading a 
historical sequence of poems . There is， in fact， no explicit theoretical ground 
for such judgments :  Yen Yü presumes that， if such a sequence of reading is 
followed， the proper judgments will become self-evident and eventually prop
er judgment in poetic praxis ( "knowing how to吋 will follow spontaneously. l 9 

"The beginning must be correct ( cheng* )， and your mind must be set on 
(chih 叮 the highest goals . "  The "courselJ of study of poetry is conceptualized 
as a j ourney， a journey through the history of poetry. Such a j ourney has 
two imperatives :  to choose the proper destination ( the "highest goals， lJ the 
High T'ang) and to work toward that destination from the right beginning. 
Poetic history is given as a predetermined sequence， growing to perfection 
and passing immediately thereafter into decline. Writing from his own 
late age of decline， Yen Yü recommends that the reader follow that se
quence to its fruition， then stop. While such a program might seem to hold 
the aspiring poet forever in the glow of perfection， Yen YÜ recognizes that 
having reached this moment， the student-reader is already dwelling in the 
afterglow: "If you study the very best， you will reach only the middle level . "  

In some ways Yen Yü was the forerunner of the true historicist poetics of 
Yeh Hsieh in the seventeenth century. At that later period， as in the histori
cist poetics of German Romanticism， the possibility was raised that a knowl
edge of literary history could redeem the writer from the determinations of 
history: by und巳rstanding the historical variations of poetry， the historicist 
poet can hope either to incorporate all historical possibilities within himself 
or to go beyond them.20 Yen Yü， too， believes in the necessity of knowing the 
history of poetrYi but instead of a historical relativism of value ( as in Yeh 
Hsieh )， he believes that there is only one moment of perfection， a goal that 
always threatens to elude recapture . His initial formulation is deeply pessi
mistic， warning the aspiring poet that studying even the very best will bring 
him only to the middle level . Later he holds up the possibility of a poetic 
enlightenment as if it were still within reach. 

Despite his pessimism， Yen YÜ resists the thought that great poetry can 
no longer be written in the thirteenth century. He faces the sorry state of the 
poetry of his age and tries to analyze its ills . As he sees it， initially at least， 
the probl 
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escape the notice of Yen Yü's critics ) .  "Ts'ang-lang's Remarks on Poetry" is 
an anti-Confucian poetics not because it uses the Ch'an metaphor for poetrYi 
rather it tums to the Ch'an metaphor and the heterodox j argon of Ch'an to 
find some authority for a poetics that is already anti-Confucian. Yen Yü 
would like poetry to be a closed world:  it has its own history independent of 
the larger phases of human history. Without such a presumption of the his
torical autonomy of the art， his course of poetic education would be futile :  
a late-Sung poet who stopped his reading at the High T'ang would stiU 
be a late-Sung poet. And yet， ironically， the veηT desire to assert poetry's 
autonomy from some integral history of the civilization is recognizable as 
belonging to the intellectual world of the Southem Sung. The growing 
specialization of disciplines in the period would have disposed most readers 
to acknowledge the necessity of expertise confined to a single area of study 

The poetry of the Han， Wei， and High T'ang is cheng 正 ， "proper" or 
"orthodox. " In a peculiarly elliptical version of the history of poetry ( a  
lineage， described a s  though continuous， leaving a gap o f  four centuries 
between the Wei or Tsin and the High T'ang)， Yen Yü announces a literary 
historical orthodoxy based on the model of orthodox transmission in Bud
dhism and Neo-Confucianism. This poetic orthodoxy， however， unlike its 
Buddhist and Neo-Confucian antecedents， presumes that there is one mo
ment in poetic history that embodies the "perfection" of poetry ( in the sense 
of something gradually attaining fulfillment， then falIing away) . 2 1  If we re
flect on it， this is a most peculiar model， positing something like an Aristote
lian entelechy for literary genres， or a biological model in which one stage of 
life is one's "prime." Nevertheless， this model of literaηT history is still taken 
for granted by most Chinese literary historians and many Western literary 
historians . As a "natural" descriptive model it is utterly untenable， but as 
a historical structure of valuing， it has immense consequences. That is ，  
although there is no inherent or “natural" set of poetic values that make Sung 
poetry inferior to T' ang poetry， the establishment of a High T' ang orthodoxy 
reinforced a matrix of poetic values based on High T'ang poetry， values 
according to which Sung poetry could not but be inferior to T'ang poetry.22 

The desire for a literary historical orthodoxy grew 
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all our might and do som巴what better; but the High T'ang teacher， whose 
very superiority makes it possible for us to learn and improve， will always be 
just out of reach . It is a melancholy and deeply pessimistic opening， for all the 
bravura of its exhortation . 

Yen's poetic curriculum is not simply the High T'ang apogee of poetry， 
but rather the history of the best poetry up to that point . We should note how 
the concept of cheng弋 "proper" or "orthodox， " has changed :  in  the “Great 
Preface" to the Book of Songs cheng* was the beginning， after which occurred 
pien 九 μmutation. " In "Ts'ang-Iang's Remarks on Poetry" cheng* is a long 
lineage of maturation， reaching fruition in the High T'ang， then lapsing into 
pien 勢 ， “mutation， " or "devolution. "  Furthermore， cheng* and pi閉 著 have 10st 
their cultural and ethical dimensions :  they now belong purely to the history 
of poet叩 23

As Yen Yü changes the concept of cheng* ，  the ultimate cheng* of poetry， 
the Book of Songs， has been excluded from the curriculum. In "Revering the 
Classics" in the Wen-hsin tiQo-lung and elsewhere， all forms of secular litera
ture derived theír authority from the ability to trace each back to one or 
another Confucian Classic. Yen Yü begins his curriculum with the Songs of 

Ch 'u : a barrier has been erected between the Classics and "secular" poet叮
The study of poetry should be "ju日t like" study of the Classics; but the anal
ogy is predicated on the assumption that the two belong to discontinuous 
realms.24 

The student ìs to read the old poetry， let it settle， and then at some point 
there is a leap of understanding. The terms Yen Yü uses link this leap of 
understanding to Ch'an enlightenment. But this is a Ch'an variation on the 
oldest Chinese model of learning， with roots in ethics， statecraft， and Classi
cal studies. Knowledge is to be assimilated until at some point it becomes 
"s巳cond nature . "  Early Confucian and Taoi日t thinkers were deeply concerned 
with the gap between "knowing" and "being， " or between μknowing what is 
good" ( or even μdoing good吋 and "being good. " This opposition between self
conscious knowledge and spontaneous， unself-conscious knowledge was a 
major concern in Chinese intellectual history. Out of it grew one Confucian 
version of learning in which a long process of study and self-cultivation gra
dually led to spontaneous performance. The most famous example was Con
fucius at seventy， who "followed his desires and sti 
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history and this traditional model of learning. Literary history is described in 
terms that are the reverse image of the learning process. Learni月's gap be
tween knowing and being has been transformed into a literary historical dis
contìnuity between a self-conscious "now" of study and an unself-conscious 
"then， " the High T'ang. Poetic history moves from the perfection of enlight
ened unself-consciousness to the flawed self-consciousness of later poetrYi 
the student reverses the course， first recognizing the goal through study， 
assimilating it， then leaping back across the barrier of history in a moment 
of enlightenment. As in the Chuang-tzu， where the natural human is often 
the historically primordial human， Yen Yü would have the novice poet 
learn to be what poets once were long ago. 

The event is "spontaneous enlightenment， " tzu -jan 發 WU-7u 自 然悟 入 . It is 
not an act of will， nor can it be willed : it can only be prepared for. Enlighten
ment means many things， but in Yen Yü's case it is primarily a unity of 
knowing and beingi and it is a means going beyond a rhetoric of parts and 
stages ( as in a 晶晶晶 叮 back into unity. "Spontaneous enlightenment" is the 
end of a course of study， just as the single term “divinity， " ju -sh en 特 入 神

(literally "entering the spiritual吋 concludes the subsequent list of enumer
ated rules and categories.  From multiplicity and division， the later poet hopes 
to return to unitYi from language he returns to the ineffablei from the 
pragmatic， magistral， and tendentious， he moves to the elusive and visionary. 
Yen Yü's blend of the technical and the almost mystical recalls another crit
ical work that was troubled by literature's decline and sought to return to 
the greatness of ancient writers， On the Sublime 

II 

詩 之 法 有 五 0 日 體 製 O 日 格 力 O 日 氣 象 。 同 興趣 。 日 音 節 。

III. 

詩 之 品 有 九 0 日 高 o 1=1 古 。 日 深 。 日 遠 。 日 長 。 日 雄 渾 。 日 飄逸 。 日 悲 壯 。 日 淒 婉 o 其 用

工 有 三 。 日 起 結 。 日 句 法 O 日 字 眼 O 其 大 學 有 二 。 日 優 游 不 迫 。 日 沉 著 痛 快 。 詩 之 極 致 有

呵 。 日 入 神 。 詩 而 入 神 O 奎 矣 。 盡 矣 O 蔑 以 加 矣 。 惟 李 杜 得 乏 。 他 人 得 之蓋 寡 也 。

1 1 .  Poetry has five rules (fa * ) :  1 )  construction of form ( t '尸 -ch ih) ; 2) force of  

s tructure (如仁li ) ; 3 )  atmosphere (ch 'i令 人hsiang\ literally ch 'i-image) ; 4) 的rnng

and excitement (hsing* -ch 'u * ) ;  5) tone and rhythm ( y in-chieh) . 

III . Poetry has nine categories : 1 )  lofty; 2) ancient; 3) deep ; 4) far;  5) long; 6) 

pote肘， undifferentiated; 7) drifting aloof; 8) noble grief; 9) gentle melancholy . 

There are three areas that demand care : 1 )  the opening and closing; 2) the 

rules for constructi月 lines (chü-:f計 ) ; 3 )  thc “eye" o f  the line [ a  p。如on in a line 

usually occupied by a verb or descriptive， which bcars special s tylistic force] . 

" Ts 'ang-lang 's Remarks on Poetry JJ 399 



There are two overall situations: 1 )  s traightforward and carefree; 2) firm， 

selιpossessed， and at ease .  

There is only one supreme accomplishmcnt: “vinity (ju-shel1 * ) .  

Where poetry has “divinity" it is pcrfect and has reached its limit; there is 

nothing to add to it .  Only Li PO and Tu Fu attained this ; the others achieve it 

only imperfectly. 

Interposed between the first discursive section on the course of study in poet
ry and the following section building an analogy between poetry and Ch' an， 
we find this series of lists， characteristic of manuals of popular poetics from 
the T' ang on. Such lists belong to the genre known as "rules for poetry" ( shih 
f。 可 or "structural fram巴S 10r poetry" ( shih -k。 可 or "models for poetry" ( s站hi品!也h 
shi沾h 詩式 ) . 1n modern studies 0吐t
t品on吋dn凹es阻s for comparing the contents of such lis臼叫s仗t吭s院， b加ut such c∞omp伊ans叩ons r間e
veal ve叮ry lit仇tle . The impulse to list is itself interesting: such lists pretend to 
be an authoritative and comprehensive map of some aspect of literature， but 
in fact they are neither authoritative nor comprehensive. Yen Yü's "nine cate吋
gories" 臼s clea釗r甘 a詛n a瓜tt臼emp抖t tωo f缸剖1址11 out the number nine向 he咒e could jus仗t a品s 
c叫as缸il句y have given seven咒1丸， twel知ve吼， or even twenty-four categories . The actual 
numbers are less significant than the sequence of lists， focusing down from 
the "nine categories" to three， two， and then one . This is 且 structural embodi
ment of moving toward what is essential-the unity that comprehends all 
difference . 

The "five rules" are not so much "rules， " fa 弋 in themselves as they are a 
division of the poem into aspects through which fa * can be di日cussed.25 T'i * 
chih， “construction of form， " is roughly the thematic and structural formula
tion of a text according to generic and subgeneric norms ( the subgeneric 
norms being roughly associated with thematic convention) .  To offer a West】
ern exampk a work of detective fiction has a determinate sequence of 
normative events and a complement of agents who are functions of those 
events.  The emphasis in t γ -ch泊 的 on the interdependency and wholeness of 
the work in regard to a given norm. Ko* .占， "force of structure/' is the linear 
integrity of the structure; again to use the example of detective fiction， a 
work requires a certain complement of interrelated agents and events to be a 
work of detective fiction， but such completeness does not guarantee the 
forceful integrity of the plot; this latter aspect of structure， how the plot 
“n10ves" is ko人li .

Ch 'i * -hsiang特 ， "atmosphere/' is an integral of quality， with reference to 
the whole or to some part; it is the impression that the text makes apart from 
the linearity of structure . 1n Western criticism impressionistic comments on 
quality are usually ch 'i * '-hsiang* : to contin 
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hsiang* ;  yet however much scholastic criticism struggles to ignore it， the 
apprehension of ch γ hsiang * remains an essential part of literary reading. 

Hsing持 自ch 'ü * ， 、tirring and excitement， " is the quality of the text in 
reference to to the reader : it is an affectiv� force， both animating the text and 
catchi月 the reader up in relation to it. In our example of detective fiction， 
"suspense" would be a subcategory of hsing普 ch 'ü * : a work may be struc
tured for suspense ( its ko* -li ) and have an "atmosphere" ( ch 'i *  -hsiang* ) con
ducive to suspense， but neither in itself guarantees true suspense .  By catching 
a reader up in a living relation to the text， hsing勢 -ch 'u 持 animates the text， 
makes it seem less of an artifact; thus traditional theorists often compared 
hsing勢 ch 'ü 特 to the spirit or soul . 

Yin * -chieh，  "tone and rhythm， " 的 the auditory aspect of a poem， combin
ing the purely phonic ( yin 叮 with the rhythms of movement ( chieh ) in the 
grouping of syntactic units. For example， a seven-character line with a single 
predicate has a ve叮 different rhythm from a seven-character line made up 
primarily of paratactic two-character compounds. Note that in these group
ings traditional criticism makes clear distinctions between the first and 
second “rules" and between the third and fourth "rules， " as Western criti巳isrn
usually would not . 

The sty1es or manners that constitute the "nine categories" are particu
larly poorly conceived. Two ver叮y common s仗ty升listic ca前te呵go凹ri記es院 μ，吐10吋ft吋y and
anci臼entγF卅

，
(估kωao-k叫u吭1， C∞ombi吐叮i臼ned in Ss叭叫u-吋-k主V札J、、ung T'、、u'池s

Poetry"吋 ) and 'μ'deep and far" ( shen -yüan )  are divided into four separate cate
gories. "Long" ( ch 'ang) might be understood as something like "far" or as 
"long-winded" :  alone it has no place in such a list. The final compound 
categories are all common ones， the sixth and seventh having been in
cluded in Ssu-k'ung T九1'S "Twenty-Four Categories of Poetry. " 

The μthree areas that demand care" are all common topics in technical 
criticism， whereas the "two overall situations" are modal e1aborations of the 
common opposition between tung 動 and ching 靜， activity and quiescence. 
The numeration focuses down to the unitary quality of "divinity， " ju-sh en 瓣 ，

a1ready a common term o f  praise that i s  here raised t o  the highest va1ue in 
poetry .26 The perfect attainment of this highest value in poetry is limited to 
the two greatest poets of that brief period of poetic perfec 

I V. 

禪 家 者 流 乘 。 有 小 大 。 宗 有 南 北 。 道有 邪 正 。 學 者 須 從 最 上 乘 O 具 正 法 限 。 悟第一議 。 若

小 乘 阱 。 聲 問 辟 支 果 。 皆 非 正 也 O 論討 如論碎 。 漢 魏 晉 與 盛 唐 之 詩 。 頁。 第 -義也 。 大曆 以

j皇 之 詩 O 則 小 乘 神 也 。 巳 落 第二 義 矣 。 晚 庸 之 計 。 則 聲 開 辟 支 果 也 。 學 漢 魏 督 與 盛 唐 詩

者 。 臨 街 下 也 。 學 大曆 以 還 之 百字 者 。 瞥 洞 卡 也 O 大 iJ:í:�單 道 惟 在 妙 悟 。 詩道亦在妙倍 。 立fffi

襄!場學 )J F 韓 退 之遠 甚 。 而其詩獨 出 退 乏 之 上 者 。 一 味 妙 悟 呵呵 巴 。 惟 恬 乃 為 當 行 。 乃 為 本

色 O 然、 悟 有 淺 深 。 有 分 限 。 有 透徹 之悟 。 有 位 得 一 知 半 解 之 倍 。 j葵 魏 尚 矣 。 不假愕也 。 謝

靈 通 至 啦 !告 諸 公 。 透 徹 之 悟 也 他 。 雖 有 悟 者 O 皆 非 第 一 義 也 。 吾 昌平 之 非 偕 也 。 辯 立 非 妄
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也 。 天 下 有 可壤 之 人 。 無 可 廢 之 言 。 詩 道 如 是 也 。 若 以 為 不 然 。 則 是 晃 詩 之 不 廣 。 參詩 之

不熟 耳 。 試取漢魏之詩而熟 參 之 。 次 取 晉 宋 之 詩 而 熟 參 之 。 次 取 南 北 朝 之詩而熟參之 。 次

取沈宋王楊盧駱陳拾遺之詩而熟 參 之 。 (J;:: 取 開 元 天 寶 諸 家 之 詩 而 熟 參 之 。 次 獨取李杜二公

之詩而熟參之 。 又 取 大 曆 十 才 子 之 詩 |而 熟 參 之 G 艾瑕 元 和 之 詩 而 熟 參 之 。 又盡取晚唐諸家

之詩而熟參之 。 文 取 本 朝 蘇 黃 以 下 諸 家 之 詩 而 熟 參 之 。 其 真是非 自 有 不 能 穩 者 o 憶猶於此

而無見焉 。 則是野狐外道 O 蒙蔽其真識 O 不 可救藥 。 終不悟也 。

In the tradition of Ch'an Buddhism there are the Greater and Lesser Disci

plines ; there is a northern patriarchate and a southern patriarchatc; there is the 

orthodox (cheng * )  Way and a heterodox Way. The student must follow the 

very highest discipline， perfect the orthodox “eye of the Law" (ja *  -yen) and 

become enlightened to the primary Truth. 27 N cither the lesser vehiclc of 

Ch'an ' s  enlightenment by “merely hearing the Word" nor cnlightenment by 

“self-rcalization" are orthodox. 

Considcring poetry is j ust  like considering Ch‘ 紅1 . The poetry of the Han， 

Wei， Tsin， and High T'ang is the “primary truth . " The poetry since thc Ta-li 

reign [766-779] is the lesscr discipline of Ch‘an and has fallen into the “ sccon

dary truth . " The poetry of  the late T‘ang is enlightenment by “ merely hearing 

the Word" or by “sclf-rcalization. " To study the poetry of the Han， Wei， Tsin， 

and High T‘ang is to be under the Lin-chi School; but to study the poetry since 

the Ta-li reign is to be under the Ts 'ao-tung School .  

Speaking generally， the Way of Ch'an is conccrned only with enlighten

ment . The strength of Meng Hao-j間's learning is far below that of Han Yü; 

but the reason that his poctry stands singularly above Han Y函's is simply the 

fact that Meng ' s  poetry is consistently enlightened . Enlightenment is， indeed，  

the necessary procedure， it is the “original color" (pen九5♂) . 28

Still， there are distinctions of depth in enlightenment: there is limited en

lightenment and a fully pcnetrating enlightenment ;  there is enlightenment that 

achieves knowledge of only one thing and partial comprchension. The Han 

and Wci are superior-they did not need enlightenment. From Hsieh Ling

yün to the High T'ang mastcrs therc is fully pcnetrating enlightenment. 

Although thcre is somc enlightenment among the others ，  in no case is it the 

“primary truth . " My criticism herc is not excessive， and my analysis is not in 

error .  Thcrc arc those in thc world who can bc disregarded as persons but 

whosc words cannot bc disregarded. Such is the Way of Poetry; and if you 

think it is not so ，  you do not have broad cxpcrience of poctry， and you have 

not ref1ected fully on poetry. 

Try taking the poems of the Han and Wei and ref1ecting on them fully; 

then do the same with the poctry of the Tsin and Liu-Sung; then again with the 

p oetry of the Northern and Southern Dynasties . Then take and do the same 

with Shen Ch'üan-ch'i ，  Sung Chih-wen， 就rang Po，  Yang Chiung， Lu Chao

lin， Lo Pin-wang， and Ch‘cn Tzu 
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ters of the K‘ai-yüan and T'ien-pao reigns ; then take Li PO and Tu Fu; then 

take the Ten Masters of the Ta-li reign; then take the poetry of the Yüan-ho 

reign [thc mid T‘an剖 ， then take all the masters of  the late T ‘ang;  and then take 

the various writcrs of our own dynasty from Su Shih and Huang T‘ing-chien 

on. In doing so， it is impossiblc to conccal what is truly right and what is not .  

And if， by somc chanc亡， you still cannot see it from this ，  then some weird，  

outlandish Way has obscurcd your capacity for genuinc judgmcnt: there is  no 

saving you，  for you will nevcr be en1ightened. 

As stated earlier， the analogy between poetry and Ch'an was already com
monplace in the thirteenth centurYi but there was already in that tradition a 
certain ambiguity as to whether poetry was like Ch'an in its essence or 
whether the study of poetry functioned in a way similar to the discipline of 
Ch'an (i .e. ， the process that leads to enlightenment) .  This ambiguity is implic
it in the concept of enlightenment itself， which is both a momentary event， 
anticipated and occurring in an unenlightened world， and also a condition 
that subsists without reference to the unenlightened world. As Yen Yü am
plifies the analogy， the contradictions between the condition and the event， 
with its preliminary discip1ine， become apparent . There is no question that 
Yen Yü's initial point is that both the discipline of Ch'an training and the 
study of poetry are concerned with a moment of enlightenment， when dis 
cipline is transcended， when knowing and being are a unity. A question 
does remain， however， regarding the condition of enlightenment attained一
whether poetic enlightenment is like or is the same as Ch'an enlightenment. 

It has been properly pointed out by Richard Lynn that the Ch'an analogy 
is precisely an analogy rather than a statement of identity戶 However， the 
analogy is concerned with the means， the discipline， and leaves unresolved 
the question as to whether the ends to which those means work are or are 
not identical . The question is simply， can there be two distinct conditions 
of enlightenment， a poetic enlightenment and a Ch'an enlightenment ? A 
distinction in means might be quite proper in an unenlightened world of 
difference， but from a Ch'an point of view a distinct "poetic enlightenment" 
would be absurd， except as referring to a distinct sphere of activity in 
which the unitary condition of enlightenment might manifest itself to the 
unenlightened. 

We may therefore distinguish three possible levels on which Yen Yü 
might be asserting the relation between poetry and Ch'an. On the lowest 
level， he might be restricting himself purely to procedures :  both Ch'an dis
cipline and the study of poetry work towards a moment when each， in its 
own way， achieves a level of intuitive， prereflective understanding. Yen Yü's 
comment that the poets of the Han and Wei "did not need enlightenment" 
supports the procedural interpretation. Since these poets were unselιcon
scious ( like Schiller's "naive" poets they "were" nature )， they were spared 
the process 
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The second level builds on the procedural analogy but goes further. This 
level would be an analogy between the condition of Ch'an enlightenment and 
poetic "enlightenment" ( enlightenment placed in guotation marks because it 
is not really enlightenment in the religious sense， but some unique state that 
can only be described through the simi1e of Ch'an enlightenment) .  In this 
case the scene presented by an "enlightened" poet would have a quality of 
elusive and prereflective "rightness" to it， as one presumably would under也
stand the world following Buddhist enlightenment . 

On the third level， Yen Yü would be asserting an essential identity be
tween the condition of poetic enlightenment and Ch'an enlightenment:  there 
is only one condition of enlightenment， which may be attained through poet
ry and is manifest in it .  The disciplines are similar， and the end is the same. 
Although Chinese critics have often pointed out the incompatibility between 
Ch'an wordlessness and the poet's world of words， for Yen Yü the essential 
quality of poetry was precisely what lay "beyond the words . "  The choice of 
恥1.eng Hao-jan as the enlightened poet， as a contrast to the leam己d poetry of 
Han YÜ， strongly suggests that Yen YÜ intended a more basic connection 
between poetry and Ch'an than simply the procedures of attaining enlighten
ment (a contrast betwe巳n Li PO and Han YÜ would have been very diHerent ) 
But it is uncertain whether he intended the conditions of poetic and Ch'an 
enlightenment to be identical or merely analogical . 

The core of the Ch'an analogy-that poetic enlightenment is in some 
degree or way "like" Ch'an enlightenment-may be ambiguous， but it does 
have some content， however minimal. Yen Yü takes the received analogy 
( "poetry is like Ch'an" )  and amplifies it to find new points of correspondence， 
extending it into partisan sectarian lore. If attaining poetic enlightenment is 
in some way like Ch'an enlightenme帥， then the ways of studying poetry 
must in some way be like the hierarchical array of Ch'an sects . 

We might well wonder why Yen Yü could not just as easily have built this 
part of his analogy on cooking-major and minor traditions， a northem and 
southem school， one who wants to cook well should study the "best" way， 
and so on. At this level， he is simply decoratíng th巳 claim that poetry is one of 
those disciplines whose various schools show a (presumably) self-evident 
hierarchy of value. Nevertheless， we might 

choice and division. 
From the point of view of critical voice， the most intercstìng aspect of the 

passage is its petulance， which leads to a strident tirade . He anticipates being 
attacked for what he is saying ( and despite the fact that there were those in 
the thirteenth century who admìred the poetry of the mid and late T'ang， the 
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supremacy of the High T'ang was already so generally conceded that violent 
disagreement would have been highly unlikely) ;  Yen Yü even anticipates 
being dismissed as a person of no importance. He counters his imaginary 
detractors with a paraphrase of Analects XV.22 : "He said. 'The best do not 
advance another merely on account of what he says， nor do they disregard 
what he says merely on account of the person. 川

，
Yen Yü can almost sense the 

sneers of his readers . 
Under the threat of being disbelieved and the threat of personal attack， 

Yen Yü changes his poetic curriculum: again he tells us to read the history of 
Chinese poetry， but our putative lack of faith in him has made us no longer 
worthy of his magistral solicitude to protect us from the infection of inferior 
poetry. Now he tells us to continue reading， on after the High T'ang. If we do 
so，  he tells us ，  the decline of poetry will be selιevident . Previously， judgment 

had meant to know only the good; now judgment means to know both the 
good and the bad by their self-evident diHerences 

But suppose， after following this course of reading， it is not self-evident to 
us ﹒ the very possibility infuriates him， and he concludes the section with a 
stridency rare in Chinese writing-if you don't believe me， you are a hopeless 
fool . The mannered magistral tone of the opening gives way to a shouting 
demand that he be granted authority; disagreement must be punished with 
humiliation. Yen YÜ is often spoken of as the parent of poetic orthodoxy. 
There had been a quiet orthodoxy of consensus long before him; his is the 
voice of a new and unpleasant form of orthodoxy， uncertain of itself and 
demanding absolute conformity， an orthodoxy in which unbeliev巳rs are 
threatened with punishments of scom and insults . And strangely， this 
intensely personal relation that he would establish with us-master and 
unswervingly obedient disciples-is counterbalanced by an elusively im
personal notion of the nature of poetic vision .3 1 

v. 

夫 詩 有 別 材 。 非 關 書 也 O 詩 有 別 趣 。 非 關 理 也 。 然、 非 多 讀 書 O 多 窮理 。 則不能極其至 O 所

謂不涉理路 。 不 落 言 畫室 者 。 t 也 。 請 者 。 吟詠惰性 也 。 盛 唐 諸 人 惟 在 興 趣 。 羚 羊 掛 角 。 無

跡 可 求 O 故 其 妙 處透徹玲瓏 。 不可 湊 泊 。 由日索 中 之 音 。 相 中 之 色 。 水 中 之 月 。 鏡 中 之 象 。

吾 有盡 而 君、 無 窮 。 近 代 諸 公 乃 作 奇 特 解 會 。 遂 以 文 字 為 詩 。 tJ、 才學 為 詩 O 以 議 論 為 詩 。 夫

豈 不 r:: 0 終 非 古 人 之 詩 也 。 主主 於 一 唱 三 歎 之 音 。 有 所 歉 焉 。 且 其 作 多 務 使 事 。 不問耳其致 O

用 字 必 有 來 歷 。 押韻 必 有 出 處 。 讀 之 反 覆終 篇 。 不知 著 到 俏 。 在 其 末 流 甚 者 。 叫噪怒張 。

殊 乖 忠 厚 之 風 。 殆 以 罵 皆 為 詩 。 詩而 至 此 。 可 謂 一 厄 也 。 然 貝IJ 近 代 之 詩 無 取 乎 O 日 有 之 。

吾 取 其; 合 於 古 人 者 而 巳 。 國 初 之 詩 向法 襲 唐 人 。 王 黃 州 學 自 樂 。 天 楊文 公 劉 中 山 學 李 商

隱 。 且是 文 肅學韋蘇 州 。 歐陽公學韓退 之 古 詩 。 梅里俞 學 唐 人 平潛 處 。 至東坡山 谷 始 白 的 己

;意 以 為 詩 。 唐 人 之 風 變 矣 。 山 谷 用 工尤為 深 刻 。 其 後 法 席盛 行 。 海 內 稱江 西宗派 。 近 世趙

主持 芝 翁 讓舒章 。 獨喜 賈 島 姚 合 之詩 。 稍 稍 復 就 清 苦 之 風 。 江 湖 詩 人 多效其體 。 一時 自 謂之

唐 宗 O 不 知 止 人 聲 開 辟 支之果 。 豈路唐 諸 公 大乘 正 法 眼 者 哉 。 睦 乎 。 正 法 限 之 無 傳 久 矣 。
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唐 詩 之 說 未 唱 。 唐 詩 之 道或 有 時 而 明 也 O 今 既 唱 其體 臼 唐詩 矣 O 則 學 者 謂 唐詩 誠 ll-. 於 是

耳 。 得 非 詩 道 之 m 不 幸 邪 。 故 予 不 自 量 度 。 輒 定 詩 之 宗 旨 。 立 (昔 禪 以 為 喻 。 推 原 漢 魏 以

來 。 而截然謂當以盛唐為 法 。 wt 獲 罪 於 世 之 君 子 。 不辭 也 。

Poetry invo1ves a distinct materia1 (ts (a i叮 that has nothing to do with books . 

Poctry invo1vcs a distinct intcrcst (ch 次) that has nothing to do with natura1 

princip1e ( li 勞 ) . Still， if you don ' t  read cxtcnsivcly and lcarn all thcrc is to know 

about natura1 princip1亡， you can' t  rcach thc highcst lcvcl. But thc vcry best 

invo1ves what is known as “not gctting onto the road of natura1 princip1e" and 

“not falling into thc trap of words . "32 

Poctry is "to sing what is in the heart . "33 In thc stirring and excitement 

(hsing*  -ch (ü * )  of their poctry， the High T‘ang writcrs were those antelopes that 

hang by their horns ， 1caving no tracks to be followcd . Whcrc thcy are subtle 

(miao * ) ，  thcre is a limpid and sparkling quality that can never be quite fixed 

and dctcrmined一likc toncs in thc empty ai丸 or co1or in a fa白， or moonlight 

in the water， or an imagc (hsiang特 ) in a .mirror-the words arc exhausted， but 

the meaning is never exhausted. 

The writers of recent times show a forccd cleverness in their understand

ing; they make poetry out of mcre writing， thcy makc poetry out of merc 

1earning，  thcy makc poetry out of discursive argument. Of coursc ，  such poetry 

is good in the scnse of being wcll-wrought， but it is not the poctry of the oldcr 

writers. It may wcll bc that there is something 1acking in the tones ( y in) 

of thcir work， that qua1ity whi品， “when one pcrson sings ，  threc j oin in 

harmony . "34 In their writing， they often fee1 obliged to makc referenccs (shih * )  

with n o  regard t o  stirring and excitemcnt (hsin，í;*  - ch (ü 著 ) ; thcy feel that what

ever words they use must have a tradition of prcvious usagc and that thc 

rhymes thcy choose must have a sourcc in somc carlier text. When you read 

such pocms and rcf1ect on them as a who1e， you have no idea what thcy are 

getting at .  Thc 1ast and lcast of such pocts rant and rave cxtravagantly ， com

p1etely at odds with thc poctic tradition (feng* )  of courtcsy a吋 generoslty，

evcn to the point where thcy makc poctry out of snarling insults . When poetry 

rcaches this lcvel， wc may consider it to be in gravc danger. If this is tr肘，

shou1d we thcn 1earn nothing from reccnt poctry? No， thcrc are things worth 

1earning，  but on1y thosc things which coincide with the older writers . 

The poets at thc beginning of our dynasty still followed in the footstcps of 

thc T‘ang writcrs : Wang Yü-ch ‘cng lcarncd from the poetry of PO Chü-抖，

Yang Yi and Liu Y泣n 1carned from Li Shang-yin， Sheng Tu lcarned from Wei 

Ying-wu; Ou-yang Hsiu lcarned from the old-stylc poctry of Han 
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thcm. At t出hi臼s po凹1n叫lt t出hc in叫lf臼趴h肘肛e (j升el叫fη叩19*η ) of t出he T‘冶冶a沮I峙 wr肘r昀s u凹吋c盯rweαI叫 a 

mutation (p ien 普 ) . By dint of grcat cfIorts ， Huang T‘ ing-chien achieved some 

really striking eff凹的， so that aftcrwards his cvangelical mcthods drew a spate 

of followers ，  who werc called by cvcryone in thc world the “Chiang屯S1

Schoo1 . " In more rccent times writers such as Chao Shih-hsiu and W cng 

Chüan have found unique cnj oymcnt in the poetry of Chia Tao and Yao Ho， 

and to a certain extcnt brought back thc “clcar and bitter" manner (jeng* )  

practiced b y  some T' ang writers . Poets o f  the Chiang-hu School generally 

imitatc this form， and thesc days they call themselves thc “T'ang tradition" !  

They don' t  realize that they are doing nothing more than tasting the fruits of  

“ merely hearing the word" and “self-realization"一it i s  certainly not the “greater 

discipline， "  the orthodox “eye of the law" of the High T‘ang masters . 

For a long time now the orthodox "eye of the law" has not been trans

mitted.  Though the true explanation ofT‘ang poetry has not becn proclaimed， 

it may be that someday thc Way of T‘ang poetry will become manifest .  Since 

they [the Chiang-hu School] now proclaim their version of T 'ang poetry as 

[thc truc] T‘ang poetry， those who study poetry may think that T‘ang poetry 

gocs no farthcr than this .  For this reason，  1 have not been deterred by my own 

[1imited J capacity and havc hastily set out the true values of poctry; moreover， 

1 have used Ch'an as an illustration， tracing thc origins of poetry back to the 

Han and Wci and claiming decisively that one should take the High T ‘ang as 

01凹 ' s rule (jà * ) .  Even though 1 may be blamed by the gentlemen of this age， 1 
retract nothing .  

The opening passages of  this section are very famous， often quoted and com
mented on. And these opening passages indeed raise many questions .  First， 
do the two beginning sentences mean that part 01 what is essential to poetry 
has nothing to do with books and natural principle ? Or is this a more radical 
statement， that the essential stuff and excitement of poetry is entirely d詣，
tinct from leaming and reflective thought ( the yu 有 is ambiguous and can be 
construed either way ) .  In the first case， we might translate : "In poetry there is 
a distinct material . . . 叮 in the second case :  "Poetry has its own distinct 
material . . . " The translation above attempts to ‘ leave these important 
altematives in suspension. Clearly Yen YÜ considers this "distinct material" 
to be the most important thi月 in poetry， what is essentially "poetic . " 

A second question is the precise reference of ts 'ai 舍 ， translated as "ma
terial . "  Ts ' ai 會 is the innate "stuff" of something in regard to its capacity for 
use or being put into practice. When written as 才 ， ts 'ai * is often applied in 
reference to human beings and means something like "talent， " an innate 
capacity for accomplishment; when written 材， ts 'ai is the useful "material" 
of objects . However， the two graphs are frequently exchanged， being essen
tially the same word. Ts 'ai 會 had previously been used mainly ( though not 
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exclusively) in a quantitative sense :  one spoke of it in terms of "how much" 
there was圖

Ts 'ai as μtalent" h在d often been associated with a store of learning， which 
was the "material" used in composition ( in the Western tradition we should 
not forget the parable of the "talents" in Matthew 25 : 1 4-30， by which a de
gree of monetary endowment became a permanent figure for spiritual endow句
ment)月 If one has much， one can spend much; and in popular usage ts剖 *
was often associated with the capacity t o  write readily and voluminously. In 
English usage poetic "talent" is an abstract ability， but ts 'ai 勢 was never en
tirely dissociated from the "material" (whether learning or something else) 
that the poet had in his mind and was able to use in making a poem ( cf .  the 
discussion of the use of "material" in Yeh Hsieh's metaphor of building a 
house， pp. 562-568 ) .  

B y  using the phrase " a  distinct ts 'ai 弋 " Yen Yü transforms this primarily 
quantitative term into a primarily qualitative term; and by dissociating it 
from learning， he destroys the easy identification between "talent" as pure 
capacity and a capital of poetic "material . "  Most commentators and trans
lators take ts 洹特 as talent ( "poetry involves a distinct talent . . . " ) ，  and 
"talent" is certainly implicit in the passage. However， I have here rendered it 
"material" because， even though it was in the poet， here it is primarily some
thing perceived in the poem (as ch 'ü * ，  "interest" or "élan"， is present in both 
but perceived primarily in the poem) .  What is at issue here is not so much the 
enabling capa口ty ( μtalent" )  but the visionary percepts that become true poet
ry's "material . "  

An interesting event occurred in regard t o  Yen Yü's statement about 
"books， " shu .  In his commentary Kuo Shao個yü gives a long discussion of the 
common misquotation of this line as "has nothing to do with learning" ( read【
ing hsüeh 學 instead of shu 書 ) . Not only does this substitution indicate how 
the line was understood; it is a rhetorical radicalization of Yen Yü's state
ment， adding the thrill of heresy in directly dismissing the sacrosanct con】
cept of hsü晶， "learning. "  It would be attractive and fully consonant with the 
stress on the "poetic" 的 lying μbeyond the words， " to read shu 且s "what is 
written， " leading to the translation : "has nothing to do with wh且t is written 
in the text . "  But Yen Yü's clear use of "learning， " hsiieh，  in the amplification 
of this opening forbids such a reading. We must understand shu ，  "bo 
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tradition， however autonomous from general history.37 Such a claim for 
something uniquely poetic ran counter to the entire tradition of Chinese 
literary thought. And if Yen Yü was often brash and polemical， in this respect 
at least we must concede the necεssity of such a stance in order to make his 
claim heard. 

During the Sung， major changes had taken place both in the conception of 
li 著 and in the role of literary learning. A degree of dissatisfaction with these 
transformations made it possible for at least some readers to welcome Yen 
Yü's heretical declarations (a welcome that would have been much less likely 
in an earlier era ) .  Prior to the Sung li 持 simply meant "how the world works川
to dissociate poetry from li 帶 would have been to deny its truth， its basis in the 
natural and human universe.38 Without considering the complex changes in 
the interpretation of li 拼 in the Sung ( changes that are irrelevant to Yen Yü's 
position here ) ，  it can be said that by Yen Yü's time li 靜 had acquired strong 
associations of theoretical philosophical speculation， with close ties to those 
discursive aspects of Sung poetry to which he strongly objected. Unable to 
dissociate the older notion of "the way the world works" from acts of discur
sive interpretation within the poem， Yen Yü rejected altogether the essential
ity of li 姆 to poetry. Whereas the High T'ang poet might have understood his 
own poem as the perfect embodiment of "how it was then" ( the older notion 
of li * )， Yen Yü would have found in the same poem some luminous quality of 
the "poetic， " entirely distinct from li *， both in the older sense and in the 
Sung sense .  

In the separation of li * from poetry， the category ch 'ü * ，  "interest， 心s care間
fully chosen. Of all the non-formal aspects of poetry， ch 'ii *  is the one most 
easily dissociated from li 斜 ﹒ Yen YÜ reminds us that what is offered in the best 
poetry is not understanding but engagement， a pecu1iar excitement in art that 
is sui generis.39 

Yen Yü's dissociation of the quintessentially "poetic" from a basis in the 
poetic tradition is at once both more comp1icated than and inseparable from 
the commonplace notion of "the study of poetry， " hs凹的】shih， 的 it was con
ceived in his time. In the T'ang， a young person read poetry， perhaps studied 
some technical prescriptions， and then wrote poems.  No T'ang poet would 
have conceived of poetry apart from learning and reading earlier poems:  the 
necessary relation between reading and composition was unproblematic and 
self-ev 
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Although the Chiang-hsi school's cult of sources was certainly a primary 
object of Yen Yü's attack here， the obsession with intertextuality was a uni
versal phenomenon in poetic circles of the twelfth and thirteenth centuries 

In his own program for the "study of poetry， " Yen Yü cannot entirely 
abandon Sung bookishness; but he transforms it， intensifies it， and then 
transcends it. For him， earlier poetry and its books are both loved and re
sented， necessary and unnecessary. Yen Yü's student i日 to begin with an 
intensive course of reading ( and in contrast to the Chiang四hsi school 's  ahis
torical sense of the poetic past， Yen Yü's is a historical cours巴 of reading) ;  but 
this is a course of study that is ultimately supposed to take the student 
beyond study-the moment of enlightenment in which the possibility of true 
poetry first appears . As was the case with 11 * ，  Yen Yü's dissociation of the 
essence of poetry from intertextuality may have been occasioned by a rejec
tion of the Sung transformation of the "study of poetry叮 but he articulated 
the separation in a radical way. 

No sooner had Yen Yü made these two radical pronouncements than he 
backed off and qualified their heretical implications : of course one must 
understand 1i 著 thoroughly; of course one must read widely. Even as he ac
knowledges the importance of 1i 教 且nd the po巳t机lC t位ra叫di此ti叩on咒， we know t由h且瓜t he 
means to say字.
tωo do wit由h what i臼s 'poeticσ' in t出he poem. 'η' Yen Y i位i 's audience understood what 
he meant quite clearly : the radical opening comments were remembered and 
repeatedly cited， not his reasonable retreat from heresy ( except by those de
fenders who wanted to show that Yen was really more moderate that he 
seemed) .  1t was for the heresy that he was attacked， and it was for the heresy 
that he was praised : he had raised something like the possibility of "pure 
poetry" in his work . 1n the context of the tradition of literary thought， such a 
possibility was truly heretical， and Yen YÜ ostentatiously wrapped himself in 
the mantle of chι:ng' 九 "orthodoxy."

As Yen Yü drew back from his heterodox position， again making a place 
for poetic learning and understanding li 弋 he tried to reestablish the canonical 
authority of his position by quoting a commonplace from the "Great Pre
face" ﹒ { {Poetry is to sing what is in the heart . "  Though later critics always 
remember that Yen YÜ cited this， it was not what he meant at a11一1t 1S an 
evasion， a hiding of his tra 
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certainly such Ch'an usage of the image that Yen Yü has in mindj but one 
cannot help noticing how utterly inappropriate the image is at this point， and 
how， with its Ch'an overtones， it cannot be easily reconciled with the preced咱
ing reference to the phrase from the "Great Preface/' "singing what is in 
the heart . "  It should be assimilated to the crítical cliché of the "absence of 
traces川 no obvious marks of conscious crafti月﹒ But the image of the ante
lope is one of concealment， of desiring not to be found : what is hidden is the 
creature， or in the analogy， the poet with his living circumstances and 
concerns-precisely the contents of the μheart" ( ch 'i月* -hsing 棒 ) that he is 
supposed to be singing. Ch'an and Yen Yü seek an ineffable presence of truthj 
recognition of such a truth may admit varying degrees of perfection ( anything 
short of perfection being a mediation that shows "traces" ) ，  but the truth itseH 
does not admit particularity and individu且tion. This is quite the opposite of 
the traditional concept of poetry， "singing what is in the heart/' which is 
inseparable from the individuality of the poet and the particularity of the 
poet's circumstances . We have here two sets of values that lead readers in 
opposìte directions . 

The im且ges that follow make cle且r what really interests Yen Yü : each 
lmage-勻。nes in the empty air， color in a face， moonlight in the water， an 
image in a mirror"一-is something intangible， something that eludes defini個
tion. Yen YÜ is searching for something likc the pure and elusive μpoetic 
lmage叮 it is not something that forcefully transmits human thought and 
feeling， but something indefinite and always just out of reach . As in Western 
traditions of reflection on the sublime and the beautiful， the focus here is 
entirely on a quality of the reader's experience : productive poetics is reduced 
to the question of how to produce such an effect“ But the quality of the experi 
ence which conc巳rns Yen Yü differs sharply from both the sublime and the 
beautiful . The sublime involvcs some index of the transcendentj the beauti 
ful is bound up with the experience of definite form. The experience that 
lures Yen YÜ is rather one of elusive presences， mia叭j the "wondrously 
subtle . "  The famous string of metaphors for this quality follow in the tradi
tion of Tai Shu-lun's description of the poetic scene， "you can gaze on it but 
you cannot fix it 1n your eyes" ( see p. 357 ) .  

There is some ground-empty space， face， water， mirror ( 1  
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is some irony in the fact that Sung poetηT was despised on account of values 
that are deeply rooted in Sung literary thought， culminating in this mortal 
blow that was delivered itself in the Sung. 

The nature of Yen Yü's charges reinforces his theoretical point : Sung 
writers take something that is not poetry and try to make poetry out of it .  
The assumption is that there is something quintessentìally proper to poetry :  
"the poetic . "  Anything that is  not  "the poetic" is alien to poetry. The tradi
tion of poetic values that followed from the "Great Preface" had sufficient 
latitude to embrace the full range of changes in Chinese poetic history， in
cluding Sung poetrYi Yen Yü's poetics did not. Despite hìs citation of the 
"Great Preface， " Yen Yü did not accept that poetry is "what is in the heart， " 
ch 'ing姆 -hsing勢 F μaffectìons and nature . "  Such a formulation made poetry the 
mere medium for the appearance of something that existed independent of 
poetry. From Yen Yü's point of view， the witty， discursive manner of Su 
Shih's poetry was simply not "poetic . "  Yet that manner was precisely Su's 
ch 'ing* -hsing持 ， and for Su to "make poetry out of discursive argument" was 
indeed "singing what was in his heart" :  it was that which made Su Shih's 
poetry great and much loved . Yen Y台 proposed new values : though Su Shih's 
poetry might be authentic， it was not poetic. 

CHi生PTER 3

The Rules ofPoetry 

I 

Jip詩先除 亢俗 。 日 (谷牌 。 三 11 俗 意 。 三 月 1谷 句 Q 四 101 俗字 。 在 1 -1 俗韻 。

In the study of poctry you must fìrst eliminatc fìve kinds of uncouthncss (su) 
1 )  uncouth form ( t 'i * ) ，  2) uncouth co盯epts ( y i 勻 ， 3) uncouth li肘s (chü * ) ，  

4 )  uncouth words ， 5 )  uncouth rhymes 咽

1t is a common error to bel詢問 that during the T'ang the language of poetry 
was close to the spoken languagei it is true， however， that in the Sung there 
was a far greater tension between the classical and vernacular styles . There 
are various reasons for this : first， the development of a semi-vernacular 
written language used by literary men (which characterizes parts of "Ts'ang
lang's Remarks on Poetry" itself ) i  second， changes in literary pedagogy in明
volving the widespread use of booksi third， the prevalent influence of mixed 
poetic styles， particularly those of Huang T'ing-chien and later of Yang W叩開
li， which use sharply marked differences， by alternation， between the "high" 
or "poetic" and the "low" or "vernacular" ( su， translated above as "uncouth叫

Yen Yü's initial move to eliminate what is su is the way in which writing 
must be learned by any group that is li月uistically displaced by history or 
locale from what is conceived as a norm of writing. Thi日 is no less true of the 
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way in which American students learn written English. The teaching process 
depends largely on continually correcting solecisms and "vernacular" ex
pressions . Teaching composition in such a historical situation inevitably be
comes a negative pedagogy， a process of censure that inculcates discomfort 
with whatever comes easily but is recognized as su戶

The five categories of  potential uncouthness are simply a way of  saying 
"avoid the uncouth in all aspects of poetry. " It is unclear exactly how Yen Yü 
conceived the problems in these categories-if， as seems unlikely， he gave 
the matter any thought at all . μUncouth form" may mean that certain sub
genres were inherently "uncouth" and thus should be avoided; it may mean 
that a poet should avoid emulating certain poets， such as Huang T'ing-chien 
(who himself inveighed against "uncouthness '' ) ;  it may be that certain ways 
of structuring a poem would be considered "uncouth . "  Are "uncouth 
rhymes" Hudibrastic rhymes or clichéd rhymes ( "moon" "June， " the Chinese 
equivalent being jen， "person， " and ch 'un， "spring" ) ，  or  are they rhymes that 
would have been perfect rhymes in the Sung but imperfect and not allowed in 
the T'ang ( though earlier Yen Yü objects to those who insist on having T'ang 
sources for every rhyme) ?  The generality of Yen Yü's cautions allows the 
serious student of poetηT to be anxious about slipping into su in any part of 
the poem. 

II. 

有話忌 。 有話病 。 語 病 易 除 O 話忌難i涂 。 請 病 古 人 亦 布 之 。 惟 ;再 忌 則 不 口J 1T 0 

Poetry has offenses in language and errors in language. Errors in language are 

easy to elimina伐， but 0岳nses in language are very difficult to eliminate. Even 

the ancients made errors in language， but offenses in language they would not 

allow. 

It is not at all clear exactly what constitutes an error， ping， and what consti
tutes an "offense， " chi .  Technical faults were usually called "e口ors， " while 
"offenses" is a term often used to describe some lapse into "uncouthness， " su .  

The force of  the passage would seem to be that there are potential failings far 
worse than formal incorrectness .  

III. 

須 是 <1立 色 。 須是 當 行 。

It must be the original color; it must show expertise .  
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Both pen 耨 -se * ， "original color/， and tang-hsing， "expertise/' were established 
parts of the jargon of thirteenth-century poetics . μOriginal color" was the 
older terrn， originating in the rnetaphor of the literary work as a fabric. 
"Expertise" was applied alrnost exclusively to the question of generic 
specialty-work in prose， poetry， or song lyric ( tz 'u ) .  In different ways， both 
terrns point to the notion that each forrn of literature has qualities that are 
"proper" to it; those qualities are also what are seen as historically its "origi
nal" qua1ities .  Success in a given genre rneans the rnastery of such qual
ities， which is the work of an "expert" who has read and reflected upon the 
history of a genre. 

I V. 

對 {sJ 好 njf守 。 結 句 好難得 Q �主 句 Itf 尤 難 得 。

I ts easy to gct good parallel couplets [in a regulated vcrse J ，  but hard to gct a 

good closing couplct. But a good opcning couplct is the hardcst of all 

v. 

發 端 忌 f� 舉 止 。 收拾 責 在 W .l訝 。

It is an offense to overdo it in thc opcning;  at thc conclusion ，  it is important to 

lcave spacc for the exit .  

Kuo Shao-yü cites Sung precedents for this use of what appears to be the 
metaphor of a Sung variety play ( tsa -chü 雜刺 to describe the rnovernent of a 
poern. The precise rneaning of chü- chih translated as "overdo it/' is uncer
tain : its usual rneaning is sirnply "behavior" or "action"; but in the context of 
the drarnatic rnetaphor， it suggests the stylized rnotions that were part of the 
serniotic repertoire of Chinese theater. Here Yen Yü seerns to be advising a 
leisurely opening， without rushing into the rnatter of the poern. The second 
clause adrnonishes against abrupt closure; one rnust leave a space for sugges
tiveness at the end . 

VI. 

不 必 太 著 題 。 不必 多 使事 。

One nced not stick to the topic too closcly. Onc nccd 110t use many rcfcrcnces 

(shih 特 )
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T'i， translated as "topic， " is also the title of the poem. Adhering too strictly to 
the title will make the poem seem like an exercise， the kind of rhetorical 
amplification of the components of a title by which a student learns to writej 
a certain liberty of association gives a sense of individuality and authenticity. 
Kuo Shao-yü cites a passage from Chu Hsi's 啥ayings" ( Yü -lei 請蚓﹒ "When

older writers composed a poem， they didn't stick to the topic one hundred 
percent and it turned out finej nowadays when people compose a poem， the 
more they stick closely to the topic， the worse it is . " The avoidance of refer
ences was， ironically， a prescription for one kind of mid自 and late-T'ang 
pentasyllabic regulated verse， a style much imitated in Yen Yü's day and to 
which he objected strongly. 

VII. 

抖1韻不必 有 LU 處 。 用字不必J句來寢 。

Onc need not havc tcxtual sourccs for thc rhymcs onc uses . One need not be  

confined to particular precedents in  using words 

As Kuo Shao-yü indicat巳s， this injunction can be traced directly back to a 
commonplace first articulated by Huang T'ing-chien， that in Tu Fu's poetry 
and in Han Yü's prose every word had a textual antecedent . This common
place was closely linked to a style of commentary on literature， growing in 
the Southern Sung and ultimately derived from Li Shan's commentary to the 
Wen hsüan， which confined itself largely to citation of the sources used for 
the phrases in a line . In Sung poetry， this close attention to precedent usages 
( and precedents in rhymes-only T'ang and pre-T'a時 precedents were 
acceptable) was closely associated with the Chiang占si school of poetry. We 
might note that by not confining himself to usages and rhymes with pre峙
cedents， the poet was immediately in greater danger of lapsing into su， 

"uncouthness . "  

VIII. 

F 字貴 巒 o 造 詣 貴 圓 。

Euphony is important in the choice of words ; “roundness "  is important in 

diction. 

Chinese discourse on literature was， at this stage， blessed not to distinguish 
perfectly b巳tween the semantic aspect of language and the purely form址
(phonic， syntactic-though exceptions exist in rhyme and tonal balance ) .  
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Thus a category such as "resonance， " hsiang， translated as "euphony， " com
bines the phonic with the semantic to produce an all-around sense of "har
mony" :  it μsounds good . "  Ever since sound and sense were put asunder in 
Western literary thought， wise critics have been trying to reunite them; but 
the assumption persists that there is a purely phonic level of poetry. One can 
easily imagine an anal)剖s of an English poem in which the word "dung" is 
phonically attractive， but remains semantical1y jarring; such a word would 
not be hsiang， "resonant . "  "Roundness， " yiian， suggesting "perfection， " is 
a quality of stylistic smoothness and polish : Val己ry is "round叮 Donne is 
distinctly "not round . "  

IX 

意貴透徹 。 不 可偏靴搔峰 。 丘克貴 脫 柄 O 不 可 拖 泥 帶 水 。

In concept ( yi 叮 valuc the pcl1ucid-you can ' t  scratch what itches through 

boots . In diction ( 川) ， valuc the brisk and aloof-don' t drag it throl1gh watcr 

and mud 

One of the attractions of "Ts'ang-lang's Remarks on Poetry" 的 the occasional 
flash of a homey and down-to-earth image， often deriving， as here， from a 
Ch'an saying. The first sentence is directed against obscurity and excessive 
ornamentation:  there is a dimension of "classicism" in Yen Yü， though 
it is expressed more with the roughness of Ben Jonson than the polish of 
Corneille. 

入

最 忌 仔 草 。 最 忌 的<\1出 。

Thc grcatcst offcnsc of all is to be arcmc; thc grcates t offcnse of al1 is prccious

ncss . 

XI. 

沾忌宜 。 意 ，已 淺 。 !泳 忌 諾 。 u: 忌 *�i 0 音韻忌 散紋 。 亦 忌 迫 促 。

Directness is an offcnsc in diction ( yü) . Shallowness is an offensc in conccpt 

( y i * ) . It is an offcnse to lcavc thc veins üf a poem cxposed . Shortncss is an 

offense in flavor. Languor is an offense in tonc and rhymc ( y ill-YÜI1) ;  her亡， a 

nervous haste is also an offense .  
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Although concept should be "pellucid/' the diction should not be too direct. 
Indirection was also part of roughly contemporary injunctions in the diction 
of song lyric ( tz 'u )  ( as in the contemporary manual of song lyric， the Yüeh-fu 

chih -mi 樂府指迷) . The "veins" of a poem are what carry the ch γ ，  and they 
should be infused with the whole， not exposed on the surface . Exposing the 
“veins" is what one finds in a novice's essay : "having treated X， 1 will now go 
on to Y. " 

XII 

泣 著� 處 在 結 里 。 譬如1番 刀 O 須 用 北 人 結 里 。 若 市 人便 井 水 色 。

The hardest thing in poetry is the successful tempering .  Take a Manchurian 

knife as an example: it must be a northerner who tcmpers ; if i t ' s  a southerner ， 

it is not the “ original color" (pen 九5♂) .

XIII. 

須 參 1丹 也J 。 勿參 予E 句 。

One must practicc vital lines (huo-chü) ， not dcad lines (ssu-chü * ) .  

"Vital lines" and "dead lines" were originally Ch'an Buddhist terms which 
were commonly applied to poetry in the Southern Sung. The antithesis 
quickly outgrew its Ch'an origins and developed into a linguistic and líterary 
interest in "vital word" (hu。“tzu 活字) versus "dead words" ( ssu-tzu )i[字 )，

"vital method"  (huo-fa 特 活 法 ) versus "dead method"  (ssu-fa 靜 7I法) . 43 Here 
Yen YÜ is clearly harking back to the Ch'an provenance of these categories， 
"vital" and "dead"; but he cannot block out the rich associations the cate
gories had acquired in literary discourse. Most discussions of them treat 
them as if they could be defined; in fact， they are essentially categories of 
affect， and the various attempts to explain them do nothing more than iden
tify various means to achieve a certain affect . In Ch'an， it may be the living 
discourse of the master as opposed to the "dead letter" of scripture. In poetry， 
it consists of various techniques to convey vitality， such as humor， the use of 
particles to suggest spoken discourse， and images drawn from everyday life. 
Unfortunately these techniques and the Sung poets most strongly associated 
with the "vital method" were both objects of Yen Yü's disapproval . 

XI V. 

詞 氣 可吉頁緝 。 不 可 乖展 。

“ Ts 'ang-Iang 's Remarks on Poetry " 41 7  



In phrasing (tz 'u * ) ，  c!z ' i特 can have vigorous flexibility， but [it should] not 

[reach thc extreme of ]  arrogant a叫 swaggcring willful肘55 .

Chieh -hang ( "vigorous flexibility" )  and kuai -li ( " arrogant and swaggering 
willfulness" )  are compounds describing manner， put together to form a pro
gression from a positive quality to its negative extreme.  

x v. 

律 詩 難 於 rl，一 討 。 絕 句 �;ít J.川、 /\ ):1) 0 仁 市 律 �J �，jt ll: .立 三 律 詩 c 亢 l亨 絕 七J 划 於 仁 古 絕 句 。

Regulatcd vcrsc is morc difficult than old-stylc versc .  Quatrains arc 1110rc dif

fìcult than octaves [ i .  c . ， eigbt-Iine regulated vcrsc J .  Heptasyllabic rcgulatcd 

verse is morc difficult than pcntasyllabic .  Pentasylbbic line quatrains arc morc 

difficult than quatrains in heptasyllabic lincs . 

Such magistral comparisons and relative judgments， strung together to create 
hierarchies， were the very stuff of poetic pedagogy. 

X Vl. 

月1 前 豹 三 的 。 共 和H三 識 I;.f :rl'、 O 連 篇 累 !竄 。 的 筆 I(ii Þx. 0 叫 "故 羞 愧 。 白白 /千 畏 縮 c 俠 之 仙一 難 。 及

其 透 徹 。 則 仁 縱 八 棋 。 后 于 拈 來 。 llft 旦P 走 過 矣 。

Studying poetry has three stages . At fìrst one doc凹't rccognizc what ' s  good 

and bad:  ünc lets the brush gü ，  filling up wholc s tacks of  papcr .  011ce thc 

capacity of recügnizing quality is attaincd， onc becomes embarrasscd and， for 

the first tin芯， draws back in anxicty : at this stagc it 's rcally hard to fìnish 

anything .  At  l a s t  when everything becomcs pcllucid ，  üne acts with bold inde

pendcllce，  trus ting to whatcvcr thc hand touches ，  and yet füllows thc Way [of 

poetry J evcry timc 

More than any other passage in "Ts 'ang-lang's Remarks on Poetry， " this entry 
embodies the late-classical poetic education， reconciling self-consciousness 
and unself-consciousness in a concept of μsecond nature ." First， there is a 
stage of spontaneity with no regard to standards of judgment. The embarrass
ment that follows from learning standards represents the capacity to see one凶
8elf from the outside， to judge seH as other， to recognize seH 且s "limited. " At 
this moment the self contracts in anxiety， no longer willing to let itself bc 
seen lest it be judged and found wanting. It is in this period that the μstudy of 
poetry" really occurs : norms are practiced and assimilated until ther巳 occurs
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the leap of enlightenment， when standards that were previously external to 
the self become "second nature. "  

X VII. 

看詩夸i�吉 金 悶Ij 眼 睛 。 府、不眩于 有 門 小 法 。

In observìng a poem， one must fix upon ìt “ metal-hard cyes ， " so that you may 

not bc dazzled by secondary sccts and lesser rulcs 

Yen Yü offers his own note that "metal-hard eyes" come from Ch'an dis
course .  "Metal-hard eyes" are like "eyes of the law， " a dispassionate discern 
ment in which the true nature of things becomes apparent. 

X VIII. 

辯家數控口辯蒼 白 。 方 可 戶 詩 。

When onc can distìnguìsh thc mastcrs ìn the samc way that one can distìnguish 

grcy from whì仗， then onc can spcak of poetry . 

This passage is more eHective when one realizes that "white， " pai ， is also the 
μsilvery" quality of polished metal . A note here， probably by Yen Yü himself， 
gives a judgment attributed to Wang An-shih : when Wang criticized litera叮
works， he considered formal construction ( t γ -ch晶 體 製 ) first， and only then 
did he decide whether the poem was successful or clumsy. This note seems to 
qualify the point of the entry : that formal correctness is a judgment that 
should be made prior to the finer discrimination between the shining and the 
dull .  

XIX. 

前 之 是 非 不 之 爭 。 試 以 己詩置 之 古 人 詩 中 。 與 識 者 觀 之 而不 能 辨 。 則 其古 人 矣 。

One need not engage ìn dìsputes about what is right and wrong ìn poetry . Just 

place your poems among the poems of  the older wrìters . If  someone with a 

capacìty for judgmcnt can ' t  tell the dìffercnce司 then you yourself are a genuìne 

“ older wrìter . " 

Yen Yü's project of eternal poetic norms， er巳cted against the acceptance of 
historicity in Confucian poetics from the "Great Preface" on， proved im-
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mensely alluring; but it was a project doomed to failure. 1n this passage， as 
earlier， Yen Yü， appeals to what seems self-evident in the reading process .  1t 
eventually became obvious， however， that while contemporary readers might 
not be able to distinguish a new poem from a poem by older writers， later 
readers would be able to make such a distinction all too easily : a Ming reader 
could see clearly the difference between a genuine High T'ang poem and a 
Sung poem trying to use High T'ang standards; at the same time， the Ming 
poet felt that his own "High T'ang" poem eHaced its historicity. However， 
the Ch'ing reader would later perceive clearly the difference between an 
authentic High T'ang poem and a Ming attempt to keep to the High T'ang 
nor口1.

Yen Yü hoped for a poetic language that would remain in an eternal 
springtime， when the works of the modern poet would be confused with 
works of the old poets， when there would be poetry without the history of 
poetry. He also knew that spring had not yet come and that the language of all 
existing poetry was marked by historical change . The very next passage in 
"Ts'ang-lang's Remarks on Poetry， " the first of the subsequent chapter of 
"Critical Comments on Poetry， " begins in counterpoint to the passage above. 

大將 以 前 。 完 明 另Ij H':: - - t�1j 再 請 o B兔 倍 。 分 明 別 是 一 屆Ij 言 諦 。 本 朝 諸 公 分 明 別 是 一 副 吉 詣 。

如此 見 。 JJ i;午 具 - �長 恨 。

Bcforc the Ta-lì reign [i 仁 ， in the High T‘紅1剖 ， there is clearly one kind of  

language; in  thc latc T‘ang， i t  i s  clcar that thcrc i s  anothcr kind of languagc; and 

in the various masters of our own dynasty， it is clcar that thcre is yct anothcr 

kil1d of languagc. When you sec things this way， then wc can allow that you 

havc pcrfectcd the “Dharma-eyc" [capablc of making propcr judgments ] .  

Thi日 counterpoint embodies the tension that runs throughout "Ts'ang-lang's 
Remarks on Poetry" :  a peremptory orthodoxy will somehow become an in【
tuitive sense of what is rìght; the deepest immersion in the history of poetry 
and a perfect judgment of all its distinctions wiU somehow lead us out of 
history and its distinction日 to that moment when you place your poetry 
among the poems of the older writers and "someone with the capacity for 
judgment can't tel1 the difference . "  
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In "Ts 'ang-lang's Remarks on  Poetry" Yen Yü set up  the model o f  the High 
T'ang as the immutable standard for poetic composition. He subsequently 
noted that some poets of his age took a T'ang model not from the High 1" ang 
but from the mid and late T'ang. 1'he influence of this latter group of South 
ern Sung poets and critics， interested in the fastidious craftsmanship of reg 
ulated verse， can be seen in Chou Pi 's 周 粥 Poetry in Three Forms ( San - t 'i shih 

三體詩 ) . 1

CHOU PI'S POETRY IN THREE FORMS 

Poetry in Three Forms ( compiled ca. 1 250 )  is an anthology of four hundred 
and ninety-four 1" ang poems in three genres :  quatrains in heptasyllabic lines 
and eight-line regulated verses in both pentasyllabic and heptasyllabic lines .  
Each of the three main generic divisions is further grouped under various 
structural patterns and topics of poetics . 1'0 each of these subdivisions Chou 
Pi attached explanatory introductions . Below are translated the section intro
ductions for heptasyllabic quatrains and pentasyllabic regulated verse. 

1'he later twelfth and thirteenth centuries saw the rise of the great urban 
centers of the lower Yangtze region， particularly of Hang-chou， the Southern 
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Sung capital . During this age commercial publication flourished， literacy 
spread， and poetic composition became a favorite pastime 且mong the lower 
gentry and urban bourgeoisie. Poetry clubs and song clubs appeared; compe刮目
tions were held， sometimes of a broad scope， with invitations issued to other 
clubs throughout the region. The record of one such competition survives :  
early in 1287， the μSociety of the Moonlit Spring" ( Yüeh-ch '日an yin -shβ 

月 泉 吟 社 ) distributed to all the poetry clubs in the are且 thc topic “恥'Iiscel
laneous Responses to Fields and G且rdens in the Days of Spring. "  According to 
the record of the competítion， entitled Yiieh -ch 'iian yin -she after the name of 
the club， two thousand seven hundred and thirty-five responses were 自由

ceived， of which seventy-four poems by sixty different poets were selected; 
these were published with critiques by the judges， praiseworthy couplets 
from other poems. the charter of the club， the rules of the contest， letters 
exchanged with participants di日cussing interesting points of poetics， and the 
prizes awarded. It was to this world that Poetry in Three Forms belonged. 

Poetry was supposed to be the involuntary manifestation of a state of 
mind. Given this assumption as canonical orthodoxy， there was always 
something faintly illegitimate about a prescriptive poetics， a technical man
ual on composition. On the other hand， there really were prescriptions and 
norms of propüety in poetic composition， the violation of which would lead 
to failure and social humiliation. Thus， among novice poets， thcre was a hun
ger for method， for teachers and manuals of composition that could teach the 
uninitiate to write welL From the early T'ang on， there had developed a large 
literature of technical poetics to satisfy such a need ( and as in the '1用1est， an 
increasingly clear distinction was drawn between t巳chnical competence and 
higher values ) .  The spreading interest in poetic composition in the late 
twelfth and thirteenth centuries， combined with the savvy of the publishing 
industry， produced a sp且te of such works . Poetry in Thrββ Forms is an anthol
ogy of T'ang poetry to teach composi tion : by reading Chou Pi's notes and the 
examples given， the sophisticated son of a Hang-chou merchant could learn 
to construct a poem properly. 

The great intellectuals from the Southern Sung through the Ch'ing were 
understandably uncomfortable about the promise of detailed formulae t 
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assumption that a poem is composed of balances betwe.en "solids， " shih 弋 and
"emptinesses， " hsü* ﹒ In his anthology， he sets out to systematize those 
ratios， to  show the aHective consequences of  certain sequences and how to 
dispose them to produce a successfu1 poem. 

1.  The Quatra in in the Heptasyllabic Line 

A. Solid Continuatiol1 )  Shih 九chich 實接

絕 句 立 法 。 大J丘 以 第三 句 為 主 。 首 尾 率 焉 。 而l 主任 婉 曲 者 。 此 其 時 所 以 不 及 唐 也 。 其法c!�二惟
久 失 其 {辱 。 人 亦 鮮 能 生日 之 。 之 質事 2萬 茗、 rllJ 接 " WJ將 故 有 }j 0 若斷 而結 O 外 J辰;1'1:: 而 內 不失 }j令

平 妥 。 fÌÍj Î是 相 !態 。 雖 11 . 四 1.0 0 rflï 涵 萬 不 盡 之 意 為 。 此 其 略 惱 。 訂 1(11 求 立 o J元 I味 之 久 。 白 ，且

有 所得 。

In gencral we may say that the third line is domi別叫 in the technique (ja * )  of  

thc quatrain .  Later agcs have not bccn able to match the T‘ ang in the ability to 
go s traight from thc beginning to the end with no subtle turns .  Not only has 

this technique (ja * )  not been transmitted for a long time， few people even 

know of it .  There will bc force in the shift (chuan-huan) if onc continues [the 

movement of the poem] with some solid event (sh ih 仁sh ih * ) in which 011C' S  

conccpts ( y i叮 can lodgc. I t  seems t o  brcak but s till continues .  The outside is 

lively and thc inside does not get 10st in immobility : beginning and end re

spond to one another. Though therc arc only four lines ，  inexhaustible concepts 

( y尸 ) arc stored up within thcm. This is the rough outli肘﹒ If you go into it in 

morc detail and savor it for a long timc， you will grasp it quite naturally .  

Chuan 轉 ( appearing above as chuan-huan 轉換 and translated as "shift" )  was 
the technica1 term for the third line of a r巳gu1ated quatrain and the third 
coup1et of a regu1ated verse. The third line is the "dominant" ( chu， "host" or 
"master汁， the focus of attention and skill on which the forma1 success of the 
poem depends. Critics often sought a hierarchy of importance， some "domi
nant" [factor]， the attainment of which wou1d bring all other aspects of a 
piece to perform their ro1es properly. Among theorists of literature， the 
"dominant川 was usually some genera1 principle :  chu is the term Ts'ao P'i 
uses when he says that ch γ is the "dominant factor" in literature; 1ater 
critics cl且imed that the "dominant factor" was "concept" ( yi叫， "natura1 
princip1e" (li 勢 )， or Tao 會 ﹒ Here， in the pragmatic world of technical poetics， 
it is a line or a coup1et that serves as the animating pivot of the form. 

In a "solid continuation/' a coup1et of concrete images ( i . e . ，  a "sol泣" first 
coup1et ) is continued by another "solid" scene in the beginning of the second 
coup1et . This form is contrasted with the more common "empty continua
tion/， in which a concrete scene is followed by some explicit statement or 
manifestation of the affections . The "solid continuation" goes "straight/

， 
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focusing on the given facts of externals， with none of the "subtle turns" 
associated with the movement of the aHections. In sustaining such an exter
nal focus， however， there is something that stirs the aHections ( "in which 
one's concepts can lodge吋 . Thus the "solid continuation" may still serve the 
function of response， implicitly "answering" the opening couplet， while 
seeming simply to extend its descriptive realm. "It seems to break but still 
continues" may refer to the conclusion of the quatrain where， with no re
sponse articulated， the poem is apparently "left hanging" j  but that very force 
of incompletion leads the reader to feel the subjective implications of the 
external description ( "still continues" ) .  While this is the interpretation of 
μbreaks but still continues" that is most in keeping with the tradition of 
poetics， many of Chou Pi's examples involve a break in continuity at the 
third line : here， too， we have an apparent "break" that "still continues . " By 
bridging that apparent discontinuity the reader finds that "beginning and end 
respond to one another. "  

From Chou 間's various examples i t  i s  clear that the third line o f  the 
quatrain is the focal point of the "solid continuation . "  In 函any cases， the 
third line simply names a place， object， or daYj such a line serves as the topic 
on which the fourth line offers a comment that indirectly relates to the first 
couplet. For example， Chou includes the famous "Mooring by Night at Maple 
Bridge" by the late白eighth-century poet Chang Chi 張繼 (1 here break the long 
heptasyllabic line into two hemistiches ) :  

Th巳 moon is setting， crows cry out， 
and frost fills the sky， 

River maples and fishermen's fires 
face someone who li巳s her巳 melancholy.

Beyond the walls of Ku-Su， 
Cold Mountain Temple: 

At midnight th巳 sounds of its bell 
reach the traveler's boat.2 

The first couplet， moving from the surrounding scene to the perceiver in the 
center， creates an evocative nightscape for the poet. Even before explicitly 
stating that he is lying awake in melancholy， the poet implies wakefulness by 
the ve叮 fact that he is making such late-night observations， and implies 
distress by his wakefulness .  The associations of such a scene would be loneli
ness on a ) ourney. 

The third line or "shift" is the "solid continuation. "  In many cases such a 
"shift" line or couplet involves a real change in tone or point of view. In this 
form， however， Chou Pi advocates a straightforward， linear exposition : a 
slight change in topic that ultimately serves to amplify rather than alter the 
momentum of the poem. The third line seems to leave the immediate scene 
by naming and locating a templej but the fourth line， with the sound of the 
midnight bell reachi月 the boat， brings the temple back to the situation at 
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hand. It is a “solid" couplet， given without explicitly subjective intrusion (in 
contrast to "lying in melancholy" of the second line ) .  But though it seems to 
be the mere statement of an event， this particular occurrence is weighted 
with associations that are played off against the opening couplet ( "it seems to 
br巳ak but still continues" ) :  the resonance of the temple bell， pervasive yet 
invisible， reminds the listener of the illusion of experience and emotion， the 
Buddhist sense of the insubstantiality of "life afloat， " a reminder particularly 
forceful for one who is literally afloat. The very "solidity" of the second 
couplet seems to turn away from the subjectivity of the opening， but such 
refusal to subjectively qualify the presentation of the "solid" scene in the 
second couplet only makes it more forceful . 

B .  Empty Continuation， Hsü-chieh 虛 接

謂 第 三 句 。 以 處 譜 接 前 二 句 也 。 亦有 語雖 貫 而 意、 處 者 。 於 承 接 之 間 。 略 加轉換 。 反 與 正 相

依 。 11固與逆相應 。 一呼 一 喚 。 宮 商 自 詣 。 如 屑 于 鈞 之 力 。 而不 見 形 泣 。 繹 間尋之 。 有餘咪

矣 。

An “empty continuation" refers to a case in which the third line continues the 

preceding two lincs with “cmpty words . " There are also cases when the con

cepts arc “ empty" (hsü叮 even though the words are “ solid"  (sh ih * ) .  In the 

space between receiving (ch {eng) and continuing ，  this somcwhat s trengthens 

the shift (chu的1) : the result is that forward movement and reversal depend on 

one another; sequential movement and retrograde movemcnt respond to onc 

another; one calls out and the other shouts back; the notes kung and shang arc in 

harmony. It  is as if using enough force to bear a thousand pounds ，  yet no 

traces [of artistic manipulation] arc to be sccn. If you look into it thoroughly ， 

you will find plenty to savor. 

"Empty words， " hsü * -yü ( along with the more common term hsü* - tzu 虛 字l
was a category in traditional linguistics to refer to words now called "par恥
ticles . "  In the context of the concerns of traditional language theory， how
ever， these words are distinguished not in their grammatical role as a "part of 
speech， " but rather for the quality of subjective relation they imparted to an 
utterance. As Chou Pi says， a line that is technically "solid" ( i .e . ，  lacking 
"empty words" )  may still be "empty" because the "concept" ( yi叮 that in
forms it impairs to that scene a strong subjective coloring. Not all the coup-
1ets in Chou Pi's examples contain "particles， " but all are "empty" in articu
lating a feeling or opinion. Ch 'eng， "receivi月， 几s the technical term for the 
second line of a regulated quatrain and the second couplet of a regulated 
verse .  

The assumption in this passage is that "empty" follows "solid" in the two 

Popular Poetics 425 



couplets of a quatrain， thus creating the antithetical balances described. The 
strong sense of a countermovement in the second couplet "response" is close 
to the buried semantic force in the English term 句eactlO丸 " as if the move
ment of response were in 80me way "against" the momenturn of the initial 
stirnulus. The fact that this forrn shows no "traces" of conscious rnanipula
tion attests to the very cornrnonness of the form : its structure is 80 expected 
that it seerns natural. 

One of the poerns anthologized under this heading is the following playful 
verse by the late-eighth-century poet Ch'in Hsi 秦 系/ 呵呵1ritten on the Cell of 
the 扎10nk 此1ing-hui'人

From dawn to dusk before the caves 
rain increases the flowers， 

Here eighty monks of the southland 
sup on parboiled sesame: 

Now fixed in meditation， when 
will they emerge again， 

Unaware that nesting swallows have 
crapped on their cassocks l 

The first couplet is purely descriptive， setting in opposition the worlds out
side and inside the ternple : the forrner is th巴 lush spring world of fertility and 
growth， of eating， and defecating; the latter is the austere world of the rnonas 
tery， whose inhabitants seek to overcorne the dernands of all that is bodily 
( though here discovered eating， a concession to their bodily natures ) .  By its 
speculative act of wondering how the rneditating rnonks can rernain so in 
different to what li巴s outside thern， the third line becornes μernpty， " impli可
cating an act of rnind on the part of the poet. Even though it rnakes reference 
to sornething external， it is explicitly a private point of view. As Chou Pi 
suggests， the "ernpty continuation" rnakes the two couplets of the quatrain 
mutually dependent ( in contrast， in the Chang Chi quatrain quoted earlier 
the two couplets supplernent one another， but they do not so radically qualify 
one another that the understanding of each is dependent on the other) .  

C.  Use oIR吃fèrence J Yung-shih 特 用 事

詩 中 用 事 o 既 易 窒 笨 。 況 於 二 | 八 字 之 間 。 尤 難 堆 主要 O 若 不 融 化 。 以 事 為 意 。 更 加 以 輕

率 。 則 鄰ff令 早 謠巷 歉 。 ilJ擊 竹 而 謠 矣 O 凡 此 皆 用 事: 之 妙 者 也 。

In any pocm， the usc of rcfcrcnccs can causc obstructions; 在nd this problcm is all 

the greatcr whcn you have only twcnty血eight words .  I t  is cspccially difficult to use 

multiple refercnccs .  If onc does not blcnd the refCrencc into thc poem.， and if onc 

makes the refcrenccs thc main point， and further if thc refercnces arc light and 

direct ，  then yOl1 will ha丸TC SOl11cthing 正 lose to villagc bal lads and street songs，  sung 
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to the tapped rhythm of bamboo sticks . Cascs likc this rcpresent thc most perfect 

use of r吐ercnccs .

The point here seems to be that quatrains are too short to use allusions to old 
stories to support some contemporary topicj rather， if the poet is going to use 
a reference， it should itself be the topic of the poem. The "village ballads" 
referred to were often political doggerel in which the references were obvious .  

D.  First Coup let Parallel ， Ch'icn-tui 前對

J妾 句 兼備虛實兩體 。 f旦 前 句 作對 。 而其J妾亦微有異焉 O 相去僅一鬧 。 特在乎稱停之閒 耳 。

W c havc given a comprchensive trcatment of the two forms that differ regard

ing thc “solidity" or “emptincss "  of the third [literally “continuing" ]  linc. 

Whcn thc 且rst couplet is parallcl ， therc is a slight diffcrence in thc quality of  the 

third line.  Though that diffcrcnce is small ， perfect balancc dcpends on rccog

nizing that diffcrencc. 

The following translation has b巴en left somewhat wooden to preserve the 
parallelism of the first couplet. The poem i日 "Evening on a Journey， " by the 
ninth-century poet Kao Ch'an 高 蟾 ﹒

1月1ind scatters over the ancient slopes， 
startling up night-10dging geesej 

The moon 100ks down on the grass可grown fortress， 
causing to rise thc cawing crows. 

Done reciting my poem， 1 cannot bear 
how there's no one around to be seenj 

Now and again the c01d lamp 
1ets fall a sing1e spark. 

1月!hen Chou Pi speaks of "a slight difference in the quality of the third line， 川
he is probably referring to the disjunctive contrast that occurs when a discur
sive third line follows immediately upon a highly "artful" opening couplet . 
The poem above makes thematic use of such a contrast :  when Kao Ch'an 
refers to "reciting [hisJ poem， " we might easily associate it with the preced
ing， very "poetic" couplet. The final image， least stylized， plays off against 
the opening couplet. 

E. Secolld Coup let Paral lel， Hou-tui 後 對

此 體 唐 人 用 亦 少 O 必 使 末 句 O 雖 對 而 詞 兒 意 盡 。 若 未 嘗 對 。 不 然 則 如 半 截 長 律 O 鎧 鎧 齊

整 。 略無 結 合 。 此 荊 公 所 以 見 論於 徐 帥 川 也 。
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T'ang writers use this form very rarely . Even though the final couplet is par

allel， carrying a sense of completion both in the words and the conce阱， one

must make it as if it were not parallel . Otherwise it would be like an eight-line 

regulated verse cut in ha1f， but with hardly any sense of conclusion [literally 

“ tying together and uniting " ] . It was for an error like this that Hsü Fu (d. 1 1 40) 

made fun of Wang An-shih 

The parallel eouplet has a sense of intern且1 completeness .  Chou Pi  says here 
tz '日 tsu yi chi且 謂 是 意 盡J μthe language is adequate and the concept ex
hausted. "  But because the conclusion of a poem should convey a sense of 
openness and lingering associations， and because ( after the middle of the 
seventh century) parallel couplets were rarely used in closure of any poetry， a 
final parallel couplet， by its very internal completeness， conveyed the im
pression of a fragmentary longer poem.3 

One of the poems anthologized by Chou Pi is Wang Wei's 王維 famous
"Cold Food Festival by the River Ssu" :  

Beside the  walls of  Kuang-wu 
1 encountered the end of spring， 

A traveler returning to Wen-yang 
whose tears wet his kerchief . 

Falling flowers so silent， 
birds crying out in the hillsi 

Willows and poplars 80 green， 
a person crossing th巳 watcr .

1n this poem Wang Wei has achieved a precarious perfection， but it is not at 
a11 the self-effacing parallelism advocated by Chou Pi ( "as though it were not 
parallel" ) .  Although the figure of a person crossing a river was an appropriate 
closing image， the Chinese syntax of the couplet is poetically stylized and 
appropriate only for the middle couplets of an eight-line poemi that i日， it calls 
attention to itself 的 a parallel couplet . Such masterful balance between sign
atures of comp1etion and incompletion was only for major poetsi Chou Pi's 
other examples show an unambitious competence that was more appropriate 
for his pedagogic purposes. For examp1e， the late-eighth-century poet Han 
Hung's 韓 翊 "Spending the Night on Stone Burgh Mountain" ;  

The floating clouds do not reach 
level with this mountain i 

The mountain fogs are bluish grey， 
and my gaze grows more uncertain . 

The dawn moon for a moment flies 
among its thousand trces， 

And autumn's star river beyond it lies， 
west of its several peaks . 

The fina1 two categories， on tona1 ba1ance， have been omitted. 
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II. Regulated Verse in the Five巴Syllahle Line 

A. Middle Coup lets Solid， Ssu-shih * 四 賞

謂 中 四 句 皆 景 物 而 賞 。 開 元 大 曆 多 此 體 。 蓋在麗 與 靈 之 間 。 有 雍 容 寬 厚之態 o 此其 妙 也 。 稍

變 然 後 入 於 虛 。 間 以 情 思 。 故 此 體 當 為 )'ì;:、體 之 首 。 昧 者 為 之 。 則 堆 積 窒 塞 O 寡於 意 味 矣 。

This means that the four middle 1ines are all things of thc sccne (ching九wu 汁 ，

thus “solid . " This form i s  often found in the poetry of the K 'ai-yüan reign 

[7 13-74 1 ]  and Ta-1i rcign [766-779] . It  is at its most perfcct when there is a 

re1axed and open manner， while at the same time retaining lushness and canon

ical gravity. The slightest mutation (pien 吋 will bring you into the “ empty ， " 

mixing in thoughts and the affections (ch ing* 叫μ * ) . Conscquently this form 

should be given first of  all . When someonc ignorant uses it ，  it becomes all piled 

up and obstructcd， and is deficient in the ftavor of concept ( yi仁wei 特 )

The association o f  "middle couplets solid" with the High T'ang ( the K'ai
yüan and T'ien-pao reigns)  implies that this structure is “normative" ( or 
"orthodox， " cheng* )  for regulated verse in the five-syllable line . Such a struc
ture is cheng* in the sense that the term is used in the "Great Preface" :  it is 
conceived as "primary" (both historically and in authority) in an ideal history 
of the genre， and other forms "mutate" ( pien 叮 out of it. This structure is 
given as the first section in regulated verse in the five且syllable line and pre
sumably should be learned first .  There is a peculiar instability in its perfec
tion， on the one side in da時er of falling into excessive density and becoming 
"clogged， " on the other side tending naturally to mutate toward the "empty. " 

One of Chou Pi's examples is μPassing Abandoned Pao-ch'ing Temple"  by 
Ssu-k'ung shu 司 空 曙 ， a poet of the second half of the eighth century : 

Among yellow leaves a temple from an earlier reign， 
Monkless now， its chilly halls appear. 
Its pools in sunshine， turtles emerge to bask， 
lts pines shadowed， cranes fly turning back. 
By ancient pavements a stele lies flat in the grass， 
In verandas ' shade paintings are mixed with moss . 
Its sites of meditation are lost and gone， 
And this world of dust grows ever more mournful . 

B .  Middle Couplets Empty， ssu-hsü 四虛

謂 中 間 句 皆情 思 而 虛 也 。 不 以 虛 為 虛 。 以 實 為 處 。 自 首 至 尾 。 如 行 雲 流 水 。 此其 難 也 O 元

和 已 後 用 此 體 者 。 骨格 雖 存 。 氣 象 頓殊 O 向 後 則 偏於枯塔 。 流於輕俗 。 不足采矣 。

This means that the four middle 1ines all involve affections and thoughts 

(ch 'ing*  -ssu * )  and thus are 市mpty . " The real difficulty herc lies in making your 
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“empty" lines not simply “empty" ;  instead you should make solid lines “ emp

ty， " so that from bcginning to end they are like drifting clouds or flowing 

water. Among those who 肘ed this form since thc Yüan-ho reign [806-820] ， 

even though thc basic manner [litcral1y “bonc structure ， " ku尺長。 .. ] survived， 

the atmosphere (ch γ -hsian，ç; * )  suddcnly was altered .  As time passed， thc form 

tcndcd to a bare dryness on the one sidc， and on thc other side， drifted in to a 

lightness and low manner. Nothing of this sort is worth anthologizing .  

Implicit in  Chou Pi's descriptions of  "middle couplets solid" and "middle 
couplets empty" is an ideal sequence of generic changes， devolving from the 
"proper/， ch eng * ， which is an animate solidity， to an acceptable mutation 
(戶的 可 in which "solid lines are made empty. "  Once this process of muta
tion is begun， however， it leads inevitably to mere emptiness， a poetry that 
simply describes how the poet feels .  Empty couplets tend to be discursive， 
and the two dangers into which later manifestations of this form sink are a 
discursive "dryness" (writing about thoughts and feelings without a sense of 
their relation to the sensuous world)  or an equal1y discursive "lightness and 
low manner" (a mode combining wit and chattiness with vernacular par
ticles ) .  Both the initial， acceptable mutation and the degenerate devolution of 
the form share the same "bone structure， " k u 弋ko * : in them the formal de
scription of the ratio of solid and empty will be identical . However， the mood 
or "atmosphere" ( ch γ -hsiang * )  created by the two variations wil1 be entirely 
different .  

Ta缸i Shu-叫-lun'旭s 戴叔倫 (la且t阻e eighth century) 
S缸ta前t1昀on called 'The RockJ l' is a good example of obviously "empty" middle 
couplets， directly implicating subjectivity 

1n this inn none concern themselves with me， 
The cold lantern is my only friend. 
The night when soon a whole year will be done， 
The person's thousand mile return not yet made. 
1n dreariness 1 grieve at what happencd before， 
1n separation 1 laugh at this body of mine， 
Whose melancholy face and aging hair 
Tomorrow morning meet spring once again . 

Under this rubric， Chou Pi also anthologizes the famous "Written on the 
Rear Garden of Broken Mountain Temple" by the mid-eighth咀century poet 
Ch'ang Chien 常建 This poem is perhaps a good example of "making solid 
lines empty. " Though technical1y solid， the straightforward middle couplets 
of this poem imply a movement and engagement on the poet's part that give 
them a tone quite different from the fragmented observations in the middle 
couplets of Ssu【k'ung Shu's poem on Pao-ch'ing Temple above. 
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In the clear dawn 1 entered the ancient temple， 
As first sunlight shone high in the forest. 
A winding path lcd to a hidden spot， 
Meditation chamber deep in the flowering trees 
Mountain light cheers the hearts of its birds， 
The pool's r巳flections void the human heart. 
Nature's million sounds all grow silent here， 
1 only hcar the tones of the temple bell 

(Ch'ang Chien's second couplet is not perfectly parallel . )  

C .  Secol1d Coup let Empty ， Third Couplet Solid， C h  ' icn-hsü hou-shih 的 處 俊 實

謂 前 聯↑青 而E品， 。 後 聯 景 而 賞 。 貨 則 氣 勢 雄 健 O 虛 則 態 度 諧 婉 。 輕 前重後 。 劑最適均 。 無 零

萃 輕 {谷 之 忌 。 大 中 以 後 多 此 體 。 至 今 宗 唐 詩 者 尚 之 。 然 終 未 及 前 兩 體 渾 厚 。 故 以 其 法 居

三 。 善者不拘也 。

This mcans that the second couplet conccrns the affcctions (ch 'il1g * )  and thus is 

cmpty; thc third couplct conccrns the scene (ching 特 ) and thus is solid . Whcre it 

is s01峙， thc momcntum (sl圳 特 ) of thc ch ' i祥 的 vigorous and sturdy . Wherc it is 

cmpty， the manncr is flcxiblc and harmonious .  First thc light， then the 

hcavy-a perfect ba1ance that gives nonc of thc prob1ems either of obstruction 

or of 1ightncss and a 10w manncr. This form has bccn found often in poetry 

sincc the Ta-chung rcign [847-859] ， and even now it is cstccmed by those who 

take the T‘ ang as their model. But in the fina1 ana1ysis ， it cannot match the two 

preceding forms in richncss and undifferentiation; thus 1 have p1aced it third . 

True mastcrs wiU not be confined to it .  

The position that Chou Pi gives this form in the history of T'ang poetry sug
gests that it is the late-T'ang model that many of his contemporaries were 
following. The challenge in each of these modes is to achieve the proper 
balance between "solid" and "empty. " The first two forms pose the greater 
challenge : giving fluidity to the "solid" and giving a sense of concreteness 
to the "empty . "  The present form solves the problem of balance， but the solu
tion is formulaic; though a poet may achieve some success using it， such 
a success yields a lesser accomplishment than does mastery of the two 
preceding mod巳s.

D. Second Coup let Solíd， Thírd Coup let Empty， Ch'ien-位üh hou-hsü 前 實後虛

謂 再íj 聯 景 IÍÍJ 賞 。 後 聯情 「什l 虛 。 前 譚一 後 輕 0 多 流 於 弱 O 唐 人 此 體 最 少 O 必 得 妙 句 不可 易 O 乃

就 其 格 。 直在 發典素 。 則難於繼 O 後聯稍閒 u 賞 。 其 庶 乎 。
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This means that the second couplet is of the scene， thus solid; the third couplet 

is of the affections， thus empty . When you have first the heavy， then the light， 

you often drift into wcakness .  This form appears rarely among the T‘ang 

writers .  Turn to this structurc (長。 η only when you have perfect couplets 

that cannot be changed.  When the initial stirring (hs ing叮 is ended， it is hard to 

keep going .  It works best when something of the solid is mixed into the third 

couplet. 

lt is simply not true that this form is rare among T'ang writers .  There is 
something of an ideological aversion in Chou Pi's comments， a sense of some 
essentl且1 flaccidity in the movement from solid to empty. Since the fourth 
and last couplet of a regulated verse is almost always empty， albeit in the 
mode of response rather than exposition， this argument ( that empty should 
not follow solid) is untenable. 

E. Unity of COI附pt
) Yi-yi * 一意

l准守 格 律 。 揣摩 聲 病 。 詩 家 之 常 。 若時 出 度 外 。 縱 橫 於 肆 。 外 如不整 。 中 實應 節 時 。 又非

造次所能也 。

Thc constant principle for a poct is simply to observe the set patterns and pay 

heed to tonal faults . If， however， from timc to time he exceeds the measure， 

going whcrever he pleases ，  the exterior may seem improper， but the inner 

substance (shih 叮 responds to the rhythm .  This cannot be done haphazardly . 

This passage does not mean that formally perfect regulated verses need not 
have a unity of concept， but rather that the “concept" may， in its unfolding， 
give an intemal unity to the piece even when the formal requirements are 
violated. The category is essentially a way to acknowledge poetic greatness 
achieved outside formal means， and it is no accident that the first two of the 
four poems anthologized are by major High T'ang poets .  

The first poem included under this heading， Wang Wei's famous "Villa in 
the Chung-nan Mountains， " violates both parallelism ( in the second couplet) 
and tonal pattems to such a degre巴 that it is usually considered "old-style" 
verse rather than regulated verse. Chou Pi's inclusion of the poem in the 
pentasyllabic regulated-verse section suggests something of his sense of lati
tude in the form-a vague sense that the poem "sounds like" regulated verse 
m some way. 

In my middle years 1 grew very fond of the Way， 
And late made my home by South Mountain's edge . 
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When the mood came upon me， I'd always go off alone; 
1 experienced scenic splendors for myself alone; 
1 walked on to the place where the waters ended， 
Sat and looked on the moments when clouds rose. 
By chance 1 would meet an old man of the woods ; 
We'd chat and laugh， delaying my time of retum 

F. The Opening Lines， Ch'i-chü 起 句

發 首 兩 句 。 平穩 者 多 。 奇健 者 。 予 所 見 惟 F詩 篇 。 然聲 大 重 。 後 聯難稱 。 後 兩 篇 發 句 亦佳 。

聲稍輕 O 終篇均停 。 然、奇鍵不 及 前 兩 篇 遠 矣 。 故;著此為法 。 使識者 自 擇焉 。

The two lincs that begin a pocm are usually cven and steady . 1 have secn only 

two pieces in which thc beginning was remarkably forccful . Neverthelcss ，  

whcn the [initial] sou吋 is too strong，  the latcr couplcts have di在ìculty main

taini月 balance . ln the second pair of poems [of thc four included in this sec

tion in the anthology] ， the opening lines are also excellent， but their tone is 

somewhat muted;  and thesc poems， 的 whol白， are in perfect balance .  But in 

rcmarkable forcefulness thcy come nowhere near thc first pair of poems . Thus 

in fol1owing this model (jà 莓 ， “rulc") ， 1 suggcst that those who understand 

choose for themselves . 

G. The Closing Lines， Chieh-chü 結 句

結 句 以 慧、 盡 而 寬 緩 。 能 躍 出 拘擊 之 外 。 前 輩 謂 如 截 奔 馬 O 予 所 得 。 獨此 四 首 足 見 。 四 十

字 。 字字不可放過也 。

In the closing lincs ， the conccpt ( yi吋 is used up and the poem rclaxes ; but still 

the lines are able to lcap beyond all boundaries and constraints .  Somconc of an 

earlicr generation said this was like abruptly halting the movement of a gallop

ing horse.  Of the poems 1 know， only the four following [in the anthology] are 

worth showing.  In cach thcre are forty words ， but of those forty words not a 

single one can bc overlooked . 

Chou Pi's poetic taste is often questionable， but rarely as misguided as in the 
eight poems selected under this and the preceding headings， poems that， de
spite Chou Pi's superlatives， are remarkably ordinary. All are by minor poets; 
and there are many poems in the anthology whose opening and closing 
couplets are far more distinguished . However， the values announced in the 
section headings are significant . A strong opening does risk unbalancing the 
poem as a whole. And the ideal for poetic closure was a relaxation in the 
tempo of th巳 poem， a sense of resolution that was at the same time suggestive 
in a way that lingered in the reader's mind . 
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H. PO凹的 on Things) Yung-wu * 詠物

隨寓感興 而 君主 詩 者 易 。 驗 物 切近市i為 詩 者 難 。 太 近 則 陋 O 太遠 則陳 O 此 皆 於 和 易 寬 緩 乏 中

精切者也 。

It is easy to writc a pocm rcsponding to onc ' s  stirrings (如n* -Izsing * ) ， and f01-

lowing thc thing in which thosc stirrings fìnd a lodging. But， it is hard to write 

a pocm examining the things thcmselves and keeping closc to thcm.  If too 

closc to the thing， thc work is crude; if too far， then the work is too aloof. The 

following pocms a11 get to the essence in a relaxcd and casy manner . 

This comment reflects the Sung interest in the "thingliness" of the things of 
the world:  it is difficult to write about a thing as thing. The easy alternative is 
the more traditional mode in which the thing is worthy of attention only 
insofar as it becomes the occasion of or vehicle for human feeling. The rela
tìon between the thing and the response it stirs is often spoken of as "lodg
ing" one's affections in things， that is， speaking about ch 'ing* through some 
object. 

Among the poems anthologized is the High T'ang poet Ch'u Kuang-hsi's 
儲光 羲 μA Stream in the Mountains， " which exemplifies well the problems 
indicated by Chou Pi. 

There is a stream that flows in the mountain; 
One may ask， but 1 don't know its nam巳.
Shining on ground， it gives the sky's color; 
Falling through sky， it makes rain's sound. 
It comes bendi月， more full from a deep brook， 
Branches off， level in a small pool. 
Limpid and unrufflcd， seen by none， 
Every year it is always purc 

The poem concerns a stream， but one to which such qualities are ascribed 
that it may be taken as an emblem of a recluse's life . Indeed the Japanese 
commentary by the monk Soin ùf 1 63 7  takes the stream as a figure ( yu 持 ) of 
wisdom.4 Perhaps ìt is best to s且y that Chou Pi advises a kind of yung-wu that 
hangs ambiguously between the "thingliness" of the thing and reference to a 
human situation. 

1n the third of the three forms， regulated verse in seven-syllable lines， 
Chou Pì treats essentially the same categories as he treated in regulated verse 
in five-syllable lines .  In each casc he refers the reader back to the discussion 
in the five-syllable line and adds comments on the differences of treatment 
appropriate for the seven自syllable line， whose length prohibits cither absolute 
solidity or absolute emptiness .  
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YANG TSAI'S "POETIC RULES OF THE 扎1ASTERS "

Manuals of poetic composition， to which we may give the general name shih 】

fa 叮 "rules of poetry") ，  were a popular form of discourse on literature and a 
genuinely "low" critical genre : their texts are often corrupt， suggesting hasty 
èommercial publication; attributions of authorship are often questionable j  
the contents are often amalgams of  practical commonplaces or  of unacknowl
edged borrowings or of both. Such works are often structured so as to create 
the illusion of systematic exposition. 

Despite their innumerable faults， such poetic manuals teach us much 
about how poetry was studiedj reading and composition were inseparable， 
and the lessons in composition offered are usually based on interpretations of 
technique in earlier poetry. Writers of shih拘祥 often speak with an authorita
tive， magistral voice， one that knows all the "tricks of the trade"-values， 
prohibitions， categories of variation， and techniques. 恥'1oreover， the poetic 
manuals teach us the j argon of late classical poetics. The following shih -仰 著

of the fourteenth century is attributed on reasonably sound authority to Yang 
Tsai 楊載 ( 1 27 1一 1323 ) ， who was an important classical poet of the Yüan : it 
can be taken as representative of the form. 

Remarks on Poetry through the Ages， Li-tai shih-hua 歷 代 詩 話 ， includes 
two other Yüan technical works in addition to Yang Tsai's "Poetic Rules of 
the Masters" ( Shih -fa chia-shu 詩 法 家數) . Both of these are by Fan Peng 范檸
(also known as  Fan Te-chi 范 德 機 1 2 72- 1 330 ) : one， Mu-t 'ien chin -yü， 

木 天 禁 語 is made up largely of technical terms with examplesj the other， Shih 

hsüeh chin -luan 詩學祟筒， consists of exemplary poems with discussions of 
their structure. 

[Introduction J 

夫 詩 之 為 法 也 。 有 其 議 焉 o 賦比 典 者 。 皆 詩 製 作 之 法 也 。 然 有 賦 恕 。 有比起 。 有 興起 。 釘

主 意 在 上 一 句 。 F 則 )站 且正 → 句 。 而 後 方 發 出 其 ;意: 焉 。 有 雙 起 兩 句 。 而l 分 {午 兩 股 以 發 其 意:

者 。 高一:意fF I:I:\ 者 。 有 前 六 句 俱若散緩 。 市) J仗恰 在 後 兩 1Jj 者 。

Therc are various theories about r叫es (fi戶 ) in poctry : exposition (fu) ， com

parison (p i 特 ) ， and affective image (hsinJ!* )  are all rules in the construction of 

poetry . There may be an expository beginning ，  a beginning with a compari

son， and a beginning with hsing特 . Therc are cascs when the dominant concept 

( yi叮 is in thc first line; next will come a linc that keeps closely to thc first line; 

and only thercafter does one dcvelop the conccpt .  In other cases ， there is a 

double beginning with a matched pair of lines that divide into two lcgs which 

dcvelop the concept .  In s till other cases ， a single concept is developed all the 

way through . And in s till other cases ， the first six lines will secm wandcring 

and dispara仗， but they will bc drawn together in the last two lines . 
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This is a discussion of taxis .  For exposition， comparison， and stirring， see 
pages 45-46 . The first case described above seems to be one in which the 
topic， fully laid out in the first line， is further qualified in the second line， 
then the formal development of the topic begins in the third line . The second 
category of structure is il1teresting as the oldest form of amplification in both 
poetry and prose:  if elements A and B form the binary concept AB ( e .g . ，  shan 

shui 山 水， "mountains叩ld-water， 川 a landscapel ， then the poem may develop 
AB， AA， BB . . . or AB， AB， AB . 

詩 之 為 體 1'1 六 o H k仕 渾 o f'J 悲 壯 。 卜I "f' 淡 。 日 蒼 J片 。 [=J 沉 著 愉 快 。 H 隧 游 不 泣 。

Poetry has six normative forms ( tγ ) :  1 )  potent and undifferentiatcd; 2) rcso

lute melancholy (pei-chuang) ; 3) limpidity ( p (ill�çz-tall) ; 4) hoary antiquity ( ts 'ang

ku) ; 5) firm ，  self-posscsscd， and utterly comfortablc; 6 )  straightforward and 

carefree . 

The first of these is the first category in Ssu-k'ung T'u's "Twenty呵Four Cate
gories of Poetry. " The last two are the two "overall situations" in "Ts'ang
lang's Remarks on Poetry . "  

詩 三三 忌 有 四 。 日 俗 意 。 門 俗 字 。 臼 俗 諦 。 日 俗 韻 。

Thc things to bc shunncd in poctry arc four: 1 ) llnωl1th concep的， 2) uncol1th 

words， 3) uncouth diction， 4) uncouth rhymes.  

See "Ts'ang-lang's Remarks on Poetry， " chapter 3， part 1 .  

t，'j 之 jt\( 釘 卡 。 H 不 可 !，要 礙 人 r-j 0 1:C] 陳 爛 不 新 。 日 芳: 銷 不 買 串 。 LJ 直 置 不 有 幣 。 日 友 誕 'J'， 不

賞 。 1'1 倚 靡 不 哇t� 重 。 1 I 蹈 龔 司、 誠 便 。 日 械 濁 不 ii'i 新 η | 可 何 合 不 純 件 。 1 1 徘 削 而 /方 弱 。 品 之

為 她 布 十 o H 造 迎 。 [可 精 神 。 Icl ，口'j ，1，- ü 1 -1 風 流 。 卡T 典 麗 。 i l 質 幹 。 1 1 m， 裁 門 1 -1 �句 健 。 r�1 �k 

介 0 日 復 切 。

Ten thi月s are to be war肘d against in poetry. One may not 1) block up thc 

mouth [i . c . ， cacophony ?] ; 2) be overripc and lack frcshncss ;  3司) bc all tωops叮 y呵

t印ur鬥vy with no cont 位111Ul此ty叭 ; 4句) pr叩occcd Oll too s仗叩tr叫;

swerves;  5叮) talk wi址ldl押y about matt仗cr昀s t出h�立1t are not factual (μsh i仇h 特η) ; 6刮) wr口1t仗e with 1 

a sens址叩ual dclicacy that lacks classical gravity; 7) imitatc withOllt knowing how 

to make good use r of an carlier work J; H) bc all murky with 110 clarity ; 9) pilc 

things up， missing the true essence; 1 0) bc wcak， uncertain， and full of hesita

tlOn .  
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Poetry has ten areas of difficulty: 1 )  informing principle ( l i叮 2) spirit 

(chin，í(-shen 吋 ; 3) lofty antiquity; 4) gallantry [feng* -I訂戶 ， a quality combining 

sensibility， amorousness ，  and hot-headed belligerence] ; 5) canonical richness 

(tien-li * ) ;  6) a substantial trunk (chih * -kan) ; 7) constructing normative form 

( t ' i仁的i) ; 8) sturdiness ;  9) resoluteness and magnanimity; 1 0) picrcing desola

tlOn .  

Note how such lists indiscriminately mix questions from completely differ
ent categories : here we find universal questions ( 1 一則， modes (3-5， 8- lOL and 
purely technical issues (6-7 ) .  

大 til 詩 之 作 沾 有 八 。 [- 1 起 {，) 要 高 速 。 E"l 結 句 要 不 贅 述泣 。 [ 1 4\ 句 要 結 健 。 [-1 -[- 芋， 要 有 全 石

禱 。 fCCj �: T 相 呼 。 日 荷 尾 相 應 。 fC:J 轉 摺 要 不 著 力 o FI 占 地 步 。 蓋 首 兩 句 先 須間 占 地 �ÿ 0 然

從 六 七j 若 有 水 之 泉 。 源 源 而 來 矣 O 地 !J; . j夾 O 譬 f尚 無 根 之 i無 o WI\'i' 1而! 胡 也 。 今 之 學 者 。 倘

有志 于 詩 O 須 先 將1契魏盛唐諸汗 。 日 夕 ì:ti哲 諷 汰 。 熟其 而J 0 究 其 旨 。 則 又 il}J 諸 荐 泊 之 卡 。

以 講 明 之 。 才? 令 人 之 的 經 。 臼 就 }éj 將 。 而 自 然 有 得 。 則 敗 之 左 右 逢 其 源 。 茍 均 不然 。 我 見

其 能 詩 者 鮮 次一 。 是Jíi材主挺立 章 。 未 能 行 者 市l 欲 行 。 鮮 不 1 1、 也 O

There are cight general rules to considcr in composition :  1) the bcginning lines 

should be lofty and far-reaching;  2) thc closing lines should not get stuck in 

their tracks [i. e . ， should allow for continuing associations] ;  3) 的e second coup

let (ch 'eng) should be stable and sturdy; 4) you should have the sound of metal 

and stone in your usc of words ; 5) what prccedes must generate what follows;  

6) head and tail should respond to one another; 7) the turning [ chuan， the third 

couplct] should not show cffort; 8) you should havc securc mastery of the area 

through which you movc. We may say that the first two lines should first 

secure a broad area through which to move， and only then wi1l the next six 

lines be like a spring with a sourcc， pouring from its fountainhead .  If  the area 

through which you move is too narrow， it will be like a trickle without any 

origin; it can dry up in a moment 

Should somc modern student set his mind (chih * )  on poetry， he should first 

take all the poctry of the Han， Wei， and High T‘ang， then chant those poems 

thoughtfully both day and night. When he is thoroughly familiar with their 

words and has thought seriously about thcir implications ，  he may seek out 

experts in poetry with whom to discuss and elucidate the poems ， j us t  as today 

people s tudy the Classics . As he progresses from day to day and from month 

to month， if something comes to him naturally then he should use it .  He will 

encounter the sourccs of poetry al1 around him. If he does not do this ， then 

rare峙， 1 think ， wil1 he succeed in becoming adept at poctry. Such a person is 

just  like a babe in arms who wants to walk but is not yet ablc : rarely wil1 that 

babe avoid falling flat on his face. 
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The first part of the second paragraph is a rephrasing of the program of 
study in "Ts'ang-lang's Remarks on Poetry" .  

余于詩 之 一 事 。 用 工 凡 二十餘年 。 乃能 會 諸 法 。 而得 其 二 。 然 於 盛 唐 大 家 數 。 抑亦 未 敢

望其有所似焉 。

For more than twenty years 1 havc devotcd my single-mindcd cfforts to poc← 

叫， and now 1 comprehcnd a11 thc rules and succced in one or two . Neverthc

less ，  1 s till darc not cven hopc to rcach anything even close to the masters of the 

High T‘紅19

The True Source oJ the Study oJ Poetry J Shih-hsüch cheng-yüan 
詩 學 正 源

風雅頌賦此典

音吉 乏 六 義 。 而 f宜。 目Ij 三 體 。 風雅 頌 者 。 詩立 體 。 賦 士t 興 者 。 誰 之 法 。 故賦 北風l 吝 O 又 所 以 製

fF 乎 風雅頌者 也 。 凡 泊 中 有 賦 趣 。 有比起 。 有 興 起 。 然 風 之 中 有賦 此 JI'� 0 雅 頌 二三 中 亦 千古 賦

此興 。 此詩主要 之 IE 源 。 法 度 乏 準 則 。 凡 有 所 作 。 而能備盡::ft義 。 則 古 人 不難 到 矣 。 -:i�: 頁紙

其 事 。 而無優游不迫之趣 。 沉 著 痛 快 之 功 。 首i草 率 直 InJ 已 。 夫lpJr反 焉 。

Airs (Fe叫付尺‘í?*梓 ) Ode臼s ( Ya 祥η ) Hymns (5叫f到) Expos泣ition (F叫 Compar 

S訕tirri司

These are the “Six Principles ， "  but in tàct thrcc arc normativc forms ( tγ)  

of pocms : Airs， Od白， and Hynms arc thc normativc forms of poct門; CXpOSl一

tl凹， companso札 and hsing * are the r compositional] rulcs (ja * )  of poetry . 

Thus exposition， compariso口， and hsin，í? * are also means by which one can 

compose in the forms Ai的， Od凹， and Hymns . 1 11 all poen芯， thcrc can bc an 

opel1ing with exposition， an opcning with comparison， or an opcning with 

hsi附帶 ﹒ All three occur in thc Airs ; a1l threc occur likewisc in the Odes and 

Hymns . This is the true sourcc for thc study of poetry and the standard for all 

rules and regulations . If you can fulfìll these principlcs ( y í吋 anywhcre in your 

writing， thcn thc ancients are not hard to rcach . If you just givc straight 

exposition of some mattcr， you will lack thc cxcitcment (ch 'ii * )  of being 

“ straightforward and carefrcc" or thc accomplishmcnt of bcing “fìrm， self

posscssed， Jnd utterly comfortablc"一-if all it docs is go s traight through from 

beginning to end， what is worth considering in i t ?  

The sections that follow should give something of  the true flavor of a popular 
poetic manual. This is neìther literary theory nor critìcisill， but literary 
pedagogy.  There is a series of headings that raise conventional areas of dis
cussion in composition. Under these headings， we have a ve叮 loose mix of 
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categories， precepts， and warnings， with offhand comments added where it 
seems appropriate . However rough， the translation is smoother than the 
original， in which full sentences are mixed in with mere lists of topics .  
One imagines a teacher listing things for his students to remember and 
occasionally adding， "Now pay special attention to this ! "  

The Measuring Tapefor Writing Poetlγ )  Tso-shih chun-sheng 
作 詩 準 繩

:立 意

要 自 i， 渾 厚 。 有 氣概 O 要 沉 著 。 忌、 卑 弱淺l柄 。

Establ ish ifli<? the COl1ccp f 內1叮

It mLlst be lofty and ancic肘， rich and un副部ercntiatcd， with a standard of ch 'i 特 ;

i t  must b c  f1rm and selιpossessed， shunning wcakness ，  shallowness ，  and base一

ncss 

鍊 句

要 雄 偉 「fJ 健 。 手于 金 石 峰 。

RcfìnÍlzg LillfS 

It must bc potcnt ancl grand， clear 3nd sturdy， having thc sOllnd of mctal and 

stonc. 

塚 對

要 寧精 毋 弱 。 寧t:B 1]士 巧 。 2乎樸 毋 華 。 忌 {谷 野 。

Polishin，íÇ Parallclism 

It is better coarsc than weak， better [honest1y 1 c1umsy than artful、 bcttcr plain 

than flowery; but shull uncouthncss and rusticity . 

寫 景

景 中 含意 。 事 中 做 景 。 要 細 密 清 淡 O 忌庸腐雕巧 。

Describing Scene (chi均 勻

Concept held in reserve within the s cene; peering at the scene through some 

evcnt (shih * ) .  It must be f1ne and dcnse，  clear and limpid; shun the common可

place and overwrought. 

寫 意

要 意 中 帶 景 O 議論 發 明 。

Describing Con叩t (yi * ) 

It must be 50 that concept bears the scene (ching吋 within it; discursivcness 

clariflcs . 
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害事

大 I11J 國事 。 小 而 家事 。 身事 。 心事 O

Writing of an Event (shih叮

On a large scale， there arc national affairs (泊的 * ) ; on a small scal亡， therc are 

family affairs ，  affairs pcrtaining to oneself， affairs pertaining to the hcart/mind.  

用 事:

陳 �， 諷今 。 因 i度 證Jlt 。 不 可 著 泣 。 只 使 影 子 可 也 。 雖 7E事亦當 活 用 。

u、e ofRφrences (shih * )5 

Set forth antiquitγ to criticize (feng叮 the prescnt; use onc thing to prove 

another; don't show your tracks-it ' s  all right if you give a shadow; though it 

be a dead refcrcncc， it can be uscd in a lively way . 

押韻

押韻穩健 。 則 一 句 有 精 神 。 如 柱 碟 欲 其 F芝牢也 。

Ch缸叫〈

I怔f th扯.1C choice of r出hymc i臼s s仗ta油bl扭e and sturdy， thc whole line wiI1 have spirit 

(ching-shen * )一likc thc basc of a column， you want it to be  firm 

|、 字

BX在腰 。 或在膝 。 在 足 。 最 要 精 忠、 。 11: 的 常 。

P!acing Words 

It may be in the wal哎， in thc kn凹， or in the foot [positions within a single 

line J ;  most of all think carefully her亡; it must bc jus t  right .  

The Essentia l Rules of Regu la ted Verse) Lü-shih yao-fa 律 詩 要 法

起 承 轉 合

Opening ([h '; ) Continuing (ch 'eng) ， Turning (chuan) ， Drawing Togethcr (f叫 .

These are the function-names of the four couplets of a regulated verse and the 
four lines of a quatrain. 

破題

或對 景 興 起 o DUt 包 。 或 引 裝起 o 0X就題起 。 空空 突 兀 r�;j i哀 。 如 狂 風u在悅 。 勢 欲 滔 天 o

Broaching the Top ic (p ‘。一t‘ 1 ， 戶的t co叩let)
I t  may bcgin with a hsing*  facing a scenc; it may begin with a comparison 

(pi 特 ) ; it may begin with a rcfcrencc (shiJ 戶 ， or “an event， " something happen

ing) ; it may bcgin by taking up the titlc .  It must heavc up hìgh and far ，  like a 
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hurricane rolling up the wav白， its momentum (shih 叮 ready to sweep over the 

heavens . 

領聯

或寫意 。 或寫 豆、 。 或 喜事 。 用 事 告 | 泣 。 此 聯 要 接 彼 題 。 要 自1 1繼龍 之 珠 。 1包 而不 脫 。

Jaw Coup let (han-lien， the second coup let) 

It may describe a concept ( y i 勢 ) ， or a sccnc (ch ing * ) ，  or an event (shih 幣 ) ， or  

make a refcrencc (sh ih 著 ) ， or provc something .  This couplct should connect to 

broaching the topic [i . e . ， the first  couplct] . It should be likc thc pcarl ofa black 

dragon， held tight and not allowcd to slip away . 

頸聯

或寫 意 。 寫 殼 。 害事 。 的 事 引 證 。 與 前 聯 之 ;若: i+l ffÆ fEl Jm c 要 變 化 自11疾 古 {歧 Ll I 。 做 fí 常愕 O

Neck Coup let (ching..lien， th ird coup let) 

It may dcscribe a concept， or a scenc， or an event， or makc a refercnce， or  

prove something .  It  responds to but  swerves away from thc concept of the 

preccding couplet . It  should be a transformation， likc a suddcn peal of thundcr 

breaking ovcr the mountains-all onlookers arc s tartled and terrified . 

結 句

或 就 題 結 。 或 間 一 步 。 或 繳 自íj 聯 之 意 。 或 用 事 o 必 放 - 句 作 散 場 。 如 :封j 溪 之 掉 。 自 去 白

固 。 言 有志 rflJ 意無 窮 。

Concluding Li刊的 (chich-chü)

It may tic up thc topic， may stcp off in a new dircction， may shoot like a 

stringcd arrow back into the conccpts of the preceding couplcts ， or may make 

a reference. One must sct at least one line frcc as a place for dispersal: like a 

rowboat on Yen Creek， going off on its own or turning around on its own

the words arc ovcr， but thc mcaning ( y i叮 is cndless .  

七 言

聲響 。 雄渾 。 鑽鏘 。 倖 健 。 高 遠 。

The Seven-Character Line 

Rcsonancc potent， undifferentiated ， ringing， grand and s turdy， lofty and far

reaching . 

五言

沉靜 O 深遠 。 細嫩 。

The Five-Character Line 

Brooding and still， deep and far-reaching，  de!icate and tender . 
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Under the two most common line lengths， in seven and five characters， Yang 
Tsai simply lists qualities conventionally associated with each. Some are 
complementarYi some are mutually exclusive. These are presumably the 
qualities a student should aim for. He follows these lists with a brief discus
sion of general questions of poetic structure 

主; 九 七 言 o 10) 晶 雖 專長 。 法 律 則 。 起 句 尤難 。 起 句 先 去'f 間 內 地 步 。 要 高 速 。 不 可 筍 E1. 0 r)了

間 兩 聯 。 句 ì.t 或 四 字 斂 。 .d�兩 字 裁 。 須 要 血跡反過 。 百 韻抖II!& c 'rJ{肉 相停 。 上 F 勻 稱 O 有

兩 句 共 3 意 者 O 有 各 茗、 高 0 余 |二 聯 已 共 意 。 問Irl' �稀 有1 各 怠 。 前 聯 u止詠狀 。 後 聯 須 說 人 事 。

兩 聯 最 忌 I司 律 。 r頁 聯 轉 :言: 耍 變 化 。 須 多 F 實 字 O 字 實 則 自 然 1月4 亮 。 的i 句 法 啦 。 其 尾 聯 要 能

開 步 o :ryrJj罩 住 意:結之 。 然、亦 有 合 起 草 咎 。 亦 妙 。

jf 句 中 千古 字 眼 。 兩 眼 ;各 妙 。 三 眼 者 非 。 且 三聯 m 連 綿 字 。 不 wf--，般 o ' 1' 1)要 fr!fi: 活 字 。 寸、 �11沮

泣 。 五 �i 't:HL� 多 在第三 。 或第 二':t- 。 或 第 四 字 。 或第五寸， 。

Although Iincs of fivc and scvcn charactcrs havc di[[crcnt numbcrs o[  words in 

a linc， thc samc rulcs apply to both ，  Thc opening lincs 3rc thc h3rdc仗， for in 

thc opcning lines one must securc 3 br03d arc3 through which to movc: it must 

bc lofty 3nd far→'eaching ，  and one  ca11not achievc this improperJy . As for the 

two middk couplets ， onc may group thc ch3r3ctcrs in twos or fours ， but what 

is essential is th3t thc blood vessels run through them [i . c . ， it should h3ve 

3nim3te continuity] ， th3t thc sounds respond to onc another [ i . e . ， it should 

achicve tona1 balancing and gellcral euphony] ， that parallel constructions hold 

one anothcr stcady， and that what prcccdcs and what follows be in babnce . 

Somctimcs two li肘s sharc a singk concept ( y i勢 ) ; somctimcs each line has its 

own COl1ccpt .  But if thc orst of thc middle two couplcts shares a concept be

twcen its two lines， then the second of the middle two couplets must 3110t a 

sepa1'ate C011Ccpt tò1' each of its lines ， lf thc o1'st of the middJe couplets sings of 

thc man11cr of thin軒， thcn thc second of the middlc coupkts m11st spcak of 

some matter (sh ilz 叮 involving humanity . What should most bc、 shunned is 

both of the middlc cOl1plets ' bcing of thc same mold 就1hen the “neck couplet" 

[ third couplet J turns the COl1cept (cl1lIan-y i 持 ) and brings about a mctamorphosis 

(pien 瓣 -h圳 特 ) ， one shou1d usc many solid (shih 叮 words : if thc words are sol峙 ，

it will be naturally rcsonant ， and the linc construction (chii:fa * )  will bc s turdy . 

The 位na1 couplet ought to set 0仔 in anothcr directiol1 and concludc the picce 

by intLlsing it with another life .  If thlS is donc and at the same timc it is able to 

draw to巴cther with the openi時 couplet， thcn this is fincsse (rniao 著 ) . 

In a linc of poctry therc are “eyc words " (tzu-yen) [ strong words ， usually 

verbs ，  that carry a special stylistic force] . To have a pair of eye words is oncssc ;  

b l1t threc eye words won' t  do ，  And onc canl10t use binomes in the same w3y 

in two couplets ; there one should a1so avoid empty words (hsii- tzu) [ i . e . ， par自
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ticles] and “active" words (huo-tzu) .  In a five→yllable lir時， the eye is usually in 

the third position， but it may also occur in the second， fourth， and fifth posi

tlOns . 

Series of examples of the eye word in different positions in the line has been 
omitted. 

杜詩法 多 在 首 聯 兩 句 。 上 句為領聯之主 。 下 句為頸聯之守了 。

Th扯1艾e r凹ul仕e (j戶ã *勢η)μin Tu Fl叭 poetry is that t由he 已趾rs仗t lin肘1e of t出he 已伽rs叫t cωou叩plet仗t g伊ov吋ern

t出he sec∞ond c∞oup抖let， while the second line of the first couplet governs the third 

couplet. 

ln the context of T'ang poetry before him， this is a mark of Tu Fu's formal 
training and conservatism. This is formal amplification : AB， AA， BB . . . 

七 百 律 難 f 亢 言 律 。 七 已 下 字 較 粗 賞 。 五 言 下 字 較 細 嫩 O 七 言 若 可裁 作 五 言 。 便不成詩 o

�tt字字去不得方是 。 所 以 句要服字 。 字要 藏 意 O 如 聯 殊 不 斷 。 方妙 。

Regulated verse in the seven-character line is  more difficult than regulated 

verse in the 趴Te-character line.  In the seven-character li肘， the choice of words 

tends to the rough and substantial (shíh * ) ;  in the 益ve-character line，  the choicc 

of words tends to be fine and delicate . If a part of a seven-charactcr line can be 

cut out to makc a 益ve-character lin亡， then thc poem is imperfcct . A poem is 

just  right only when no word can bc deletcd . Thus a line should hìde ìts 

words， and the words should hide their conccpt ( 抖著 ) . I t  has the greatcst ι 

nesse (míao 叮 when it is like an unbrokcn strìng of pearl s .  

The Essential R的s oJOld且Style Verse 古詩要法

凡 i'f 古詩 。 體 格 句 法 俱 要 蒼 古 。 且 先 立 大 意 。 錦敘既定 。 然、 俊 F 筆 。 則 文 豚 貫 通 。 意、 無斷

續 。 整然 可 觀 。

Whencver one writes old-style verse， both thc structure of thc form (t ' í凡的 努 )

and the constructìon of lincs (chü* -fa 叮 must b e  ì n  the ancicnt manner . Fìrst of 

all ， one establishes the ovcrall concept (t 'aí-y í 叮 ; then， only after one has deter

mìned how ìt should be developed， should one set one's  brush to paper: then 

thc veìns of the wrìting wìll be unified (如an-t 'ung * ) ， thcre wìll be no discon

tinuities in the conccpt ;  and in its corrcctn亡的， ìt will be worth consideratìon. 
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Old-Style Poetry in the Five-Character Lirze 五 言 古詩

五 這一 古 詩 。 或 興 起 。 或 比 起 O 或 織 起 。 須 要 寓 意 深 遠 。 託 詞 溫 厚 。 反 復 優 游 。 雍 容 不 迫 。

或 感 rJ， 懷 今 。 或 i安 人 傷 已 。 或 瀟洒 問 過 。 寫 景 要 雅 J炎 。 推 人 心 之 主E 情 O 寫 !感 慨 之 微 意 。 悲

權 含 義、 r(r) 不 傷 。 美 東IJ 婉 曲 的j 不 竄 。 要 有 三 行 篇 之 遺 ;意 方 是 。 做 法 規 市 誨 。 古自 然; 有 感 動 人

處 。 如 已 n等 十 九 益 。 皆 治 熱 i賞 玩 味 。 自 見 其 趣 。

Old叫ylc poetry in the five-charactcr line may begin with a hsíl1g * ，  a compari目

的n (p í 特 ) ， or with straight exposition (fu) . l t  is ncccssary that thc concepts be 

lodged deep and far， and that the diction (tz 'u * )  bc gcntle and gracious ;  it 

moves back and forth with cas亡， s tately and never pressed.  Onc may be s tirrcd 

by antiquity and thus think on the prcsent; one may think on others and fee1 

pain for oncsclf; onc may bc coo1， a100f， and selιcontcnt .  Dcscription of the 

scc肘 must be gracefu1 ( ya * )  and limp峙 。即 invcstigates the u1timate affec

tions (ch 'iI1J( * )  of thc human mi吋; onc describes thc subtlc tho時ht ( yi 叮 m

strong cmotions .  Sorrow and grief are held in rcserve (hal1-hsii ) and no pain i s  

cxpressed; praise and attack arc indirect and not obvious ;  it is corrcct whcn onc 

has  the concepts that havc COl11e dowl1 to us from the Book oJ SOrlJ(5 . Considcr 

thosc places in the old-style poel11s of  the Han and W ci that s tir peop1e to 

swelling cl110tion .  W orks likc thc “Ninetccn 01d Poems" [a group of anony

mous works probably dating from thc sccond ccntury] should bc read thor

ough1y and thcir flavor cnj oycd-you will perccivc thc flair (ch 'ii 吋 in them 

quitc naturally.  

Old-Style Poetry Îrz the Sevm-Character Lírze 七言 古詩

七 i=-i 古 詩 。 要 鋪 紋 。 要 有 1)日 fk o 有 風 度 。 要 迢 遮 |撿 怪 。 你 f愛 直堅 )'1司 。 忌 庸 俗 軟 )街 心 在! 是 彼 1詢

問 f了 。 如 江 悔 之 Uii n 一 波 未 'T' " 一 派 復 起 。 父 在口 兵 家 之 間j 0 方 以 為 1I " 又 很 為 奇 。 /可 以 為

向 。 2、 很 :是 ，[ 0 tH λ 變 化 。 不 可 紀 逝 。 佈 此 位; 有 。 惟 李 中I tt2. " 

Old→ty1e poetry in thc sevcn-character linc should unrol1 [a term for lincar 

exposition related to jìA] ;  i t  should have its opcning and its drawing together; it 

should havc style ; it should pass far into thc distancc， be daring and strangc， 

potcnt and grand in its ringing .  Shun thc commonplac亡， weak， and worn out. 

It should have wavelike openings and comings together， j us t  Iike the waves of 

thc rivcrs and thc sea :  bcfore onc wavc is stilled ，  another rises .  Also it is likc 

military formations : first it is normal (ChCrlJ( * ) ，  thcn unconventional; and 110 

sooner has it becomc unconventional than it is norrnal again. Emerging frOI11 

and entering again into transformation (p iCrl * -hua * ) ，  its limits cannot be reck

oned. Only Li PO and Tu Fu have achievcd thc fullness of this rule .  [Thc 

opcning and drawing togethcr are dazzling; thc tones and rhymes are ringing;  
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the rulcs arc dark and mysterious;  spirit-thought goes far ;  lcarning is full; the 

argument is transcendent . ]G 

Quatra íns 絕 句
絕 句 之 法 。 要婉 曲 回 環 。 刪蕪就筒 。 句 絕 rfrJ 惹 不絕 。 多 以 第 三 句 為 主 。 rfrj 第 四 句 發 之 。 有

實 接 O 千古 虛 接 。 承 接 之 間 。 開 與 合 相 關 O 反 與 Jf 才說 {衣 。 順 與 逆 相 應 。 一 呼 一 圾 。 宮 商 白

諧 O 大 抵 起 承 二 句 困 難 。 然不過平宣斂起 為 佳 O 從 容 泉 之 為 是 。 王三 如 宛轉 變 化 工 夫 。 全 在

第 三 句 O 若于 此轉變得好 。 則 第 四 句 真�I 月民 流 之 舟 矣 O

The rules of the quatrain demand sinuousness and circling ，  cutting away all 

unnecessary growth for thc sake of concision， with the result that the lines 

brcak off [chü chü帥， inverting the generic namc chüeh-chü ] ，  but the meaning 

( y尸 ) does not brcak off. Usually thc third linc is the domina肘， and the fourth 

line devclops it .  There is a distinction between the “solid continuation" (shih九

chieh) and the “empty continuation (hsü * -chieh) ; and in thc relation bctween thc 

second line (ch 'eng) and the third line (chieh) ， openings are balanccd with draw

ings together， forward motions and revcrsals depend on one anoth凹， sequcn

tial movement and rctrograde movement respond to one another， one calls out 

while another draws in， thc notes kung and shang are in harmony. Gcnerally 

speaking，  the first and second lines are the hardest ;  neverthcless ，  excellence 

may be attained by nothing more than opening with a straightforward exposi

tion ，  after which a relaxed second line is correct .  The skill of  sinuousness and 

transformation resides entirely in the third line .  If  the turn or transformation 

(chuan-p ien叮 is well executed ，  then the fourth line will be like a boat following 

thc current .  

See Chou Pi 's discussion of the "empty continuation" in quatrains， p .  425 . 

After the discussion of quatrains， there is a long section discussing the norms 
of treatment for various occasions for poetry. The following passage is one 
example. 

Climbing a Righ Place and Looking Out， Teng-lin 登臨

登 悔 之 詩 。 不 過 感 今 懷 古 。 寫 景 歎 時 。 思 國 懷鄉 O 瀟洒 遊 適 o jjJZ譏刺歸美 。 有一 定 之 法 律

也 。 中 間 宜 寫 四 面 所 見 山 川 之 景 。 庶幾 移 不 動 O 第 一 聯 指 所 題 之 處 O 宜:敘說起 。 第 二 聯 合

用 景 物 質 說 。 第 三 聯 合 說 人 事 。 或 感 歎 古 今 。 或議 論 。 均 不 可 用 硬 事 。 或 前 聯 先 說 事 感

歌 。 則 此 聯 寫 景 亦 可 。 但 不 可 兩 聯 相 同 。 第 四聯 就 題 主 意、 發 感 慨 。 繳 前 二 句 。 或說何時再

來 。

Poems on climbing high places and looking out confine themselves to being 

stirred by the present while thinking on thc past， describing the sccne and 
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reacting to the season， thinking of the statc and longing for one' s homc， the 

dispassionate contcntment of rambling， or pcrhaps criticism to reform a per

son's behavior-this form has determinate ruJes (fa * - lü ) .  In such a poem， the 

poet should describc the s cene (ch il1;:[ * )  of the mountains and rivers all around 

him， virtually to the point that nothing in the scene could be moved. The firs t  

couplet makes referencc to thc places s tatcd in the titl亡， and one should bcgin 

by saying something about that. Thc sccond couplet uses the things of the 

scene (ch íl1g人wu * ) ， drawing them togethcr in solid (5h ih * )  discoursc .  Thc third 

couplet draws the abovc togcthcr with discourse on human affai蹈 ， or with an 

emotional reaction to past and present， or  with some discursive proposition; 

one cannot， however， gct into s trident mora1izing .  If the sccond couplct has 

already treated the emotional reaction to events ， thcn it is all right to describe 

the sccne in the third couplet ;  but the two middlc couplets must not be  the 

same. Thc fourth couplet gives an emotional response to the dominant conccpt 

(chu-尸骨 ) of thc titl亡， at thc same time shooting a connection back into thc two 

prcceding lincs-or you can say simply “就rhen will l comc again ? "  

This i s  a remarkably unembarrassed exposition o f  the conventional compo
nents of one poetic subgenre . Such a discussion answered the novice's need to 
know what to say next ( and what not to say next ) on a partìcular occasion . 

The concluding "General Discussion" is a miscellaneous gathering of 
observations， many of which were in wide circulation.  

General  Discussion [selections J 

Jt 要 有 天 趣 。 不 叮鑿 空 強 作 。 待 境 而 生 自 工 O 或 感 古 懷 今 。 或 (每一 今 忠 古 。 或 閱 ;三拓 市t 祟 。 或

因 物 寄 意 。 篇 之 中 O 先 立 大 意 O 起 承 轉 結 。 三 致 意 焉 。 則 王 緻 矣 。 結 體 命 意鍊 句 冊 ，字 。

此 作 者 立 四 事 也 。 體 者 。 如 fF →題 。 須 自 斟酌 。 或騷或選上克唐或ü 西 。 驗 不 可 誰 l�)j豐 O 選

不 i'J 雜 以 庸 。 馬:不可雜 以 11 的 。 須 要 首 尾 渾 令 o 不 可 /，，) 似騷 。 → 句 似 j笠 O

Poetry [should have a natural excitemcnt (ch 'ü * ) .  ItJ cannot be forced out of 

purc speculation: it becomcs spontancously well-wrought if onc waits for it to 

arise out of thc world at hand (chi l1g叮 7 Onc may be s tirred by thc past and 

think on thc prcsent; onc may be distrcsscd by the present and long for thc 

past ;  one may spcak of a sccnc (chir月2特 ) through some event (5h伯 特 ) ; onc may 

lodge one' s  concepts ( yi叮 in somc thing (wu * ) .  In a single work， first establish 

thc gcneral idea ( y i 汁 ， and bring in thc conccpt again and again through all 

four couplcts ; if you do th眠 the work wilI bc finely donc. The four tasks of a 

writer are : 1 )  constructing form， 2) commissioning concc阱， 3) refining 1in凹，

and 4)  choosing words . As for form ( t 'i 汁 ， when you take a topic， you must 

determine whether it is to bc in thc Sao mo針， or in the WCI1 hsüal1 mode， or in 
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thc T' ang mode， or in the Chiang-hsi mode. But the Sao mode cannot be  

mixed with the Wen hsü的1 mode; thc W例 如你n mode cannot be mixed with 

the T‘ang; and the T 'ang cannot be mixed with the Chiang-hsi .  It  must bc 

fused a5 a whole from beginning to end: you cannot have one line here 1ikc the 

Sao and another line there likc thc Wen hsüan 

The "Sao" style refers to the manner of the Ch ‘u tz刃i the Wen‘hsüan was the 
most famous anthology of pre-T'ang poetry. The Chiang-hsi scho01 was the 
most important group of poets of the twelfth century， poets who based their 
practice loosely on Huang T'ing-chien. Ironically， Huang T'ing-chien's work 
itseH is characterized by clever mixing of modes， precisely what is prohibited 
here. 

持 要 鋪4iz正 。 波 瀾 間 。 用 蔥、 深 。 或 句 雅 。 做一 字 當 。 于 字 響 。 觀詩 之 1:1.� 。 亦 當 如此 求 之 。

In poctry it is necessary that thc cxpositìon bc norrr口Ja抗叩t位ivc l卡μd附

opposcd tωo mvcrsc吋]， the wavcs must s tretch broadl)九 thc concept must bc 

dcep ， the rcfinemcnt of lincs must have dìgnity ( ya * ) ，  thc use of words must 

be apt， and the positìoning of words must be resonant. In this manner the rnles 

of poetry should be sought. 

凡 ft詩 。 氣 象 欲 其 渾 厚 。 體 面 欲 兵 在: 鬧 。 血脈 欲 其 責 串 。 風 度 欲 Jt 飄逸 o 音韻欲其經鏘 。

若 f 眠。傷氣 。 敷演露骨 。 此 涵 養 之 末 至 也 。 當 益 以 學 。

In all writing of poctry， the atmosphere (ch 'i仁hsian，fZ * ) should be rich and un

differentiatcd， the face of thc form should bc vast ， thc vcins and artcries should 

be continuous all thc way through， the stylc (feng* -tu) should drift along calm

ly without anxiety ， thc tones and rhymes should ring .  lf you harm thc ch '尸 by

exccssive craft or cxposc the bonc (ku 叮 by blatant exposition， this i5 because 

you havc llot rcached the final stage of carcful llurturing-it must be amelio

rated by study 

詩 要 首 尾 相 應 O 多 見 人 吵 鬧 一聯 。 儘 有 奇 特 。 全 篇 湊 合 。 如 出 二二 手 。 便不成家數 O 此 句

一字 。 必 須 著 意 聯 合 也 。 大概要 沉著過快優游不迫 而 已 。

In poctry the bcginning and end must rcspond to 011C another. One will often 

scc an absolutely marvelous couplct being circulatcd; but if we consider thc 

coherence of thc work as a who訟， it seems to come from two different hands . 
This wiI1 not makc a master. In every word and in every linc， onc must pay 

close attention to unifyi月一that ovcrall principle that one must be cither 

“firm， self-posscssed， and utterly comfortable" or “straightforward and 

carefrec. " 
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語貴 含 蓄 。 言 有 盡 而 意無 窮 者 。 天 下 之 至 言 也 。 如 清 廟 之 豆豆 。 一倡三歎 o 而有遺音 者 也 。

ln diction value "holding in reserve" (han-hs的 ‘ “The words are used up，  but 

the concept never ends " 的 the most perfect saying in the world. Like the zither 

in the “Pure Temple" [ of the Book of Songs] ， “one person sings ，  and three sigh 

in response-there are tones that are omitted . "  

The former saying was a poetic commonplace whose most famous source 
was "Ts 'ang-lang's Remarks on Poetry叮 the latter quotation is from the 
"Record of 孔1usic . "

d"f i司 令、 佫 υ ;�.; I U 於 梢 。 先 得 !各 也 ο 佫 t-!l 力 志 。 先 得 ;誓: 也 。 恁 格 欲 ?0j 0 句 ì'.1� 欲 與 o H Ad'J +  

末 矣 。

Poetry has concept ( y i吋 and manner (如 瓣 ， or "且xed form") . When the concept 

emerges from ko 贅 ， one first of a11 attains the ko 特 When ko 持 emerges from 

concept， then first of all one attains the concept .  Both concept and ko 特 should

be  lofty; the construction of lines (chü三 伊 ) should be resonant; the least impor

tant thing to do is to seek the words for the line .  � 

詩 有 內 外 ;意 。 內 意 欲盡其理 。 外 芳、 欲 盡 其 象 。 內 外 意 含 蓄 O 方妙 。

Poetry has internal and external meaning ( y i\ concepts) . The internal mean

ing should exhaust principle ( li 叮 ; the externaJ meaning should exhaust image 

(hsiang * ) .  The greatest finesse (miao 吋 is shown when both inner and outer 

meaning are kept in reserve (han-J口的 .

The internal yi 羚 seems to refer to conceptual coherence; external yi 弋 to the 
coherence of the empirical scene. 

詩 結 尤 難 。 無 好 結 句 。 可 見 其 人 終 無 成 也 。 詩 中 鬧 事 。 僻 事 實 用 。 熟 事 處 肘 。 按 理 吾吾 簡

易 。 誠 意 要 圓 活 。 說 景 要 微 妙 。 譏 人 不 可 露 。 使 人 不覺 。

The closing of a poem is particularly hard : if the closing is not good， then we 

see that the person has accomplished nothing.  In using references in poetry， 

recondite references may be used “solidJy" (shih 汁 ， but fami1iar references 

should be used “emptily" [hsiÎ 美 ; i . e . ， touched on lightly and related to a per

son's  thoughts J .  When principle ( l i吋 is presented， it should b e  done simply; 

concepts ( y i叮 should be presented in a round [i .  e . ， perfect] and lively manner; 
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scenc (ching叮 should bc presented subtly. 此10ckery of someonc should not be 

obvious ，  50 that the person will not bc aware of it 

人 所 多 已 o 'fX 寡 言 之 。 人 所 難 話 。 說 易 言 之 。 則 白 不 俗 。

What others say in many words， 1 should say in fcw words; what others find 

hard to say， 1 find easy to say-if this is the casc then 1 wiI1 avoid uncouthness 

(su) . 

詩 有 三 多 。 讀 多 。 記 多 。 作 多 。

Three aspects of poetry should be " much " :  read much， remember much， write 

much .  

句 中 要有字眼 。 或腰 。 或膝 。 或足 。 無一 定之處 。

In a li肘， one word should be thc eye: it may be in the wai哎， in thc knee ， or in 

the foot of thc line lPositions within thc line ]-there is no fixed place . 

詩要苦思 。 詩 之 不 工 。 只是不精 思 耳 。 不思 而 作 o !i!l/' 多 亦 且是 以 為 。 古 人 苦，心終身 。 日 鍊 月

蝦 。 不 日 「 諾 不 驚 人 死 不 休 」 。 則 日 「 一 生 精 力 盡 於 詩 」 。 今 人 未 嘗 學 詩 。 往 往 使 稱 能

詩 。 詩豈不學而能哉 。

Poetry dcmands painstaking reflection: if a poem is no good，  it ' s  only because 

the writer didn ' t  give it enough rcflection. If you writc without reflection，  

what good does it do to writc in quantity? Thc older poets spcnt their whole 

lives in such painstaking rcflection， honing and refining thcir poems for days 

and months . If it wasn' t ，  

If my lincs don ' t  s tartle othc肘 ， 1 ' 11 岳nd no peacc in dcath， 

then it was， 

For a lifetime the core ofmy strength has  bcen uscd up in poetry . 

The modcrns ncver study poetry， yct they arc always claiming to know about 

poetry . How can a person bc good at poetry without studying it? 
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The 
“"Discussions to 
While 1生way
the Days at 
Evening Hall )) 
and 
Ulnterpretations 

of Poetry )) of 
防'ang Fu-chih 

The critical writing of Wang Fu-chih 王 夫 之 ( 1 6 1 9一 1 692) is remarkably rich 
and varied， ranging from comments in formal prose genres such as prefaces 
and letters， to commentaries on the Book of Songs and Ch 'u-tz 'u， to critical 
anthologies， to shih -hua such as μInterpretations of Poetry" ( Shih 自yi 詩 譯 ) and

μDiscussions to While Away the Days at Evening Hall" (Hsi- t 'ang yung-jih 

hsü-lun 夕 堂 永 日 結論 )， the prefac巳 of which is dated 1 690. This large corpus of 
literary theory and criticism should be set in the context of Wang Fu-chih's 
voluminous work in other fields， as a classical scholar， historian， and philo
sopher. Although his work was unappreciated and virtually unknown until 
the late Ch'ing， Wang Fu-chih was one of the most talented， learned， and 
prolific figures in a century notable for its talent， learning， and productive
ness . 

Much of Wang Fu-chih's sharpest critical and theoretical writing is to be 
found in his  Broad Commentary on the Book of Songs ( Shih kuang-chuan 
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詩 里買 傳 ) and in his three anthologies， A Critical Anthology 01 01d POιtry 

(Ku-shih p 'ing-hsüan 一古詩評選， on pre-T'ang poems)， A Critical Anthology 

of T'ang Poetry ( T'ang-shih p ‘ing-hsüan 唐詩評選)， and A Critical Anthology 

of Ming Poetry (Ming-shih p 'ing-hsüan 明 詩評選) . There are， unfortunately， 
serious difficulties in presenting these works to the English reader. The Shih 

kuang-chuan has deep roots in the long and complex tradition of scholarship 
on the Book of Songs， and the issues it addresses are often comprehensible 
only within that tradition ( the reader can see something of the complexity of 
that tradition in my discussion of the first entry below) .  On the other hand， 
Wang's critical and theoretical comments in the anthologies respond ad hoc 

to particular poems， and their value is often apparent only by close familiar
ity with the poems to which they are attached. 1  Although the "Discussions" 
are in many ways less intellectually supple than the preceding works， this 
shih -hua remains one of the finest in the tradition. 

As a passionate loyalist to the fallen Ming， Wang Fu-chih worked largely 
in isolation from the scholarship of his daYi he was a cantankerous figure， 
given to extreme judgments.  He was an excellent think巳r， but he was also a 
tendentious one. He was a solitary revisionist， seeking to reunite the values 
of secular poetry to his own understanding of the values embodied in the 
Book 01 Songsi and like all solitary revisionists， his solitude gave him the 
license to articulate positions that would have been more difficult to main
tain in the more sociable world of most Ch'ing scholarship . 

Although the “Discussions" are no more unified than most "remarks on 
poetry， " the same values and concerns recur throughout. Wang begins by dis
tinguishing the indeterminacy of affect and significance in the Book of Songs 

from the later poetic tradition ( allowing a few privileged moments in the later 
tradition to preserve something of the ancient poetry ) .  As the poems of the 
Book 01 Songs are valued for the absence of any single determinate intent， 
poetry in the later tradition is valued for precisely the opposite， for its histor
ical authenticity : a single， empirically determined unity of state of mind， 
situation， and moment. In the best later poetry we should see "what it was 
really like then."  In a less subtle way than his contemporary Yeh Hsieh， 
Wang Fu-chih is here taking up arms against the aesthetic values that grew 
out of the 1 

DISCUSSIONS TO WHILE A W A Y THE DA YS A T 

EVENING HALL 

于 日 O 小 子 o fnJ英學夫詩 O 詩 可 以 與 O 可 以 觀 。 可 以 群 。 可 以 怨 。
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He said， 11加1y little ones， why don't you study the Book 01 Songs ? By the 

Songs you can stir， you can consider， you can express fellowship， you can 

show resentment. "  

Analects XVII .9  

I 

興 。 觀 。 章 。 怨 。 詩讚於是矢 。 經 生 家 析鹿 鳴 嘉 魚為 孽 。 中(1 舟 小并 為 怨 。 小 人 往 之 喜 懇、

辱 。 jnJ 足 以 言 詩 O 可 以 云 者 O 隨所 以 前] 皆 ilJ 也 。 Jc!j �Yi篇 rliJ f 0 11住 十 九 的 能然 。 李杜亦亨手

章看 過 之 。 然、 其 能 俾 人 隨 絢 而 皆 可 。 亦不數數也 O 艾 F豆lG一 口] 焉 O 上史無� iiT 名 。 故許j軍 允 了高

惡詩 O 王僧孺皮 屑 吾 及 宋 人 皆 由� 0 

“S tir， " “ consider， " “express fellowship ， " “show rescntment" :  this says eve叮叮

thing therc is to say in rcgard to poctry. Classical s cholars interpret “The Deer 

Cry Out" [of the Book of Songs] as expressing fellowship ; they take “Cypress 

Boat" and “Thc Small Cap" [of the SongsJ as showing rescntment-as if thcsc 

were nothing more than some small-minded pcrson losing himself in j oy or 

rage. How can you talk about the Songs with such a pcrson? ln saying “can by" 

[Confucius means that] “by" any one [of the Songs] all [four functionsJ “ can" 

be rcalized . After the Book of Songs only the “ Nineteen Old Poems" werc able 

to achieve this . 2  Li PO and Tu Fu will also hit upon something vaguely like 

this ， but it is not all that common that one of thcir poems is able to produce 

any of the four [functionsJ depcnding on what [situation] a person encounters 

On the level bencath Li PO and Tu Fu， sometimcs onc [of the four 1 can occur; 

sometimcs none can occur. Thus Hsü Hun must be considered a dreadful poet; 

Wang Seng寸u and Yü Chicn-wu [Southern dynastics poets] and the Sung wri

tcrs are all the same. 

This passage with its claims that every poem in the Book 01 Songs can be seen 

to have any of the four canonical functions of poetry should be read in the 
context of a very similar passage， the second entry in Wang's "Interpretations 

of Poetry， " Shih -yi : 

"By the Songs you can stir， you can consider， you can express fellowship， you 
can show resentment . "  That says ev巳rything there is to say. According to this 
criterion you can judge the grace and success of Han， Wei， T'且時， and Sung 
[poetryJ . And you must use this criterion to read the Book 01 Songs . In saying 
"can by" [Confucius means thatJ "by" whichever [of the SongsJ all [four func
tionsJ "can" be realized. By what "s瞪口ed" [the writer of the SongJ you can 
"consider， " and the stirring becomes deeper. By what was "considered， " you 
yourself can be "stirred， " and the consideration becomes more reflective﹒ By 
the Song's 心xpression of fellowship， " you may feel "resentment， I! and the 
resentment is intensified and not to be forgotten. By the Song's "show of re
sentment， "  you can "express fellowship" and the expression of fellowship is 
all the more warm and cordial. One goes beyond [any single one ofJ the four 
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affections ( ch 'ing* )， and thus gives rise to the four affections . One wanders 
within the four affections， and the affe巳tions are obstructed by nothing. The 
writer [of the Song] engages a single， unified thought; but 巳ach r巳ader grasps it 
according to his own stat巴 of mind ( ch 'ing* ) .  [Here Wang includes two com
plicated historical examples in which the original mode of a Song was trans
formed into a different mode by a new context] .  The wanderings of human 
affections are unbounded， and what is valued in having the Songs is that each 
person meet it with his own state of mind. [The passage closes with this as a 
criterion for judging poets， periods， and critics . j3 

Like so many critics before him， Wang Fu-chih here attempted to assume the 
authority of Confucius' voice . Confucius commented that the Book of Songs 

could be "summed up in one phrase-no warped thoughts"  (Anal凹的 II.2 ) .
叭Tang Fu-chih made the same essentialist gesture， though in  different words : 
"That says everything there is to say in regard to poetry . "  Several times Con
fucius expressed his approval of a disciple by saying he could now "talk about 
the Songs ( yen 晶晶 言 詩)" with that person; Wang uses the same phrase nega
tivel句y， f鈺ind也mg run-o吋tι-吋廿‘.tl由he-呵mi刮11 cla品ss訂icis仗ts unworthy 0吐f d也ia剋10呵gue ( "How can 
you talk about the Songs with such a person? 叫

Such echoes 0吋f Con肘1吋fucαius' voice ma叮y have helped lend authority t o  a posi
tion th且t was radica1 in its implications.  Confucius acknowledged four possi
ble functions in any one of the Songs ( the capacities to stir， consider， express 
fellowship， show resentment) .4 Wang Fu-chih accepted that each Song did 
have some original inherent affective quality ( this is clear from the two ex
amples omitted in the passage from "Interpretations of Poetry" above ) ;  but 
when placed in relation to the present circumstances of a reader， the original 
quality might be transformed into any of the other four. Such a capacity for 
the transformation of aHective quahty was taken by Wang to be the essential 
characteristic of the Songs . 

Wang's hermeneutic was not without some basis in the long history of 
interpretation of the Book of Songs : a contradiction in the interpretation of a 
Song was often explained as due to varying circumstances in its application‘ 
For example， if the exegetes could not decide whether a Song was criticism or 
praise， they might say that it was composed in praise of King X， but when 
recited in the decadent age of King Y， was intended as cri ticism (by the con
trast between the state of affairs in King Y's reign and the days of King X ) .  

Wang's position here represents a penultimate stage in  the evolution of 
the hermeneutics of the Book of Songs . 5  From the Han through the T'ang， 
every poem of the Book of Songs was presumed to have 且n authorial or edi
torial ( i .e . ，  from Confucius )  intention that would necessarily generate a spe 
cuic response in the reader. That i日， if the poem expressed resentment (either 
directly or ironically， by assumed context ) ，  the reader's  affections would be 
shaped or imprinted with the normative feeling of  resentmen 
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minate affect of the Songs was crumbling in the Sung， and finally collapsed in 
Chu Hsi 's attempt to reconcile the dubious morality of certain of the Songs 

with Confucius '  dictum that the Songs have "no warped thoughts" (Analects 
II. 2 ) .  Chu Hsi's dangerous resolution was that the virtue embodied in an 
individual Song resided in the virtue of the reader ( thus a virtuous reader 
would recognize immorality in certain of the Songs and have his moral sense 
sharpened by the experience ) .  The reader is no longer "imprinted" by the 
Song; and there is a balanced， reflective relation between the inherent quality 
of the Song and the nature of the reader. 

Wang Fu-chih goes several steps further : the functional quality of each 
Song becomes an event in readi月一-not an original quality to be contem
plated， but a relation between the original quality and the present circum
stances of the reader. This is remarkably similar to Gadamer's acceptance 
of readerly 叫prejudice" in Truth and Method and his rejection of Schleier
macher's hermeneutic project to recover a text's original intent . In Wang 
Fu-chih's view， we are not essentially interested in the past world embedded 
in the Book of Songs or in the normative moral project of the Classic per se;  
rather， that past world is always framed by and leads back into the circum勵
stantial situation of the present . The Song does have inherent qua1ities， but 
these qualities "appear" to us only in relation to the present . 恥10reover， as 
Wang develops this position in the "Interpretations of Poetry， " one kind of 
response in reading resolves into another: contemplation becomes stirring; 
stirring becomes contemplation; resentment and the expression of fellowship 
alternate . In the latter part of the passage from "Interpretations of Poetry" 
above， the poem becomes a play of the moral affections ( ch 'ing叮

In the final part of th巴 first entry in the "Discussions， " Wang addresses 
the serious problem of how these ultimate values， embodied in the Book of 

Songs， relate to the later， "secular" poetic tradition. l  The question is whether 
the significance of the poetic text is finally determined by the writer's cir
cumstances ( or some other originating circumstance) or by the reader's cir
cumstances . The truism that significance comes， in fact， from both is less 
interesting than how the reader perceives his role-as 1istening to Other or as 
immediately applying the words to himself. The tradition of literary inter
pre 
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poetry， but kept securely on the reservation of antiquity， allowing Wang 
Fu-chih to go on to discuss "secular" poetry in familiar terms-as in the 
next passage， where he tells us that in poetry authorial concept ( yi 棒 ) is the 
“dominant factor. " 

1 said above that the position described i日 the "penultimate" phase in the 
interpretation of the Book 01 Songs . The final move， which Wang makes in 
his Broad Commentary on the Book 01 Songs， is truly radical and distinctly 
modern. Wang takes the notion that the particular quality of a Song is a rela
tion between its original quality and present circumstance， that the affect 
shifts through alternatives in the process of reading; in the Broad Commen

tary on the Book 01 Songs， he claims that such shifting qualities do not occur 
merely in the process of reading， but rather are inherent in the original poem. 
Antithetical qualities of affect inhere in each of the Songs ﹒ a Song may both 
express fellowship and show resentment， with each contradictory quality 
necessary to the oth臼. One occupies the center， while the other is "lodged to 
the side， " latent as an implicit alternative that strengthens the primary qual
ity. Of course， this multiplicity of qualities， shadowed by their alternatives， 
is restricted to the ancient poetry of the Book 01 Songs . 

If in the expression of fellowship [the writer] does not forget resentment， yet 
the resentment is lodged to the side and does not obviously conflict， then one 
can have resentment and not be in any danger of failing to express fellowship . 
Thus the expression of fellowship is securely planted and not blind. Only the 
poets of the ancient dynasties could feel resentment and still be able to ex
press fellowship， or to feel fellowship and still be able to show resentment.B  

The modern reader may be somewhat put off by the fact that this so 
phisticated theoretical position must be put in terms of the paradigmatic ex 
amples， "expressing fellowship" and "showing resentment . "  In part， this is 
due to the richness those terms had acquired in the exegetical tradition of the 
Book 01 Songs; in part， it is becaus巳 literary Chinese refers to the variations 
within a class concept by one privileged antithesis .  If we were to translate 
Wang's argument above into the conceptual forms of English argument， we 
would get something like this :  

If， in presenting one emotion， the writer docs not forget other contradictory 
emotions and， further， if those contradictory emotions are submerged and not 
set in conflict with the first， then they can be present without disrupting the 
presentation of the primary emotion. ( In contrast， if both are overt， then one 
has a state of conflict rather than one emotion shadowed by latent alterna
tives . )  In this way the primary emotion has a firm ground in not suppressing 
the contradictions that attend it. 

This is still not quite a Western argument， but it is a persuasive statement on 
the credible presentation of emotion or mood: no emotion is unitary， but 
rather it is a complex balance of alternatives， desired or feared. These alterna-
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tives are not necessarily in open conflict with the primary emotion， but 
rather stand off "to the side . "  

II 

無 論 ，i"! 歌 �fi� 長 行 文 字 。 fÿ， 以 意 為 主 。 � 51函 帥 也 。 41t� 帥 之 兵 。 謂 之 為 台 。 ?至 中I 所 以 稱 大 家

者 。 無 意 之 �l t 不 得 一 : 也 。 悸 雲 泉 石 o {Ë 為 主主 林 。 金 鋼 錦 I!辰 。 寓 意 則 靈 。 ��� r并 梁 椅 譜 。

宋 人 待 合 成 句 之 :1: 1.是 O 役 心 fí'可 彼 綴 索 。 的j 不 恤 己 的 之 所 白 接 " rbt 之 謂 小 家 教 。 粉、 在 間 結 rr

求 活 品 I lli 0 

No matter whcther it is in poetry， song， or writing in long lincs [prose) ， con

ccpt ( yi 叮 is always the dominant factor.  Concept is likc a leader， and troops 

without a leader arc callcd a mob. The rcason Li PO and Tu Fu are acclaimed as 

grcat mastcrs is that such [governing] concept is absent in less than ten or  

twcnty percent of thcir poems . If such concept is lodged in  mis尬 ， clouds ， 

streams ，  stones， flowcrs ， bir缸， mosses ， tòres俗 ， gilded spreads or tents of bro

cade， thcn any of these can become numinous ( l iI1g) . But when it comes to thc 

florid diction of the Ch 'i and Liang poets or to thc “sourcc tcxts " [from earlier 

pocts] which Sung writers compounded to make thcir own poetic lines

when Sung writcrs discuss pocms they always look for “ sourccs" for every 

word-thcn 0肘's mind (h圳 特 ) is made a servant in thc task of gathcring from 

others and no heed is paid to what onc ' s  own affections (ch 'íng * )  bring forth 

spontaneously. This makes a person a “minor master"-somcthing 1ike trying 

to make your living whilc a prisoner in the stocks .  

Ever since Ts'ao P'i， in  his "Discourse on Literature， " had claimed that cb 'i * 

was the "dominant factor" ( cbu )  in poetry， various other claimants to the role 
had arisen， each with its own lineage of supporters .  The dominance of yi 瓣 ，
some "concept" or "conceptual intent， " had first been proposed by the histo
rian Fan Hua 范 時 (398-445 ) ; but it was the poet Tu Mu 杜牧 (803-853 )，
author of a commentary on the military classic Sun- tzu 孫 子， who had in叮
troduced the military metaphor used here by Wang Fu-chih in his opening 
lines， and Tu who had first warned of disarray if hierarchical order was not 
maintained 

Such a model of command and subordination is itself more significant 
than any particular decision about which element i日 "in command" ( or serves 
as "host， " another meaning of cbu which comes into play in Wang's sixth 
entry below) .  Instead of seeing elements of the text in hierarchies， Chinese 
literary thought tended to see them as organically related， the aspects or 
stages in a process : it favored models of the text as organism. As we have 
seen， however， such an organic model ( associated with "natural， " involuntary 
selιmanifestation) tends to surrender authorial control; and the contrary de-

The "D仰的 ions " and “Interpretations of Poetry " of Wang Fu-chih 457 



sire to assert control generated this alternative model of command and sub
ordination. A command structure was， in fact， only one variation on a whole 
range of essentialist or originary descriptions of the writing process， defining 
some root from which the rest of a poem grows. Each claims that if the writer 
masters one dominant factor， all other elements will fall into their proper 
place (as Wang does in the next entrY ) i  and it is this belief in spontaneous 
conformity to proper authority that separates such theories from "low/' how
to poetics and from Western rhetorical theories， both of which are models of 
perfect authorial control .  

As Wang Fu-chih is using it here， 抖 著 is some intended meaning or pur
pose. "Mists， clouds， streams， stones" and other non-human things are not 
valuable simply in themselves， but should carry a sense of the poet's own 
concerns . Without being metaphorical， their presentation should be infused 
with the poet's interests. Here， too， is subordination: their presence in the 
po巳m is revealed as a function of mind. The μnuminous/， ling， quality that 
they achieve is precisely what is said to distinguish human beings from other 
things of th巳 world ( "mankind is the most numinous of beings/' wei j凹 的的

ling 惟 人 最靈 ) : thus imbuing the things of the scene with ling is a humaniza
tion of the landscape. 

、司Tang Fu-chih clearly sees these values in opposition to the sensuously 
ornamental poet叮 of the later Southern Dynasties (Ch'i and Liang) and to the 
intertextual play of Sung poetry. But in the polemical impulses beneath the 
passage， Wang has overstated his case and drawn close to a totalitarian vision 
of composition ruled by overt conceptual intenti and he will attempt to 
escape from this in the subsequent entry. That he does not entirely mean 
what he says is attested by several passages in his critical anthologies， in 
which he attacks the idea that yi * is the "dominant factor" in poetry. For 
example， in commenting on a poem by the fifth-century poet， Pao Chao， he 
attacks Sung poetry for precisely the position he advocates here : 

Here sensuous beauty arises from sound and sentiment (sheng-ch 'ing* 盤問.
In  contrast， when Sung writers discussed poetry， they took yi * 的 the domi
nant factor. In this sort of stuff， wh巳re yl 秘 is used 1ike a pub1ic declaration， 
there is 1ittle difference from [the words of] a village Taoist priest or a blind 
girl singing moral ballads .9 

More radically in his anthology of Ming poetry Wang writes :  

Poetry's far-reaching breadth and depth， along with its  setting aside the old 
and pursuing novelty， do not reside in yi 長 [acts of willful intention] . The 
T'ang poets wrote old-style poems with yi * i  Sung writers wrote regulated 
verses and quatrains with yi叮 且nd [in both cases] poetry perished. 自 持 is fine 
for supplementing the Book. of Changes or expounding on the Book. of Docu
ments， but it has nothing to do with the Book. of Songs [or "poetry" in 
general ] . 1O  
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III 

把定一題一 人 一事 一 物 。 於其 上 求 形 模 。 求 lt 似 。 求 詞 采 。 求 故 賞 。 如 鈍 斧 子 劈爍件 。 皮

屑 紛 霏 。 何嘗動得一 絲 紋迎 。 以 意 為 主 。 勢 以; 之 。 勢 者 。 意 中 之 神理 也 。 唯謝康樂為能取

勢 。 宛車專屈 伸 以 求盡 其 意 。 膏、 已 盡 則 止 。 始無剩譜 。 天矯 連 9峰 。 煙雲練繞 。 乃 其龍 。 非畫

龍 也 O

If a person decides on a certain topic， or person， or cvcnt， and then first of all 

seeks to describe its appearance， or seeks some similitu缸， or seek5 ftashy rhct

oric， or anccdotes and relevant facts ， it rcscmbles nothing 50  much as hacking 

at an oak tree with a blunt ax-fragmcnts of thc bark scattcr all ovcr thc 

place， but you never get even the least sliver of the grain . As concept ( y i 特 ) is 

thc dominant factor， momentum (sh ih * )  follows from it .  Momentum is thc 

principlc of spirit (she川 -l i* ) within conccpt .  Only Hsieh Ling-yün [385-433] 

was ablc to grasp momcntum so that it wound sinuOl芯片， contracting and 

s trctching in such a way that the concept was completely fulfilled.  When con

cept was complctcly fulfilled， it stoppcd without any cxcess of words . It winds 

and coils ，  likc clouds and vapors intertwining-a truc dragon this ， and no 

painted dragon. 

Chopping hardwood with a blunt ax goes no farther than the bark : it touches 
only externals and never reaches the "heart" (hsin *， also the "heartwood" of a 
tree， its "core" )  of the matter. 1n addition to the implicit double reference of 
hsin 弋 another play on words is involved in "grain， " wen 大li 美 紋理 ， which is 
essentially no different from wen 祥 1i 各 文理 ， the "principle of writing. " The 
metaphor both continues the second entry in its focus on inner yi * and at the 
same time modulates toward a more organic description of the unfoldi月 text
in the rest of the passage . One looks not for surfaces but what lies in hs帥 *
( 屯eartwood"/"mind" ) j  and even though the metaphor seems t o  locate the 
hsin 特 in the topic of the poem， it soon becomes apparent that it is the authen
tic hsin * of the writer. 

In Wen-hsin tiao-1ung勢 "momentum"， shih 弋 followed organically from 
"normative form， " t 'i * .  Here momentum follows naturally from the more 
particular and interior yi 特 ﹒ Every yi * has its own momentum， in which the 
textual presentation of the yi祥 unfolds until it is completely fulfilled. In 
the inner force that emerges naturally from yi* ，  the text seems to have 
vital， organic life， a μprinciple of spirit， " shen 叮1 特 . The image of command 
and control in the second entry of "Discussions" here becomes an organic 
center that carries all externals along with it. 盯著 is a hypostatized wholej 
through shih 弋 "momentum， " it takes on extension in space and time in the 
temporality of the text. 
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A μpainted dragon" is the result of focus on mere externals， as described 
in the opening metaphor: it does not move organically. The true dragon is an 
image of transformation and inner powerj moreover， as the true dragon draws 
the changing configurations of the clouds along with its movements， so the 
determining factors ( yi 著 with its sh品 帶 ) of a poem pull external， easily deter
minable elements of a text in changi月 configurations around their move
ment . 

The metaphor of the dragon was given a famous elaboration by Chao 
Chih-hsin 趙 執信 ( 1 662- 1 744) in the first entry of his shih -hua，  "On Dra
gons， " T'an-lung lu 談龍錄 (preface 1 709， but recalling an earlier discussion) .  It 
is very unlikely that Chao knew of Wang Fu-chih's comment : 

Hung Sh巴ng [ 1 646 ?- 1 704， poet and dramatist] had long been a follower of 
Wang Shih-chen [the most prominent poet of the latter part of the seven 
teenth century] and was a1so a friend of mine. One day we were all discussing 
poetry at Wang Shih-chen's housej and Hung Sheng， despising the 1ack of 
order in contemporary poetry said， "A po巴m is like a dragon， with head， tai1， 
claws， horns， sca1es， and fins-if any one of these is missing， it's no dragon. "  
Wang Shih-chen scoffed a t  this : " A  poem i s  indeed like the divine being 
which is the dragon : you may see its head without seeing its tail . In the clouds 
nothing more may be revea1ed than a claw or a sca1e-no one ever gets to see 
the who1e form. What you are ta1king about is nothing more than the scu1p
ture or painting of a dragon. "  At that point 1 said， "The divine being which is 
the dragon contracts and stretches in its transformations and has no fixed 
form ( tγ ) whatsoever. One who gazes at it sees on1y a b1ur， and at best may 
point out a sca1e or a clawj but of course the dragon， comp1ete from head to 
tai1， is right there . 川 I

This series of metaphors comprehends three increasingly sophisticated 
senses of form and its relation to "what is presented" in a poem. Hung Sheng 
offers the view most oft巴n seen in popular poetics (a  view scorned by sophisti
cated literary men such as Wang Shih-chen and Chao Chih-hsin) ，  that there 
is a fixed form made up of component parts， correspondi月 to the whole of 
what is presented. A good poem， then， gives an orderly presentation of these 
"parts . "  The problem seen in such a conception of poetry is that it is essen
tially incomplete by being inanimate， hence the reference to sculpture and 
"painting" (here hui 繪 rather than the more elevated term hua 畫， hui ca訂y
ing something of the quality of "illustration" ) .  Wang Shih-chen's response to 
the incompleteness of static presentation-the inability to write animate 
spirit into the surface of the text-is a willful incompleteness of presentation 
on the part of the poet : revealed form becomes synecdoche， constantly point
ing beyond the surface to a greater whole .  Chao Chih-hsin takes this a step 
further to a notion of transformational form， in which what appears on the 
surface of the text is always in flux， pointing beyond the surface to the ani
mate metamorphoses of "what is presented. "  These values become clearer if 
we recall that classical poetry is concerned with the animate motions of 
mind/heart (hsin * I or with the apprehension of the world by mind. Wang 
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Fu-chih would probably have taken the part of Chao Chih-hsin， while re
minding him that the poem-dragon is not simply transformation but some 
center ( yi * ) from which transformations follow. 

I V  

「 池堵 1: 春 草 J 0 I 蝴蝶 飛 南 園 J 0 I 明 月 照 積雪 」 。 皆心 中 目 中 與 相 融 俠 O 一 出 高時 o

RI1得珠 園 玉 i閏 O 要亦 ?于 視 其 所懷 來 。 而與 眾 相 迎 者 也 。 「 日 等 天 無 雲 o 春風散微和 」 。 想

見陶令常時胸{}，: O 豈夾雜鉛汞水 。 能 作 此 諦 。 單單 子 謂 兒住在溪一 月 主任 春 風 中 。 非 位 于 不能 生[1

撫摸如此 。 非陶令不能 自 知如 此 也 。

Pool and pond grow with springtimc plants 

[Hsich Ling-y位n]

Butterflies flutter in the southcrn gardens 

[Chang Hsich (d. ca .  3(7) ] 

Thc bright moon shines on drifts of snow 

[Hsieh Ling-y泣n]

In cach of these ，  what i s  in  the mind and what is in  the  cyc  arc fuscd togethcr. 

Oncc thcy comc out in languagc， wc gct a perfcct sphere of pcarl and thc moist 

sensation of j ade: what is cssential is that in each casc the poet looks to what 

comcs 丘。m his own heart and to what mccts thc sccnc (chillg* ) at hand . 

At the evening of the day 110 clouds arc in thc sky， 

And springtimc brcczcs sprcad faint balminess .  

I n  your imagination you can see T‘ao Ch‘ien ' s  s tate of mind at that 

moment. One of thosc alchemis的， with his concoctions of mercurγ and lead ， 

could ncvcr write lines lìke thesc .  Ch'cng Hao [ 1 032一 1085 ， Neo-Confucian 

philosopher 1 claimed to havc sccn Chou Tun-yi [ 1 0 1 7一 1 073， also a Neo

Confucian philosopher 1 “sit a wholc month in the spring breeze . " No one but 

Ch'cng Hao could havc understood Chou Tun-yi so well; no onc but T‘ao 

Ch‘ien could have understood himself so wcll . 

As Tai Hung-sen points out， Wang Fu【chih has misremembered the story of 
Chun Kuang-t'ing seeing Ch'eng Hao as a story of Ch'eng Hao seeing Chou 
Tun-yi . 1 2  Tai further suggests that Wang Fu-chih's contemptuous reference 
to "alchemists" is to affirm T'的 Ch'ien's Confucian values， rather than the 
Taoist values conventionally attributed to him; but it seems more likely that 
the term refers to the poetry of T'ao Ch'ien's Eastern Tsin contemporaries， in 
which Neo-Taoist alchemical and spiritualist themes played an important 
role. 
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This is the first passage in the sh的 】hua treating one of Wang Fu-chih's 
central concerns， the perfect fusion of scene ( ching* ) and the affections or 
"state of mind" ( ch 'ing* ) .  The three examples with which he opens are as 
simple as they are famous ( the two Hsieh Ling-yün lines being much more 
well known than the line by Chang Hsieh ) .  For Wang such simplicity is an 
essential part of their naturalness : a more ing巳nious line would implicate a 
reflective twisting of perception. More elusive is the way in which ch 'ing* 

participates at all in the articulation of the scenes :  this requires a certain 
disposition on the part of the re且der to see in the lines something deeper than 
neutral descriptioni it is perhaps the way the beauty of these scenes engages 
us， making us recognize that the poetic formulation of the scene must have 
involved a corresponding engagement on the poet's part . That engagement on 
the part of the poet is implicit and muted， therefore， as if "fused" with the 
scene itself. 1n the same way， T'ao Ch'ien's couplet presents not simply the 
scene as it was in itself， but T'ao Ch'ien's "state of mind" ( ch 'ing* ) at that 
momenti the state of mind found some corresponding quality in the scene at 
hand， and that perfect match of inner and outer becomes the couplet we have. 

The fifth entry in Wang Fu-chih's "Discussions， " given next， depends on 
the story that the T'ang poet Chia Tao was trying to decide whether to use 
the verb “pushes" or "knocks at" in a line "The monk . . . the gate beneath the 
moon ."  While he was wandering through the streets of the capital， reciting 
the verse in both ways to weigh the choice， he got in the way of the magis
trate， who just happened to be the famous writer Han YÜ. Chia Tao explained 
what he was doing， to which Han YÜ answered "Use 'knock. "' Eventually 
the compound "push-knock， " t 'ui-ch 'iao 推敲 became the standard term to 
describe careful stylistic judgments .  

V 

r f曾 敲 月 r. 門 J 0 祇是妄想揣摩 o ��Ii說 他 人 夢 。 縱令 形 容 酷 似 。 何嘗毫髮關心 。 知然 吝 O

以 其 沈l吟 [ 推 J r 為主 J _ .字 。 就他 們 想 也 。 若 即 景 會 心 c 則或推或敵 。 必1;5 JJ.、 一 o t天! 景 悶

惰 。 自 然接 妙 。 (可 勞 概 議 訣 。 「 士是 liiJí答 曰 圓 J 0 初 無 定 素 。 I 前進 水 !叮 憔 夫 J 0 初非 想 得 。

則禪家所謂現量也 。

“Thc monk knocks at the gate beneath thc moon" is nothing more than mcre 

gucssing ，  falsc speculation (hsiang) ， as if trying to dcscribc somcone elsc ' s  

dream.  Evcn if the description scems vcry Iifelikc ，  it doesn ' t  truly touch the 

heart in thc least .  Tbosc who understand this wiU recognize that brooding over 

the choicc between “push" and "knock" 的 merc speculation on bchalf of some 

other . But ìf thc scene (ching * )  meets rnind (hsi川 ) ， then it may be “push " or it 

may be “knock， " but it will havc to bc one or the othcr﹒ since it will follow 

frorn scenc and follow fro m  statc of mind (ch 'ing* ) ，  the line will be naturally 

( tzu-j圳特 ) numinous and snbtlc (lin，f?-miao * ) .  Thcre will be none of the bother 

of dcbating the right choicc 
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“ Over the long rivers sinks thc circlc of sun" [a línc by Wang Wei] did not 

start out  as a prcdctermined scene. “Ask the woodcutter on the other side of 

thc river" [Wang Wci] did not start out as somcthing thought up (如iang-tê ) . 

This is what the Ch'an mastcrs call “Presencc. " 

Here and in the seventh entry of the "Discussions， " we see the full force of a 
non-fictional poetic tradition. Many earlier critics had expressed dissatisfac
tion with the poetics of μpush-knock， " c口r凹且t缸tsma叩ns咄hi旬p based on carefu叫1址1 s“ty升li臼s
tic cho叫ic臼es釘i but Wang Fu 
nant to one strain in traditional lit巳rary thought. To ponder such a choice 
meant that Chia Tao had never actually experienced that scene; or if he had 
experienced such a scene， that he allowed willful distortion in its presenta
tion . This choice admits inauthentic and purely "literary" criteria .  Such a 
stylistic indecision meant that the scene that would appear in a poem was 
invented. The next assumption made by Wang Fu-chih was that such a scene 
could never be poetically effective because good poet叮 arises only when 
one's state of mind happens on its counterpart in the external world. This not 
only excludes traditional Western fictionality， in which the poet invents cir戶，
cumstances for states of mind he does not feel， it also excludes the Romantic 
revision of such fictionality in which the poet is allowed to invent circum
stances for authentic states of mind. According to Wang Fu-ch血， if Chia Tao 
had been there， he would have known whether the monk "pushed" or 
"knocked"-and whatever action the monk Iprobably Chia Tao himself， who 
had been a monk before he came to the capital ) took， that action would have 
appeared effectively in poetry only if it had genuinely mattered to him. That 
demand for empirical truth， both internal and external， yields the poetic 
sense of μPresence， " bsien -liang 

VI 

詩 文 俱 有 主 賓 o 無 主 之 賓 。 謂 之 烏 合 。 俗 論 以 上仁 為 賓 。 以 賦 為 主 。 以 反 為 賓 。 以 正 為 主 。

皆塾師驗 董 于 死 法 辱 。 立一 主 以 待 賓 。 實 無 非 主 之 賓 者 。 乃 (具 有 情 而 相 俠 洽 O 若夫 「 秋風

吹 滑 水 。 落 葉 滿 長 安 J 0 於 賈 島 何與 。 「 湘 潭雲盡暮煙 出 。 巴 蜀 雪 消 春 * 來 j 。 於許渾妥

涉 。 皆 烏 合 也 。 「 影 靜 千 官 里 。 心 蘇 七 技 前 J 0 得 主 矣 。 尚 有 痕 泣 。 「 花 迎 劍 佩 星 初

落 j 。 則 賓 主 歷 然 。 鎔 合一 片 。

In both poetry and prosc there is a host [chu ， translated earli凹 的 “dominant

factor鬥 1 and therc are gucsts . Guests without a host are known as a “mob . "  In 

popular poetics ， writers may take comparison (p i 叮 as thc guest and unfigured 

exposition (fu) as thc host; or they may takc movements of reversal as thc 
guest and s traightforward movcment as thc host .  All of these are “dead rules " 

(ssu而行 by which villagc schoolmastcrs hoodwink líttle boys .  When thcrc is a 

host to attend to the gu凹的， and when all the guests are indeed guests of that 
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host， then for everyonc thc s tates of mind (cll 'ing 特 ) [proper to cach membcr in 

the relation] are fused together [ i .  c . ， the state of mind of being a guest or host 

exists on1 y in that reciproca1 relationJ . 

Consider a coup1ct likc [Chia Tao 's ]  

Autumn winds b10w ovcr the Wci， 

And fal1ing 1eaves fill Ch‘ang-an . 

What docs that havc to do with Chia Tao? !  Or [Hsü Hun's ]  

The clouds are  gone from the po01s of the Hsiang，  the  cvening mists 

emerge， 

Whcn the snow melts to the west in Szechwan， springs ftoods come down 

How is that inv01vcd with Hsü Hun? Both couplets arc “mobs . "  But [Tu Fu可

This shadow ca1ms among thc thousand 0品ccrs ，

The heart revivcs beforc the scven ranks .  

There i s  ìndced a host he肘， but it still shows the traces [of conscious crafts

manship ] .  [Consider Ts 'en Shen ' s ]  

Flowcrs grcct the sword-hung sash just  as the stars are  sctting .  

Here thc relatìon betwccn gucst and hos t  i s  perfectly cle泣， fuscd into a single 

plece . 

Wang Fu-chih probably recognized the potential for abuse in his earlier dis
cussion of yi 靜 as equated with the “dominant factor" or "host" ( chu ) .  In the 
passage on momentum， he attempted to modu1ate his discussion toward a 
more organic view of the elements in a poem. Here he deve10ps a model of 
chu very different from the "command" of a military officer. Chu， the "host， " 
acts on behalf of the guests， as the guests defer to the intentions of the host :  
the two ro1es exist on1y through their mutua1 relation， or as Wang Fu-chih 
says， they are "fused together. "  In the examp1es he gives， it is clear that in the 
proper host-guest relation the "host， " yi 弋 is not abstract "concept， " but 
rather what is on the poet's mind. Yi * not on1y guarantees authenticity， it 
also 1ets us know "who the poet is， " gives a sense of identi何， 的 in the follow
ing passage from Wang's Critical Anthology of T'ang Poetry: 

The Way of poetry must set up a host to take care of the guests ， and following 
from that， to describe the s巳ene befor巳 you (hsien-ching* 現景) . If you have 
one statement of affections and one of scene and there is a clear boundary 
between them， then the relation of host and guest will break down into 
confusion， and in neither will you have any sense of who the writer is. A 
scene established outside of what is on a person's mind ( yi叫 or something 
coming to mind outside of a [particu1ar] scene is very much like eyes and 
a nose appearing on a cyst :  weird， not normaP3 
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The couplets which lack a "host" are those that do not implicate the poet. 
Obviously a great deal depends on how much one reads into a line of poetry: 
the opening examples in the fourth entry of the "Discussions， " held up as the 
perfect fusion of ching特 and ch 'ing* ，  on the surface no more directly concern 
their poets than does Chia Tao's famous couplet cited here-indeed many 
traditional critics found the Chia Tao couplet very beautiful and intensely 
personal . 

The on1y criterion that wou1d discredit the couplets of Chia Tao and Hsü 
Hun is that both speak of things beyond the perceptual experience of the 
moment ( cf. "Discussions， " entries V， VII， and VIII ) .  The "lie" of fictionality 
( even the mi1d extrapolation of Chia Tao's inner vision to encompass all 
Ch'ang-an) makes a couplet or a line an "art product" and thus inauthentic . 
What is strange is that a line so mannered as Ts'en Shen's above is given as an 
example of perfect authenticity. Wang Fu-chih's judgment and his examples 
are often questionable， but at the same time he shows a courageous and in
telligent radicalism in carrying some of the central assumptions of traditional 
poetics to their inevitable conclusion. Nowhere is that clearer than in the 
next passage. 

VII 

身 之 所 控 O 白 之 所 見 。 是鐵 門 限 。 即 極 寫 大 景 O 如 「 陰 暗 眾墾 殊 J 0 r 乾坤 日 夜 浮 J 0 亦

必 不 瀚 此 限 O 非故輿 地 閱 便 可 云 「 平野 人 背 徐 」 也 O 抑 登 樓 所 得 見 者 耳 。 隔垣聽演雜劇 。

可 聞 其 歌 。 不 見 其 舞 。 更 遠 則 但 開 鼓 聲 。 而 可 云 所 演 何 齣 乎 o 前 有 齊 梁 。 後 有 晚 唐 及 宋

人 O 皆 欺，c.，、 1.:)， 炫 巧 。

What one has passed through with One ' 5  own body ，  what one has seen with 

O肘's own eyes-these are iron-gated limits .  Even when describing scenes of  

the greatest magnitu恥， such a s  [Wang Wei ' s  description of the vista of a 

mountain range] ， “ Some in shadow， 的me in sun-its many valleys differ， " o r  

[Tu Fu  looking over the vast肘ss of Lake Tung目的ng] ， “Heaven and Earth float 

day and night， "  one s ti11 must not transgress these limits . I t  was not by ex

amining some map that Tu Fu could writ亡， “The level wilderncss goes off into 

Ching and Hsü" ;  rath口， this is simply what hc saw whcn climbing high in a 

building .  If one 1istens to an opera being performcd on the other side of a wa11 ， 

one can hear the songs but cannot see the dances . If one Ís s ti11 further away， 

one can hear the sound of thc drums ，  but  can ' t  even te11 what  play is being 

pcrformed . The first case describes the poetry of the Ch'i and Liang; the 

second case dcscribes the late-T‘ang and Sung pocts .  But both dcceive the 

mind with their dazz1ing cleverness .  

If i t  i s  true that a genuine "state o f  mind， " ch 'ing* ，  and a genuine "scene， " 
ching楞 ， come into being through one another， 丘， in other words， it is true that 
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they are a mutually defining relation， then the radical claim made in this 
passage becomes necessary. An invented scene will be entirely contingent on 
the poet 's "state of mind川 it will not have the autonomous subsistence that 
makes it possible to generate that "state of mind" ( see "Discussions" entry 
XVII ) .  Such an invented scene will expose itseH to the reader as an intentional 
construct rather than as an encounter. In this we see most clearly the claim 
that lies at the heart of classical Chinese poetry: its capacity to make us care 
for it is grounded in the poet's accidental encounters in empirical， historical 
experience. Though the presumption differs strongly from deep and unstated 
presumptions in the Western tradition about emotion or "state of mind， " it is 
a presumption that may have some truth to it ﹒ one cannot have genuine 
ch 'ing without genuine ching特 ; authentic inner reality and encountering the 
outer world are bound together. 

We should first note that this is a theoretical exposition of values in poet
ry and not a description of the way poetry always is ;  moreover， the explicit
ness of the claim as it is made here ( as opposed to its status as implicit 
assumption in early theory) is an indication that poetry was indeed turning to 
a different course， one in which the demand of "art" might indeed overwhelm 
empirical， historical experience. The explicit demand for this kind of authen也
ticity can be made only when surrounded by the danger of inauthenticity. 
Although this appears in a world where poetry is becoming inauthentic "art， " 
it retains great importance as a value. 

One indication of these new directions is Wang Fu-chih's singularly in
appropriate choice of drama as a metaphor for direct and indirect experience .  
As in the West， Chinese drama feigns emotion and feigns experience; and the 
arias of Chinese operatic drama were dangerously close to being the in句
authentic fictional counterparts of classical poetry， in which a character in 
the play sings a lyric response to some circumstance that is not real . Heari月
a dramatic performance across a wall and from a distance may be a credible 
metaphor for speculative and indirect experience; but if we complete the 
analogy with someone directly observing the performance， we would have 
"the direct experience of and au.thentic response to something feigned"
which is precisely what Wang Fu-chih says is not possible. Drama's early 
importance in the Western literary tradition establis 
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in Mencius II.A.2 :  "When someone's words are one-sided， 1 understand how 
his mind is clouded . "  That is， if one knows how to read well， inauthentic 
poetry I such as that of Chia Tao or Hsü Hun) will reveal itself as inauthentic; 
and when it is revealed as inauthentic， it cannot be genuinely moving. 

VIII 

一詩11::於一時一事 。 自 十 九 首 至 陶 謝 皆 然 。 「 變府 弧 城 落 日 斜 」 。 繼 以 「 月 映荻花 J 0 亦

白 日 斜 至 月 出 詩 乃 成 耳 。 若 杜 陸 長 篇 O 有歷 數 丹 臼 事 者 。 合 為 一 輩 O 大雅有此體 。 後唯焦

仲 。因] 0 木蘭二詩為然 。 要 以 從 旁追斂 。 非 言 情 之 章 也 。 為 歌 行 則 合 。 五 言 固 不宜 爾 。

A singlc poem is 1imited to one timc and to onc event (sh ih 著 ) . From the “ Nine

teen Old Poems" to T‘ao Ch‘ien， it was a1ways that way. When Tu Fu wrote， 

“On K'uei-chou's  solitary walls the setting sun slant丸 " and followed it by  the 

1inc “The moon shines on the reed blossoms ， "  the poem was completed be

tween thc time that the sun set and the time when the moon came out .  But in 

Tu Fu's longcr poems ， there are some evcnts (sh ih 叮 that occur within the 

space of several days or months， j oined within a sing1e work. Such a form can 

a1so be found in the “Greater Odcs" [of the Book of Songs] . Thercafter on1y 

“Southeast Flics the Peacock" and thc “Ballad of Mu-1an" are in this mode. It is 

essentia1 that such poems be related from the outside; thcy are not works 

which articu1ate the affections (ch 'ing 仆 . This works well in songs ， but it is not 

at a11  acccptab1e in poetry in pentasyllabic 1incs . 

Wang Fu-chih continues to struggle with the problem of "presence" and au
thenticity， turning now to narrative poems which， by their nature， extend 
beyond a unified moment in time. It is the desire for authenticity rather than 
for verisimilitude that leads him to this quasi-Aristote1ian requirement of the 
unity of time and event. However， there is a mode of narrative poetry that 
goes beyond a unified moment. A brief linear span of time， as in the lines 
quoted from the second of Tu Fu's "Autumn Meditations" can be assimilated 
to the demand for "one time" by the notion of the time of composition or the 
time of a unified experience Ifrom sunset to moonrise ) .  Poems that treat 
longer spans of time force Wang to appeal to the authority of precedents 
in the "Greater Odes" of th巳 Book of Songs . This leads him to a notion of 
generic contracts， that in some forms of poet叮 the speaker may bear a re
lation to what is said that is not immediate : 句elated from the outside， " or 
literally "reflectively told in sequence from the sideline， " ts 'u月-p 'ang

chui-hsü 從旁追金Y-. Note that he speaks of this generic contract as a restric
tion : such a mode of presentation is acceptable in one form， but it  should 

never transgre的 its boundaries into other forms. Wang Fu-chih's real interests 
lie in the poetry of immediacy， which he wants to protect from the potential 
inauthenticity of distance. 
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IX 

古 詩 無定體 。 似 可 任 筆 為 之 。 不知 自 有 天 然 不 可 越 之 槳 矮 。 故 李 于 鱗 謂 唐無 五 古 詩 。 言 亦

近是 。 無 即 不 無 。 但百 不得 二 而 已 。 所 謂 樂 矮 者 。 意 不 枝 。 詞不蕩 。 曲 折 而 無 痕 。 戊 削

而 不 競 之 謂 。 若 于 鱗 所 云 無 古 詩 。 又 [鞋 無 其 形 時字 句 與 其 粗豪 之 氣 耳 。 不商 。 則 「 子 房 未

虎 嘯 」 及 毛 主任宮二詩 。 乃 李 杜 集 中 霸 氣 滅盡和平 溫 厚 之 意 者 O 的 以 獨 入 其 選 中 。

Since old可stylc poetry has no predetcrmincd form [ tγ i . c . ， no tonal restric

tions ， no demands for parallelism， and no set lengt峙 ， it sccms that it is somc

thing onc can write howcver onc pleascs .  Such an attitude fails to understand 

that the form has its own restrictions which are natural to it and cannot bc 

transgressed. It was for this rcason that Li P 'an-lung [ 1 5 1 4一 1 570] s aid that 

there were no [ true] old間style poems written in the T‘ang-and what he said is 

close to the truth. It is not that there wcr凹't any at all but rathcr that scarcely 

one or two in a hundred [were worthy of the category “old-style" ] .  The re

strictions that 1 refèrred to arc as follows : that [the development of ] the conccpt 

( yi行 not dividc into branch口， that thc diction (tz 'u * )  not get swept away， that 

thc twists show no traccs lof conscious craftsmanship J ，  and that therc bc no 

struggle in the construction.  When Li p 'arνlung said that the T 'ang lacked 

old-style poetry， he was referring only to its not having the form and line 

construction [of earlier old-style poetrγ] and to its lack of the rough and bold 

ch '尸 . If this were not the case， why would Li P 'an-lung havc included in his 

anthology [of T‘ang poctry] only Li Po ' s  [pocm with thc line] “Tzu-tàng has 

not yet given his tig仗's roar" and Tu Fu's “ Yü-hua Palace"-poems which， in 

the collectcd works of both poets ，  have an attitudc ( yi 都 ) that involves over

weening ch '尸 ， obliterating all harmonious calm and gcntleness . 

Even though old-style poetrγ 戶口【shih 古詩 I had fixed 1ine length， a caesura in 
a fixed position in the 1ine， and couplet rhyme， comparison to the greater 
restrictions of regulated verse forms made it seem the very image of freedom. 
Wang Fu-chih does not consider the remaining formal restrictions of old-style 
verse， but he does feel that the form has certain inner standards that should 
not be transgressed. Here， as is often the case， the critic derives a sense of 
generic norms from the best early writings in a particular form. In this case 
the norms of old-style poetry seem to have been set by pre-T'ang old-style 
poemsi thus T'ang old-style verse， inescapably embodying the immense 
changes that had occurred in the T'ang， always seemed to miss those generic 
"nor口lS . "

One o f  Wang's characterizations o f  old-style verse i s  o f  particular interest 
in the way in which it touches on the T'ang sense of poetic craft : this is the 
requirement that "the concept not divide into branches . " The formal struc
ture of T'ang regulated verse permitted a mode of μdivision" ( in the technical 
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rhetorical sense) in which a given topic could be broken into component 
parts， and those antithetical components be simultaneously amplified in the 
lines of parallel couplets : such division of the topic is "branching. " Partially 
because of its greater length and partially because of the early norms of the 
genre， old-style verse was more linear. But the rhetorical training of T'ang 
poets was such that they often followed antithetical "branching" when they 
wrote in old-style verse. Such branching would be a division of the poem's 
energy or ch 'i弋 and true old-style verse should have a unitary and linear 
momentum. 

XI 

以前申理相瑕 。 在遠 近 之 間 。 繞 著 手 便 煞 。 一 放 手 又 飄 忽 去 。 如 「 物 在 人 亡 無 見期 」 。 捉煞

了 也 。 如 宋 人 昧 河 純 云 。 「 春 洲 生荻 芽 。 春 岸 飛 揚 花 。 j 饒 他 有 理 。 終 是 於 河 純 沒 交 涉 。

「 青 青 J可眸 草 」 與 「 綿綿思遠道 J 0 {可 以 相 因 依 。 相 合吐 。 神理 湊 合 時 。 自 然恰得 。

Whcn something is achieved with the principlc of spirit (shen叮i汁 ， it lics in the 

space between what is remote and what is close at hand . No sooner does one 

put o肘's hand to it than it is tìnishcd; but if one lets it loose， it flcets away. For 

examp1e， the line “The things remain， the person has perished， never to be 

secn again" rLi Ch'i (690-75 1 ) ]  has tried to grasp [ the topic] too tightly . 1n 

contrast ，  whcn the Sung poet [Mei Yao-chιen 1 writes of thc b10wfìsh， 

On springtime sandbars the sprouts of recds appear、

The springtime shores fly with wìllow b10ssoms， 

thc couplct touchcs natura1 prìncip1e ( li 器 ) abundantly ， but ultimately has 

nothing to do wìth b10wfìsh. Whcn [in the f01k ball ad “Watcring My Horsc 

by the Grcat W all ， " the opcning 1ine] “Green， green the grass by the river" 

is j oincd with “Continuing on and 011， 1 think of thc onc on a far road， " how 

is it that they so  depcnd on one anothcr， cach holding the other within and pro

ducing the other? When thcy arc fuscd by thc principlc of spirit (shen仁li 汁 ，

then the poct has it j us t  right naturally (tzu�jan * ) .  

In the first two examples Wang Fu-chih is concerned with the relation be
tween the words and what one is writing μabout . "  1n the third example， the 

first two lines of the folk lyric "Watering My Horse by the Great Wall， " he is  
essentially concerned with the relation between the two lines. As is so often 
the case in Chinese literary theory， the frames of reference shift freely: the 
center of interest is thε qua1ity of the relation itseH， conceived on a relatively 
abstract level .  1n this case， a good relation is one that lies between "remote
ness" ( by which Wang means that no relation is immediately apparent)  and 
obviousness ( the "close at hand" ) .  Echoing Ssu-k'ung T'u's category of "lim-
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pid and calm" ( see pp. 306-308 above) ， “The grasping hand has already missed 
it， " here when a poet tries to give a circumstance too determinate an expres
“on， he loses it altogether. The remarkably wooden line by the T'ang poet Li 
Ch'i 李頑 for once serves Wang Fu-chih as an excellent example. Wang's 
counter-example， the opening lines of Mei Yao-ch'en's poem on the blowfish， 
is a less apt example of lines that have nothing to do with the topic; obviously 
Wang Fu-chih had not read or did not recall Ou-yang Hsiu's "Remarks on 
Poetry" ( see pp . 365-366 above) ;  otherwise he would have known that these 
lines do indeed relate to the blowfish. However， Wang Fu-chih would still 
have objected to Mei's lines， because their relation to the topic is one of local 
cuisine rather than of shβ且 特 li 持 -

Wang Fu-chih is seeking a quality of relation that seems natural and 
necessary， but which eludes a too-determinate definition. One might assert 
various relations between the opening lines of "Watering My Horse by the 
Great Wall" :  for example， the grass keeps on going like the speaker's longing， 
or the eye moves over the meadows into the distance towards the unseen 
traveler far away， or nature's vital renewal is set in opposition to the barren
ness of the speaker's isolation from her beloved-but no si月le interpretation 
exhausts the potential relations. A relation that is necessary but indeter明
minate has the quality of "spirit， " shen * ，  because the apparent necessity 
transcends human understanding: it is to be discovered as if inhering in the 
situation， not intentionally given by the poet. 

XII 

太 自 胸 中 浩 渺 之 致 。 漢 人 皆 有 之 。 特 以 微言點 出 。 包 學 自 宏 。 太 自 樂府 歌 行 。 則 傾囊而 凶

耳 。 如射者 引 弓 極 滿 。 :BJGÞ!1l 發 矢 。 或遲 羊年 久 之 。 能 忍 不能忍 。 其 力 之大 小 可 知 已 。 要 至於

太 白 It: 矣 。 一失而為 自 樂 天 。 本 無 浩 渺 之 才 o 如 決 池 水 。 旋路而潤 。 再失而為蘇于膽 。 萎

花 敗 葉 。 |續 流 而 漾 o 胸次 局 促 。 亂 節 狂 興 。 所 必 然 也 。

All thc Han poets had the kind of vast and far-reaching scntimcnts that we find 

in Li Po ' s  brcast ;  what is remarkable in their work is the way in which they 

indicate thosc sentimcnts with subtlc words， thus making them grand and 

all-encompassi月﹒ ln Li Po ' s  yüehju [imitation folk ballads] and songs ，  the 

words pour forth as if cmptied out of a bag. Foτ cxampl亡， when an archer 

draws his bow to the fullest exte肘， he may cithcr shoot at once or he may wait 

a long timc， giving r the shot] slow consideration :  by his ability to hold back 

and maintain his position， onc can tdl wheth亡r he has great s trength or not .  

That capacity reachcd i ts  ultimatc with Li Po .  It thcn fell a levd and becamc PO 

Chü-yi [772-846] ， who showcd an essential lack of that vast and far-reaching 

talent :  just  as when you block water to form a pool， you find that in a short 

space it drics up . It then fell another levd and bccame Su Tung-p ‘o  [ 1 037一

1 1 01 ] ，  fallen 日owers and broken leaves rippling in the current :  his feelings 
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were so constrained that it was incvitable [hc would bccome a pcrson of  J 
crratic principles and mad cxcitemcnts (1叫叩門，

A scnse o f  the poet's concerns held in reserve remai日ed a n  important value 
throughout the tradition . 1n this case， however， such reservc is a mark of 
neither repression due to an exccss of pain， nor of dignity， nor of shyness i  
rather it is a gesture of power， holding back the force， letting it build in order 
to release it at the most appropriate and effective momcnt. The metaphor of 
the archer (a popular an且logy in poetics， used by the Sung poet and critic 
Huang T'ing�chien 黃庭咚 [ 1 045-- 1 1 05 ] and and the Ch'ing critic Chin Sheng� 
t 'an 金 聖 歎 [ 1 608- 1 66 1 ] among others ) is here one of great tension easily 
maintained， a tension that is not apparent in the words， but rather inferred 
from the disparity bctween assumed tension and casc . In the case of PO 
Chü-yi， the strcngth gives outi in the case of Su Tung-p'o， the bowman's 
arm begins to tremble from the strain. 

XIIl 

YOl1 madc no obj ection to this far southcrn post :  

In your high hall you havc agcd kin . 

Its towers and terrac口 ， layered vapors ， mirages 

In its towns and hamlcts mcrmen t11ix with mCI1 .  

Thc ocean is dark with rain from Triple Mountain， 

13ut blossoms arc bright whcl1 spring comes to the Fivc Ridgcs .  

This land is rich in prccious j ad亡，

So  takc carc not to rescnt your purc povcrty 

Ts 'en Shcn， " S cnding Mastcr Chang on his 

Way to thc Post of Chicf Clcrk in 

South Seas County" 

「 海 暗 三 山 !有 」 按 「 此鄉 多 寶 玉 J 不 得 O 進 j塵 說 到 「 花 明 五 嶺 春 」 。 然 後 彼 句 可 來 。 又

豈 恃 無 法 哉 。 非咬然高標之法 耳 O 若果 足 為 法 。 烏 容 彼 之 O 非 法 之 法 。 貝1) 破 土 耳之盡 O 終 不

得法 。 詩 之 有 跤 然 處 伯 生 。 經義之 有茅鹿 門 湯 賓 尹 衰 了 丸 。 皆 重地成牢 以 陷 人 者 O 有 死法

也 。 死 法 立 立 。 糖、 緣 識量 狹 小 。 如 演 事ft 劇 。 在 方 丈 臺 上 。 故 有 花 樣 步 位 。 稍 移 一 步 則 錯

亂 O 若馳騁康莊 。 取塗 千里 。 而 用 此 步 法 。 雖 至 jt品 者 不 為 也 。

“The occan is dark with rain from Triple Mountain" could not be succcedcd 

dircctly by “This land is rich in prccious j adc. " Only aftcr bcnding away by 

saymg “But blossoms are bright whcn spring comes to thc Fivc Ridgcs ， " can 

hc bri月 il1 the latter linc .  Of coursc thcrc is a rule (Ja * ) hcr亡， but it is not at all 

" rule" in the scnse that thc tcrm is uscd by Chiao-j an [latc-cighth-ccntury 

critic] or by Kao Ping [fiftccnth-century a叫hologist of T‘ang poctry] . If wc 
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took such things as our “ rules ， "  they would not allow us to freely develop a 

poem. A rule of no rules lets us develop a poem inexhaustib旬， and finally we 

can find no rule . Chiao寸an and Yü Chin in poetry， 心1ao K‘un， T 'ang Pin-yin， 

and Yüan Huang in classical s tudics-all these men mark off a space as a corral 

in which to trap people: thesc are "dead rules" (55戶戶 * ) . The cstablishment of 

dead rules generally derives from narrow capacity for understanding .  As when 

a play is performed， since one is on a small stage， there are all kinds of [formal

ized] foot movements ; if a foot movement is just  a little off， everything is 

thrown into confusion. But for hurrying along a busy highway on a j ourney of 

a thousand lcagu凹， not even the biggcst  fool in the world would use [ s tage] 

rules of foot movemcnt 

Although the literary elite often propounded general principles of composi回
tion and ruthlessly criticized lapses in poetic judgment (much like their E呵呵
lish counterparts in the late seventeenth and eighteenth centuries ) ，  sophisti
cated critics commonly scorned the "rules" of popular poetic pedagogy. Wang 
Fu-chih began with the Ts'en Shen example， pointing out the necessity of 
modulating from the ocean storm to a bright spring scene before turning to 
the consolation of the final lines. Because Wang perceived necessity in this 
case， he recognized that the move was in some sense governed by "rule . "  
Such a "rule， " however， grew out o f  the particular situation o f  the poem and 
could not be generalized as a pedagogic law of composition. Wang Fu-chih's 
contemporary， Yeh Hsieh， developed some of his finest critical insights at 
precisely this juncture between a generalized "rule" and a particular deter
mination of what was necessary in a particular poem. Wang's primary aim， 
however， was merely to attack the popular pedagogic sense of "the rules， " and 
he fell away from his first intuition-of some ad hoc concept of μrule" differ
ent in kind from "the rules" of popular pedagogy. Instead he contr吋icted
himself， dismissing the issue with the commonplace abrogation of all rules， 
"a rule of no rules . "  

XIV 

情 景 名 為 二 O 而 實 不 可 離 。 !神 於 詩 者 。 妙 合 無 垠 。 巧 者 則 有 情 中 景 。 景 中 情 O 景 中 情 者 。

如 「 長安一 片 丹 J 0 自 然 是 孤 棲 億 遠 之 情 。 「 影 靜于1白，真 」 。 自 然 是 喜 遠 行 在 之 情 。 情 中

芳、 尤難 由 寫 。 如 「 詩成珠 玉 在 揮毫 」 。 寫 出 才 人 翰 墨 淋 漓 O 白 .�、欣賞之景 。 凡此 類 。 如1 者

遇 之 。 非 然 。 亦 鵲突看過 。 作 等 問 語 耳 O

Affections (ch 'ín，i?* ) and scene (ching 勢 ) have two distinct names ，  but in sub

stance they cannot bc scparatcd .  Spirit (shen * )  in poetry compounds them 

limitlessly and with wondrous subtlcty (míao 特 ) . At thc most artful therc is 

scene-within-affcctions and affections-within-scenc. An example of affec-
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tions-within-scene is [Li Po '  s] “A shcct of moon1ight in Ch' a月-an . " This is 

naturally (tzu-jan * )  thc sentiment (ch 'ing * )  of lodging alonc and recalling 

somconc far away. [Tu Fu's] “My shadow c:alms among the thousand officers " 

is natural1y the sentimcnt of dclight on reac:hing the provisional capital [after 

cscaping the tcrritory held by the rcbel forccs of An Lu-shan] . Sccnc-within

affections is particu1arly hard to dcscribe prccisely ;  for cxamp1e [Tu Fu's ] “ Thc 

poem comp1etcd， pcarls and j ade lie in thc flourishcd brush刊 describes thc sccne 

of a frcc-flowing manner in the brushwork of a pcrson of ta1ent and the poet ' s  
apprcciation of it .  All  cases of this sort  will be encountcred only by those who 

tru1y understand; otherwisc a pcrson wil1 read ovcr [such passages J careless旬，

taking the words as if written unthinkingly .  

The fullest and best  exposition of  the unity of  ching特 and ch 'ing特 lS glven 111 

"Discussions， " entry XVII. Although Wang Fu-chih wou1d like to maintain 
the inseparab1e unity of the two concepts ( and makes a good argument for 
doing so in "Discussion日， " entry XVII ) ， here their unity is given as a goa1 and 
not as an accomplished fact . Even the goal， as stated here， preserves the dis
tinction between the two-as affections-within-scene and scene-within且
affections， compound terms that already had a long history . l 4  Affections
within-scene was often noted in traditional criticism， and the quality appears 
in most of the coup1ets and lines that Wang cites with admiration in earlier 
passages.  Here the particular verbal description of the scene seems perfectly 
to embody the poet's state of mind ( ch 'ing* ) as he faces that scene. For most 
Western readers the lines quoted do not， in themselves， embody such a moodj 
but in the Chinese reading tradition， such lines cou1d not be conceived apart 
from expectations of qualities of mood， apart from the received associations 
of the images， and apart from the poems in which such lines were embedded 
and the circumstances surrounding those poems.  Thus the line by Li PO is 
heard in the context of Li 's version of an old foJ1.ζ song， the "Tzu-yeh Song川

A sheet of moonlight in Ch 'ang-an， 
From thousands of doors the sound of pounding clothes for winter. 
Autumn winds b10w without stopping， 
And through them a11， the mood of Jade Pass 
When will the nomads be conquered at 1ast 
And my true 10ve leave these far campaigns ? 

Unfortunately symmetry demands that Wang produce scene-within
affections to match affections-within-scene. Others had attempted to explain 
what scene-within-affections might be， but Wang Fu-chih's solution is par
ticularly ingenious， even though it forces him in the direction of approving 
the Hctiona1 imagination， of which he so passionately disapproves elsewhere. 
Scene-within-affections becomes a metaphorica1 scene， generated from the 
poet's authentic mood. This is， however， dangerous1y close to violating 
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Wang's earlier dictum: "What one has passed through with one's own body， 
what one has seen with one's own eyes ， "  The only thing that might redeem a 
line like the one by Tu Fu ìs the occasional poem surrounding it， which could 
sustain the metaphorical deviation by its circumstantial presence ，  Another 
element that keeps the line from violating the rules of empirical truth is that 
it does not pretend to give an actual scene : indeed these metaphors， "pearls 
and jade， " are so conventional in their reference to composition that Wang 
must warn his 且udience not to 句ead over" them， but rather to attempt to 
conceive of them visually as a scene， It should be noted， however， that in 
entry XVI Wang gives a non-metaphorical example of scene-withinω 
affections， Tu Fu's 

From friends and kin not a single word， 
Old now and sick， 1 have this loncly boat， 

"This is， by its very nature ( tzu-jan * ) a poem on climbing Yüeh-yang Tower. 
Just try and put yourself in Tu Fu's place : lean on a railing and gaze off into 
the distance， and these two lines-of what is in the mind and what is in the 
eye-will spontaneously emerge， This is a180 scene-within-affections ， 川

In his critical anthologies Wang makes frequ巳nt reference t o  the relation 
between scene and the aHections . For example: 

There are cases wh巳n the words never touch [explicitly] on the affections， and 
yet the affcctions are limitless : this is bec且use the eye of the mind governs 
and it does not depend on external things . 

At Heaven's edge 1 recognize a boat returning， 
Among the clouds 1 make out trees by the river . 

Secretly it is a person gazing fixedly， with feelings held within， who calls this 
forth， ì月Ihen you describe a scene in this way， it is a lively scene， If they didn't 
have "hills and r且vines in the breast" or natural feelings (hsing松 一ch 'ing特 ) in 
their eyes， even the old巴r writers could not have delivered a line一巳ven if they 
had rcad a11 th巳 books in the world. Ssu-ma Hsiang-ju once said that a person 
could write a poetic exposition if he read a thousand poetìc expositions :  this is 
a great man dcceiving othcrs . 1 5  

The phrase "eye o f  the mind" (hsi且 特 nl 日 ，心 日 ) i s  usually used like English 
"the mind's eye， " an essentially imaginative envisagement ， But in this con
text， Wang is clearly using it as the structure of attention : both what a person 
sees and the way he sees are governed by circumstantial interests ， 

X VII 

j丘 體 中 二 聯 。 惜 一 景 。 法 也 。 「 雲 豆豆 lJ� 海 騁 。 能 柳 渡 江 春 。 淑 氣 催 黃 ，烏 O 晴 光 鴨 綠

蘋 J 0 r 雲飛�t 側 輕 陰 散 。 i科 協: 時I U I 積 翠 來 。 御柳 已 爭 的 信 發 。 林花不符 i曉 風開 J 0 皆 景
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也 。 何 者 為 情 O 穿于 囚 犯rJ {Ji 惰 。 而無 景 話 告 O 尤 不 可 勝 數 。 其 得 謂 之 非 法 乎 。 夫 景 以 情 合 。
情 以 景 生 。 初不相 離 。 唯 意 所 適 。 截 分 兩 慨 。 則 情 不 足 興 。 而 景 非 共 景 。 且 如 「 九 月 寒站
(崔 木葉 」 。 二 旬 之 中 O 情 景 作對 。 「 丹 石 孤 雲 窺 色 相 J 四 句 。 情 景 雙 收 。 更 從 何 處 分 析 。
陋 人 標 陋 格 。 乃 論 「 吳 楚 東 南 4年 J 凹 句 。 士: 景 下 惰 。 主持 律 詩 憲 典 。 不顧杜陵 九 原 大 笑 。 愚

不 "JJ寥 O 亦 孰與療之 。

To havc onc couplet of the affections (ch 'in，r;: * )  and onc couplet of s cene (ching 叮

i n  the middlc couplets o f  a rcgulated verse i s  0肘 rulc (ja * ) .  l B u t  consíder 

middlc couplets such as Tu Shcn-yen ' s :  1 

Dawn with whitc and rosc clouds cmcrging from the lake， 

Spring with plums and willows crossing thc rivcr. 

The pristinc air hastcns the oríol口，

And thc clear líght makcs thc grccn ducb九Tced coíl . 

Or lLí T'cng ' s  hcptasyllabíc quatraín] : 

Clouds fty from thc northern palace gates ， thcir palc shadows díspersing ，  

And thc rain cnds on South Mountain ， a mass of  foliagc comes forth. 

Already willows by thc royal moat racc the first plums to come forth， 

And ftowcrs in grovcs do not wait on the wind of dawn to blossom. 

All  of thesc arc líncs of sccnc (chi尺g* ) ; not one of  them could bc callcd a l ine of  

thc affections (ch 'ing* ) .  And other cases in  whích thc middle four líncs are  all 

lincs of the affections wíth no s cene phrases arc partícularly numerous ，  Y ct can 

any of these be called contrary to the rulcs?  

Scene is put togethcr (ho) by thc affections ，  and the affections are generated 

by the sccnc. Initially thcy arc not distinguished and are nothing more than 

what coincidcs (泊的) with one ' s  thoughts ( 抖著 ) . I f  you separate them into two 

indcpcndent categorics ， then the affections will not be  adequate to s tir (hsing勢 ) ， 

and the scenc will not be one ' s  own scene. Takc， for example， the two lines [of 

Shen Ch‘üan-chi， beginning] : 

The cold pounding blocks of late autumn hastcn thc lcaves on the trees ， 

[Ten years of campaign and garrison-she remembers thc man ín Líao

tung . ]  

In these línes [the s tatemcnt of ] the affectíons (ch 'ing吋 and the s cene are sct ín 

opposition . Or the four lines [of Lí Ch 'i， beginning : ]  

In the singlc stone， in  the lone cloud， glimpsc the color of  his face ，  

[Moon gleaming on the clear pool reftects his heart of Ch'an.  

At  thc commanding wavc of his monk's  sta宜， 自owers fall from Hcaven; 

Hc 也ts and rcclines in hís peaceful cell ， as s pri時time plants grow deep . ]  
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Here the affections and thc sccnc each gather the other in. And at what point 

could they be analyzed separately? lf a dolt wantcd to sct up a doltish structural 

model (如 叮 as his s tandard， then he would claim that the four lines [ofTu Fu] ， 

Wu and Ch‘u split to the southcast， 

[Ch‘ien and K‘un 日oat day and night. 

From friends and kin not a single word， 

Old and sick now， 1 have this loncly boat， ] 

with thcir first couplct of scenc and with their second couplet [stati月] the 

affections set the canonical standard for all regulated verse ; 1 6  and such a person 

would not pay any attention to thc gales of laughter that would come from the 

grave of Tu-ling [i . e . ， Tu Fu] . Such s tupidity cannot be cured， and no one 

would even try to cure it . 

Some Chinese critics develop subtle arguments in the sequence of their 
examplesj Wang Fu-chih would perhaps have been wise to avoid them 
altogether. His examples often cast doubt on his theoretical points， or at best， 
as here， blunt the subtlety of his point. Nevertheless， buried at the center of 
this entry is a theoretical statement that perfectly articulates the relation 
between ching'← and ch 'ing* . 

W巳 have here a critique of the subject-object dichotomy in its occasional 
and circumstantial mode. Subject and object are determined by their recip
rocal relation : my state of mind ( ch 'ing* ) comes into being through the deter
mining agency of scene ( ching* )， and at the same time the configuration of 
the scene that 1 perceive is a product of my state of mind. This is not to say 
that self and wor1d lack subsistence， determinations， and given dispositions 
independent of the encounter. But self and wor1d are always realized in the 
circumstantial encounter . 

According to Wang， ching* is "put together" (ho 合 ) by ch 'ing* .  Ho im
plies integration， even fusion : "scene" is the outer wor1d as "composed" by 
one 's state of mind. Or， as he said in the comment cited earlier， μthe eye of 
the mind governs" :  perception organizes external things accordi月 to the dic
tates of a particular state of mind. As is usually the case in Chinese criticism， 
Wang does not distinguish ching勢 in a poem and ching* as part of the experi
ence of the wor1d， thus implicitly asserting an essential identity between 
them. Ching* ，  "scene， " implies a standpoint， both internal and external : it is 
some particular1y configured aspect of the world as known by a particular 
someone. Thus the particular integration of a scene is a product of a given 
person's "circumstance" or "state of mind" (both ch 'ing叮

At the same time， a particular "state of mind" is generated by what one 
perceives in the worldj it comes into being as a result of the very scene it 
"composes . "  The two mutually defining terms， ching* and ch 'ing* occur 
simultaneously. In tracing the origins of this event， Wang does grant a degree 
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of priority to mind: the two terms are "nothing more than what coincides 
with one's thoughts"-yi弋 "thoughts" or μconcepts， " being， we may remem
ber， "the dominant factor. " 1n Wang Fu自chih's scheme of things， yi 祥 functions
very much as chih 持 did in the "Great Preface . " Yi 普 combines a sense of "con
cerns" with "the way one conceives of things川 but most important here is  
the fact that yi 長 is given as something that transcends the occasional and 
circumstantial aspect of ch 'ing* and the momentary coincidence that is the 
"ching特 ch 'ing* event. " Hidden in Wang Fu-chih's formulation is the com
mon compound shih -yi 靜 適 慧、 ， "to coincide with one's thoughts/intentions "  
in the sense of "to suit one . "  Therefore the coincidence of ching骨 and ch 'ing靜

的 nothing more than what "suits" a person's concerns， a vector of attention 
arising from a predisposition of yi 特 that transcends the moment 

Were the two terms ching* and ch 'ing* entirely autonomous， then the 
ch 'ing* “would not be adequate to stir (hsing持 ) . " Wang Fu-chih's formulation 
here is surprising: we might expect him to say that given the dissociation of 
the two， the "scene， " ching秘 ， would no longer be able to stir the response of 
the reader. What he in fact says is more interesting. A statement of mood， 

state of mind， or the affections that lacks a reciprocal definition in exterior 
circumstance would be ch 'ing勞 as pure objectY Wang Fu-chih is touching 
here on an essential question of reading ( since hsing*  here is what the poem 
is supposed to do to the reader ) .  Ch 'ing特 is necessary in the self， and authentic 
ch 'ing* "are always one's own ."  If given as pure object， ch 'ing* are not them
selves; they can exist only in the domain proper to them， the "interior， " nei .  
Thus the ch 'ing* o f  another person ( the poet ) can exist in  poetry only in  a 
special mode that involves equally "having as one's own" and also "recogniz
ing as other" ﹒ that mode is sharing. This interior ground in which one can 
have ch 'ing* "as one's own" as well as recognizing them as another's can 
occur only in the regeneration of ch 'ing瓣 and that regeneration can occur 
only bound to a particular ching* ， "scene. "  Thus the only way adequately to 
share the ch 'ing* of another is in experiencing the same ching* ，  "scene， " 
presented in the poem. The poetic ching* is the fixed form of a mutually 
defining relation; encountering it， the reader is mad巳 to "stand" where the 
poet stood. Thus Wang Fu-chih's statement is quite precise :  only in being 
bound to " 
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words of the tribe.  Moreover， Chinese poets did not usually t呵， 的 Western
poets did， to mark the privacy of experience by radically twisting the words of 
the tribe. Wang Fu-chih would have understood this critique in terms of the 
problem of the force of past poetry and the capacity to "say what no one 
before had said ."  Without engaging too deeply in the dubious enterprise of 
responding to hypothetical Western literary theorists of the twentieth cen
tury on behalf of a seventeenth自century Chinese theorist， 1 would suggest 
that Wang Fu-chih would probably share the common and quixotic belief of 
one tradition of Chinese literary theorists ﹒ that a strong and authentic per
sonal vision would indelibly stamp the shared language with a particular 
identi旬， just as personality stamps the spoken language. 

Wang Fu-chih's examples， which lead him off the central theoretical issue 
and do not illustrate it， are concerned with the presentation of ching督 and
ch 'ing* 的 modes of discourse in poetry. One need not mechanically alternate 
the two modes because， when authentically presented， they are an organic 
unity. No matter whether the line is conventionally classed as ching誓 or
ch 'ing* ，  in authentic poetry both will be present in either. 

X VlII 

起 承 轉收 。 法 也 。 試 取 初 盛 唐 律 驗 乏 。 誰必 株 守 此 法 者 O 法莫要於成章 。 此此 四 法 。 貝IJ

不成章矣 。 且 道 「 盧家 少 婦 j 詩 作 何 解 。 是 何 章 法 。 又 如 「 火 樹 銀 花 合 」 。 渾 然、一 氣 。

「 亦 知戌不返 J 0 曲 折 無 端 。 其 他 或 zp: 鋪 六 句 。 以 三 語 括 之 。 或六七 旬 意 已 無 餘 。 末 句 用

飛 白 法颺 聞 。 義趣 超 遠 。 起 不必起 。 收不必收 。 仍 使 生氣靈通 。 成 章 I伯達 。 至 若 「 故 關 平

居有所思 J 0 I 有所 J 三 字 虛 籠 喝 起 O 以 下 由 江 。 蓬 萊 O 昆 明 。 主持 閣 。 皆所 思 者 。 此 白 大

雅 來 。 謝 客 五 吾 土是 篇 。 用 君主 章 法 。 中1: 吏 藏 絲 不露 o J導 合 黨在: 垠 O 何起何收 。 何 承 (可轉 。 R的 人

立 法 O 烏 足 展 騏 壁畫 之 足 哉 O 近 1世 唯 楊 用 修 辨 之 甚 悉 。 用 修 仁 於 用 法 。 唯 其 能 破 腕 人 之 法

也 。

Opcni月 (ch 'i ) ， continuing (ch 'et1i:) ， turni月 (chuan) ， and closing (shou)-that is 

onc rule (fa * )  [scc Yang Tsai， pp ﹒ 440-441 ] .  Bnt if yOl1 try tes ting this out 

against thc regulated verse of the early T‘ang and High T 'ang，  you won ' t  find 

any poet who fccls he must adhere rigidly to this rule .  

Nothing is morc important in rulcs than giving a completc [structure to 

the] unit (chal1g* ) .  If you叫t up this rule of four-part structu凹， you won ' t  have 

a complctc unit .  Ho九九T are we to undcr吼叫ìd a pocm Iikc [Shen Ch'üan-ch‘i '  s 

"Alonc N ot Secing ， "  whicb bcgins] “Young wìfc of thc house ofLu"?  Wbat is 

the “rulc of unit composition" (chang * fa * ) here? A poem like l Su W ei-tao ' s 

“On the Fifteenth Day of thc First Month， " which bcgins 1 “On firctrccs f firc

works J silvcr blossom/sparks mergc" is a singlc， undiffercntiatcd brcath 

(ch '尸 ) . [Tu Fu's "Preparing Wintcr C10thcs ， " which begir叫 “1 understand that 

the man 011 fronticr duty docs not turn homc" has fine turnings with no 

definitc origin o[ end. In othcr pocms there may bc s traightforward cxposi-
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tíon for six lin白， with evcrything drawn togcther in the last two lincs ; or in 

the sixth or scventh line thc concept ( 抖著 ) may be [益nished] with nothing rc

maining ，  but thcn the last line or lines may use the “flying white" rule [of 

caUigraphy] to soar off again， so  that the principlc ( 1尸 ) and interest  ( ch 'ü 著 ) in 
the lines are carried afar .  

Whcn thc opcning does not necessarily open and thc conclusion does not 

ncccssarily conclude， then the ch '尸 of lifc will get through magically ( ling

t'ung* ) ;  the unit (chang* ) will be complcte and attain its ends . [Whcn in thc 

fourth of his “Autumn Meditations"  Tu Fu writes ， ] “Thcrc is somcthing on 

my mind， of homeland and the life 1 knew， " those words “ thcrc is something" 

speculatively [hsü \ literally "emptily" ]  encompasses things and calls them up，  

50 that refcrence later [ in the sequence] to the Twisting River ， to P ‘eng-lai 
Palace， to K‘un-ming Pool， and to Purple Tower Mountain are all “what was 

on his mind . " This comcs from the “Greater Odes" [of the Book of Songs] . In 

his longer poems， Hsieh Ling-yün had used this same form as his “ rule for unit 

composition" (chang *  ja * ) ，  but Tu Fu hid the sharp point even morc cffcctively 

[than Hsieh] and did not let it  become obvious ，  gathering things together 

limitlessly . 1 8 Wherc is the “opcning" ?  where the “ closing" ?  whcre does it 

“ continue"?  where does it  “ turn " ?  Thc notion of " rules " held by j ackasses will 

never permit a famous s teed like Ch‘i-chi to let his hooves run free .  In reccnt 

times only Yang Shen [ 1 488一 1 559] has given a thorough analysis of this ，  and 

his skill in the use of  the rules lay entircly in his ability to break free of “rulcs " 

as they have been conceived by j ackasses . 

This represents the standard reaction on the part of the better critics of the 
seventeenth centu月T to the strictures of popular poetics， taught in local 
schools and circulated in poetic manuals . Popular anthologies often chose 
examples that conformed to this sense of the "rules， " thus perpetuating the 
illusion that T'ang poets adhered to those rules rigidly. Wang carefully makes 
a judicious selection from such anthology pieces to attack the notion of rigid 
rules .  

XXI11 

王 子 敬 作 一 筆 草 書 。 遂 欲 跨 右 軍 而上 。 字 各 有一 形 坪 。 不相 因 仍 O 向 以 一 筆 為 妙 境 。 何 況詩

丈 本; 相 承 遞 邪 O 一 時 一 事 一 意 。 約 之 11: 一 兩 句 O 長 言 永 歎 。 以 寫 纏 綿 排 側 之 惰 。 詩 本 教

也 O 十 九 首 及 上 U I 采藤蕪等篇 。 ü: 以 一筆 入 學 證 。 自 潘 岳 以 凌 雜 之 心 作 蕪 亂 之 調 。 而 後 元

聲幾惚 。 唐 以 後 間 有能 此 者 o 多 得 之 絕 句 耳 。 一 意 中 f旦 取 一 句 。 「 松 下 間 童 子 J 是 已 。 如

「 怪 來 妝 閣 間 j 。 文 l上半 句 o 愈 入 化 境 。 近 1企郭奎 「 多 病 文 園 渴 未 消 j 一絕 O 劈 雪看 得之 。

劉 伯 溫 。 楊 用 修 。 湯 義 仍 。 徐 文 長 有 純 淨 者 。 亦 無 歇 筆 。 至 若 晚 唐 自豆 湊 O 宋 人 支 離 。 俱 令

生 氣 頓 絕 。 「 承 恩 不 在 貌 O 教 妾若君主 容 。 風 暖 鳥 聲 碎 O 日 高 花 影 重 o J 醫 家 名 為 關 格 。 死

不 治 。
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Wang Hsicn-chíh [344-386] wrote callígraphíc pícccs in “ grass scrípt"  wíthout 

ever liftíng his brush from thc papcr ( y i-p i ) ，  thus hoping to excel [hís father] 

Wang Hsí-chíh [generally consídcred the greatest callígrapher of all time] 

Every character had íts proper form and íts own boundaries ，  and none presscd 

on any of the others ; yct s tíll he was able to make a wondrously subtle world 

(miao * -ching * )  wíthout evcr lifting his brush from thc paper-to be able to do 

this is cvcn morc applicable to the basíc pi occsses of contínuatíon and succes

sion in poetry and prosc .  A single momc肘， a single event， or a single idea 

( y尸 ) should be kcpt within no more than onc or two lines;  yet the essential 

lession of poetry is to make words last long and extcnd síghs in order to 

describe brooding feclings (ch {i增長 ) all wound up inside a person .  Poems 

like the “Nineteen Old Pocms ， " “ 1  Climbed the Mountain to Pick Greens， " 

and some others manage to show perfection preciscly by “ncver liftíng the 

brush from the paper . " Those primordial sounds havc becomc virtually cxtinct 

cver since p 'an Yüeh [247-300] produccd his turbulent mclodics out of the 

tumult of his heart .  Since thc beginning of thc T‘ang， there havc occasionally 

been poets capable of this ， and they usually achieve it in quatrains . [Chia 

Tao' s ]  

Bcncath thc pincs 1 asked his servant boy ;  

[He said the master ' s  gone off to pick herbs .  

Hc' s  right here on this mountain， 

But thc clo吋s are so deep 1 can ' t  tell where] 

is an examplc of using only one line for cach idea ( y i * ) .  [In a quatrain on the 

cast-off consort p ' an Chieh-y品， ] 

S trange-how her dressing chamber is closed 

[When the womcn leave court， they don't greet h位，

But all go off to wíthin thc spring gardcns一

Among the flowers ， sounds of talk and laughtcr] ， 

[Wang Wci] managcs ít in half lincs，  and movcs into a world of transformation 

(hua * -ching* ) ，  even morc than in thc preccding poem 

In morc rcccnt ages Kuo K'uei ' s  [fourteenth個cc叫ury] quatrain that begi肘，

“ So sick now in the Wcn Garden， my thirst not yet gone" catches some sem

blancc of it. There are some pure momcnts of it in the work of Liu Chi [ 13 1 1-

1 375] ， Yang Shen [ 1 488-1 559] ， T'a時 Hsien-tsu [ 1 550一 1 6 16 ] ， and Hsü  Wei 

[ 1 473一 1 548] ; the brush does not stop on thc papcr. But when it comcs to 

something likc the decorativc glittcr of the latc T'ang or thc incoherencc of  the 

Sung wri仗的， both cause thc breath of life to stop instantly . [Consider Tu 

Hsün-ho ' s “Resentment in the Spring Palace" : ]  
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Royal favor is not on the face， 

Which makes me unable to adorn myself. 
The wind is warm， voices of birds shatt凹，

The sun is high， the shadows of f10wers heavy . 

Doctors call this a “ closed case" -death beyond curc . 

The phrase translated as "never lift the brush from the paper， " yi -pi， --畫在J
means literally in "one brush [movement] . " What attracts Wang here is a 
sense of kinetic and organic unity， a unified movement in which all the com
ponents ( the characters in calligraphy， the single moment， single event， or 
single idea in poetry) are kept distinct . In the criticism of poetry and prose 
this is often referred to as yi -ch 'i * ， μin one breath . "  As Wang Fu-chih so often 
observed in his criticism， this ideal is seen to have existed in the earliest 
poetry， but to have survived only imperfectly thereafter. 

XXIV 

不 能 作 景 語 。 又 何 能 作 情 詣 邪 O 凸 人 絕 唱 句 多 fE 詣 。 如 「 高 蛋黃 多 茗、 風 J 0 r 湖 區果 飛 南

園 J 0 r 池 塘 生春 草 J 0 r 亭 舉 木 葉 r' J 0 r 芙 蓉 露 f i\要 J 0 皆 是 也 。 而情 寓 其 中 矣 。 以

寫 崇 之 心 理 言 情 O 員IJ 身 心 中 獨 喻 之 微 。 輕 安 拍 出 o {i:射 太 傅 於 毛 詩 取 r iT設 定 命 。 速 向: 辰

告 」 。 以 此 八 '字 如 一 串 珠 。 將 大 f::í 經 營 國 事 之 心 曲 。 寫 tJj iX. 第 。 故 開 「 昔 我 往 矣 。 楊柳 依

依 。 今 我 來 思 。 l有雪霏霏 J 0 同 一達情之妙 O

If one cannot writc the languagc of sccnc， how then can one writc thc language 

of the affections?  The fincst lines of the older poets are the lovely languagc of 

sccne. For exampl亡，

On high terraces thc melancholy winds are strong 
[Ts'ao Chih ( 1 92-232) ] 

Buttcrflics flutter in the southern gardcns 
[Chang Hsieh] 

Pool and pond grow with springtime plants 
[Hsich Ling-yün] 

On the flood plain ， leaves fall from the trees 
[Liu Yün (465-5 1 7) ]  

The lotus collapses beneath the dew 
[Hsiao Ch 'üch] 

are all examples of this ，  and the affections are lodgcd within them. When one 

articulatcs thc affections through the principle [hsin * - l i 峙 ， literally “ mind

principle"] of describing scenes ， then the most elusive and singular figurings of 
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what 1ies in mind and body are 1ightly drawn out .  The Grand Tutor Hsieh An 

chose these 1ines from the Book of Songs [256] : 

With grand counsels he makes mandates fixed， 

With far-rcaching plans ， makes propitious declarations .  

He considcred thesc cight words to be a s tring of pearls ，  describing thc finc 

turns of mind (如in * -ch (ü) of a great 0伍cer managing statc affairs . For this 

rcason it was the same in communicating thc affections as Book of Songs [ 1 57J : 

Long ago when wc left 

Thc willows were lìght and waving;  

Now when we rcturn 

Thc snow is thickly falling 

Wang Fu-chih is referring to a famous story in A New Account 01 Tales 01 the 

Word ( Shih -shuo hsin -yü ) in which Hsieh An asked his nephew Hsieh Hsüan 
what he thought were the best lines of the Book 01 Songs . Hsüan offered the 
passage "Long ago when 1 left . . . " and Hsieh An countered with "With grand 
counsels . . . " 1 9  

xx v 

有 大 景 。 有 小 康 O 有 大 景 中 小 崇 。 「 柳 葉 問 時 if 好 風 J 0 I 花 覆千官淑崇 移 」 。 及 「 風 正

一 帆 懸 J 0 I 青 靄 入 看 無 J 0 皆 以 小 景 傳 大 景 之 阱 。 若 「 江 流 天 地 外 。 山 色 有 無 中 J 0 

[ 江 山 如 有待 。 花 柳 更 無 私 J 0 張皇 使 大 。 反 令 落 拓 不 親 。 宋 人 所 喜; 。 偏 在 此 而不 在 彼 。

近唯文徵仲齋宿等詩 O 能 解 此 妙 。

There are scencs on a large scale; therc arc sccncs on a small s calc; and thcse are 

scenes on a small scalc within scenes on a large scale . [The lincs] 

As willow leavcs opcn， they givc thcmselves to thc finc brceze 

[Tu Shc恥yen]

Flowers covcr thc thousand 0函凹的， thc pure 1ight shifts 

[Tu Fu] 

The wind bcars s traight 011， a singlc sai1 hung far 

[Wang Wan] 

and 

Blue haze一look in and [the mountaill is] not therc 

[Wa時 Wci]

are all scencs on a small scalc that convey the spirit of a scenc on a largc scalc . 
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Thc rivcr flows out bcyond Hcaven and Earth， 

Thc cüJor of thc mountain betwcen presence and abscncc 

Mountains and rivcrs as if awaiting someone， 

But flowcrs and willows show no private favors . 

[Wang Wei] 

[Tu FuJ 

CoupJets likc thesc arc grandiose; and in contrast [to the previously cited ex

amplcs 1 their unrestrained sclf-su品cicncy is achievcd at the cost of intimacy . 

Sung writers were particularly fond üf thc latter typc rathcr than thc fürm凹，

whose subtleties (miao叮 have been understüod in reccnt times only by Wen 

Chcng-ming [ 1 470- 1 559] in “Spending the Night in My Library" and othcr 

pocms . 

XXVI 

情 語 能 以 轉 折 為 含 蓄 者 O 。誰 杜陵居勝 。 「 清 清 無情極 。 愁時 獨 向 東 J 0 r 柔鱗輕鸝外 。 合

悽覺汝賢 j 之類是也 。 此 文與 「 忽 開 歌 古 誦 。 歸恩 欲 謂 巾 J 更 進 - 格 。 益 使 風 力 過上 。

Tu Fu alone holds suprcme mastcry in his ability to have the language of the 

affectiüns (ch 'inJ(* ) twist into a reservc of fecling (han-扣的 Examples of this 

kind of writing are 

The clear Wei lacks any feeling at all一

It hcads cast on its own， in spite of my sorrow 

and 

The agile prows lie bcyond the light gull s ，  

Restraining my gloom， 1 recognize their nobility 

A cüuplet like 

Suddenly 1 hcar an üld tune sung， 

Lünging for home makes me want to soak my kerchief with tears 

takes this mode (如叮 üne level further， making its affective force (Jencf?* -l i ) 
even stronger. 

XXVII 

含情而能達 。 會 景 而 生心 。 體 物 而 得 神 。 則 自 有靈 通 之 句 。 參化工之妙 。 若但 於 句 求 巧 O

則 性 情 先 為 外 蕩 。 生意 索 然 矣 。 松 駿 體 永 墮 小 乘 者 。 以 無 句 不 巧 也 。 然 皮 陸 二 子 豈是 有 與

會 。 猶 堪諷睞 。 若韓退之 以 險韻 。 奇字 。 古 句 。 方 言 。 矜 菜 館 接 之 巧 o 巧誠 巧 矣 。 而於心

情 興 會 一 無 所 涉 。 適 可 為 酒 令 而 已 。 黃魯室 。 米 元 章 益 墮 此 障 中 。 近則玉諱蓄承其下i銬 。

不恤才情 。 別尋摸徑 。 夏 可惜也 。
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If the affections kept in reserve (han-(h ' ing 叮 can be effectively communicated ; 

if one meets the scene [ Iwi-cll ill，í;* ; i . 亡 ， if one discovers in thc scene the counter

part of one's own concerns] and this gives rise to mind [sheng-hsín * ;  i . e . ， gener

ates thoughts and feelings ] ;  and if furthcr one em bodies things ( tγ -wu 特 ) and 

attains their spirit (sh叩門 -then there will be lincs that communicate magi

cally (líng*  -t 'tmg* ) and that participate in the wondrous subtlety (mia♂ ) of 

the work of transformation (hua * ) .  But if one seeks only artfulness (ch 'íao) 
in a lin亡， then 0肘's nature and affections (h5Í用 特 -(h 'ing* ) will bc swept along 

beforehand [i . 亡 ， before they can emerge sponta肘。叫y] by r mere 1 externals ，  

and the concepts ( y i 持 ) generatcd wi11 be dul1 and lìfeless .  The Sung-ling s tyle 

( tγ )  [of the late-T冶ng poets P'i Jih-hsiu (ca. 834-883) and Lu Kuei-meng 

(d. ca .  88 1 ) J  always falls into the secondary tradition fliteral1y the “ lesser 

Vehicl亡" of Buddhism] because every line is artful. Nevertheless P' i  Jih可hsiu

and Lu Kuei-meng have occasiolls of 1gen山ne] stirring (如ing* -hui 與 會) and 

one can s till chant their works . But in cases like that of Han Y品， who vaunts 

his artfulness with a 扎的hy variety of difficult rhyl1les ， strange words， archaic 

lin凹， and regional expressions-artful it may bc， but it does not have the least 

thing to do with thc human affections (h5Ín * -ch 'ing* ) and occasions of  being 

stirred (115i增 長 -hui ) . Such writing is appropriate only for cOl1lpositions at 

drinking bouts . Huang T‘ing-chien and Mi Fu [ 1 052- 1 1 07] succumbed to this 

faili時 even 11l0re， and in 此ce叫 times Wang Ssu-jen [ 1 574一 1 646] has con

tinued its worst aspects . It is truly a pity that such writers care nothing for 

talcnt and feeling ( ts 'a i九ch 'il1叉 著 ) and seck an entirely separate path. 

xxx v 

r 已 打 j\fii. )( !J}i; 0 馬 鳴 風 蕭蕭 」 。 豈 以 | 蕭蕭馬 鳴 O 悠悠鋪蛙 」 為 出 處邪 。 用 茗、別 。 則去:愉

之 tt 陳 小 約 1亮 。 出 丘話時 偶 然 湊 合 耳 。 必 ;K 出 處 。 宋 人 之陋 也 。 其尤險迂不過者 。 I就t/i: 品 求

[tl 處 。 1JII 上)， � .. �. ï;;) 山 處 考 放 事:EW 0 杜詩 「 我 欲 相 就 沾 斗 酒 O 恰 有三 百 青銅錢 。 1 ;丞 據 以 為 煦

的 rl'í 償 。 在 t"舟 輔 前 I �{司 伯 特 酒 。 恰 用 卡千 錢 。 」 就 什 隊 估 處 販 們 O 向 崔 闕 車兩 頁 。 豈可、三

|汁品 獲 息 錢 邪 。 ;K i1l r豈 有 。 其 可 笑 類 如 此 。

Setting sUl1light shines 011 the great banner旦 ，

Horses whinny in thc shrill wind 

[Tu Fu] 

The source for this sbould not be sought in the lines [fro111 the βook oJ S0I1J(5] :  

Horses cry out， shrill 

Far， far go the pennons and standards . 

Since the concepts ( y i汁 。peratl時 in these two cases are distinct， these two 

sc凹的一one of sorrow and one of exultation-do not involvc any borrowi月

484 Chapter Ten 



whatsocvcr; Tu Fu ' s  lincs rcprcscnt only a chancc coincidcncc of phrasing .  The 

nccd to find a source for everything is thc stupidity of Sung writers . But thc 

most painfully absurd and incomprchensible situations are when， having 

lookcd for sources in a poem， one then uses the poem itsclf as a historÍcal 

source to investigate the way things really wcre [shih * 心 靜 ， “ thc principle bc

hind cvents " ] .  Thcre is Tu Fu ' s  couplet 

I want to go there to buy a gallon of wine:  

I have just  three hundred coins of  grecn bronze 

Then one takcs that as evidence of the cost of  winc in the T‘ang . Ncxt wc read 

Ts 'ui Kuo-fu ' s  pocm: 
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 If we wcnt to Tu Fu ' s  wineshop to buy wine， then sold it to Ts 'ui Kuo-缸， wc 

could make a three thousand percent profit .  This is a good cxamplc of  how 
ridiculous it is to go hunting sources . 

Wang Fu-chih here takes a stand against what was considered a standard 
move of intertextual borrowing: to use the words of an old text in a new 
sense. What is remarkable about this passage is the way it contradicts one of 
Wang's most unique and firmly held positions : that the same lines can be 
used to express different， even opposite feelings . 

SELECTIONS FROM "INTERPRETATIONS OF POETRY" 

III 

「 采 采 ;不 吉 J 0 意: 在 言 先 。 亦 在 言 後 。 從 容 涵 泳 。 自 然 兮 其 氣 象 。 只11五 言 中 。 十 九 首 給 有

得 此 意 者 。 陶 令 差 能 彷 彿 O 下 此 絕 矣 。 「 采 菊 東 籬 下 。 �悠 然 見 南 山 J 0 r 獄 ，鳥 欣有託 。 吾

亦愛吾廬 J 0 非主主應物 「 兵衛森畫戰 O 燕 j良 i疑 清 香 i 所 得 而 「的 律 也 。

[ In the poem from thc Book of Songs that bcgins 1 “We kcep gathering the plan

tain ， " the conccpt ( y i仆 的 there before the words ， and it Ís there after the 

words ; it moves leisurcly and soaks through the words， so  that it naturally 

(tzu-j圳 特 ) generates thc atmosphere (ch ' i九hsiang * ) of the poem. Among 

poems in fìve-character lines ， the “Ninetcen Old Poems" 的11 were able to use 

concept this way; and T‘ao Ch'ien catches a bit of thc semblance; but after

wards it is gone . [Couplets by T‘ao Ch'icn like] 
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1 pick chrysanthemums beneath the eastern hedge， 

Then ， far in the distance， catch sight of South Mountain 

or 

The flock of birds rej oice in having a place to lodge， 

And 1 ，  too， love my own cottage 

且一these arc not lines that a poet like Wei Ying-wu ， with lines like 

Thc guards， a dark mass of painted pikes ，  

As we feast reclining ，  a clear scent hangs in air， 

could ever grasp and ask the way to proceed. 

It is not exactly clear what Wang means by "the concept is there before the 
words， and it is there after the words . "  It seems to suggest some state of mind 
out of which the poem emerged naturally and which continues on in the 
reader after having recited the poemj the text becomes simply the connection 
between the two and the means of communication. The craftsmanship of 
Wei Ying-wu's famous couplet 日 intrusive and disrupts the sense of the 
poem's spontaneous generation from a state of mind. Because the lines do not 
seem natural1y produced， they cannot have a natural effect on a reader. 

I V  

「 背 我往矣 。 楊柳依依 。 今 我 來 思 。 雨 雪 霏 霏 。 」 以 樂 景 寫 哀 。 以 衷 景 寫 樂 。 一倍增其哀

樂 。 知此 。 則 「 影靜千官里 。 心蘇 心校 前 J 0 與 「 唯 有終 南 山 色 在 。 晴 明 依 舊滿長安 J 情

之 深 淺 宏 隘 見 矣 。 況孟 郊 之 乍 笑 而 心 迷 。 乍啼而魂喪者 乎 。

Long ago whcn we lcft ，  

Thc willows wcre light and waving;  

Now when wc rcturn ， 

The snow is thickly fal1ing .  

[Book oJ 50句5， 1 5η 

To write of on亡's misery in a scc肘 ofj oy ， or to write of one ' s  joy in a sccnc of 

misery doubles thc  misery and doublcs the  joy .  [Tu Fu's  1 

This shadow calms among thc thousand 。在lCcrs ，

Thc hcart revivcs bcforc the scven ranks 

and [Li Chc呵' sJ 

All that remains is the color of Chung-nan Mountain， 

As cver clcar brightncss fills Ch‘ ang-an 
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-hcre thc dcpth or shallowness of feeling (ch 'ing* ) ，  the cxpansivcncss or nar

rowness of fecling is obvious . Even more considcr Meng Chiao who at onc 

momcnt laughed， his heart led astray， and at another momcnt cried out， his 
spirit vanishing .  

The lines from the Book of Songs describe a mi1itary campaign， the troops 
recalling the pain of departure in the presumably joyous springtime scene and 
experiencing the joy of return in the gloom of winter. The Tu Fu lines speak 
of his feelings on reachi月 the temporary headquarters of the Emperor， after a 
desperate escape from the capital， then held by the An Lu-shan rebels . The 
1ines by Li Cheng 李 拯 describe the scene around the capital after the sack of 
Ch'ang-an in Huang Ch'ao's rebellion. In both of these cases the circum
stances surrounding the poems heighten the force of the lines.  This poet叮
of contrasting opposites is set against the work of Meng Chiao， whose fail
ures in the civil service examination produced desperately unhappy poems， 
and whose final success produced a poem of exultation. Wang Fu-chih's 
interest in the tension between opposites is closely related to his theories 
about "expressing fellowship" and "showing resentment門 see the final part 
of the commentary to "Discussions， " entry I .  

V 

唐 人 少 年 行 云 。 ( 白 馬 金 鞍 從 武 皇 。 蛙 旗 卡 萬 獵 長 楊 O 樓 頭 少 婦 �ç，� 箏 坐 。 遙 兒 飛塵 入 建

章 。 J 想、 知 少 婦遙望之情 。 以 自 矜 得 意 。 此 菁 於 取 影 者 也 o ， 春 日 遲遲 。 卉木室主萎 。 倉庚

�皆 啥 。 采 黎 加ß l郎 。 執訊獲醜 。 薄 言 還 歸 。 赫 赫 南 仲 。 澱5元于夷 o J 其妙 正 在 此 。 白1[ 站 家 不

能 領 悟 。 謂 婦 方 采 絮 而j 見 歸 師 。 旨 趣 索 然 矣 。 建 將 旗 。 舉 矛 戰 。 車 馬 隨 聞 。 凱 樂 競 奏 芝

f 0 倉 庚 何 能 不 驚飛 O 而 尚 聞 其唱 唱 。 六 師 在 道 。 雖 曰 勿擾 。 采 書畫 之 婦亦何事暴面于三軍

之 側 邪 。 征 人 歸 矣 。 度 其 婦 方 采 繁 。 而 開 歸 師 之 凱 旋 。 故 遲 遲 之 日 。 萎 萎 之 草 。 鳥 鳴 之

和 。 皆 為 助 喜 。 而 南 仲 立 功 。 震于 闇 閣 。 室 家 之欣幸 。 遙想 其 然 。 而j 征 人 之 意 得 可 知 矣 。

乃 以 此 而稱 「 南 仲 」 。 艾 影 中 取 影 O 曲 盡 人 情 之 極 至 者 也 。

A “Ballad ofYouth" by the T‘ang poet [Wang Ch‘ang一ling (ca .  698-756) ] goes : 

On whitc horsc with gilded saddle， he 's  gone off with Empcror Wu， 

Banners and flags in the tens of thousands ， they hunt at Ch‘ang-yang .  

High in  the building his youthful wife sits playing her  zithcr， 

Shc sces thc dust flying far away， entering Chien-chang .  

Wc can imaginc thc feclings (ch 'i哼著 ) of the youthful wife as shc gazes into thc 

distan仗， and this shows mastery in catching the shadow of her pridc and satis

faction. Thc subtlety of the following [stanza from the Book of Songs] lies in 

cxactly the same thing :  

The “Discussions" 的ld “Interpretations of Poetry " of Wang Fu-chih 487 



The days of spring arc lengthcning ，  

The grass  and thc trecs flourish ，  

The orioles are warbling，  
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The exegetes of the Classics could not fully undcrstand thcse lin白， claiming 

that the wives saw the rcturning army as they wcre picking artemisia: this 

makcs thc irnport and Ínterest (chih-ch 'ü * 旨 趣) of the lincs dreary . With pcn-

11011S and banllers flying ，  with halbcrds and pikes rais付， with the din of horses 

and chariots ，  and with the victory music beìng played cverywhcre， how is it 

that thc orioles don't 日y up and away， and much less how could onc s till hcar 

thcir warbling? When the grand army is  on the l1larch-and let us grant that 

they wcre not causing trouble-why would thesc womcn picking artcmisia 

holdly show thcir faccs right ncxt to thc colul1lns ?  The troops are on their way 

homc， and thcy gucss that thcir wivcs wiU bc picking artcmisia and will hcar 

thc victory songs of thc rcturning army; thus thc lengthcning daylight ，  the 

flourishing of the grasses ， and the harmony of the birds singing a11 add to their 

dcli♂仙; and thc achicvcl11cnts of Lord Nan-chung will resound in the wOl1len' s  

chambcrs . From afar they imagine h ow  i t  will 址， with delight i n  good fortune 

in thc houses ， And wc can undcrstand thc satisfaction of the troops on the 

march ， Thc口 ， in all this ，  to [imaginc thc WOl1len 1 praising Lord N an-ching is 

to catch a shadow in a shadow and trcat in the finest detail the limits of  thc 

hUl1lan affcctions 時

The term " shadow 11 I叮 叮eflection叫 suggests something whose presence is 
re巳ognized by indirect evidence. Wang Ch'a月-ling does not have to speak of 
the young wife's pride in her husband's presence in the imperial entourage : it 
1日 implicit in the way the distant scene is described. She cannot seε the en 
tourage in the distance， but she can see the dust from the horses' hooves， 
which is a shadow not only of their movement towards Chiεn-chang Palace， 
but a1so of her close attention to the scene. That same implication of a state 
of mind in describing a scene is applied even more radically to the lines from 
the Book 01 Songs : the lines are taken as describing a speculative scene， the 
troops imagining their return home. Note how the standard interpretation is 
rejected on empirical grounds : that the tumult of the returning army would 
disturb the peaceful scene in the opening. Having located the poem in the 
minds of the returning soldiers， Wang Fu-chih goes a step further :  it would be 
reasonable to have the soldiers themselves singing the praises of Lord Nan-
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chu月， but Wang is so caught up in the soldiers imagining the putative re
sponse of their wives that he attributes the praise of Lord Nan-chung to the 
unseen women， the soldiers thinking of how their wives will honor their 
commander 

It is interesting to contrast these two examples of "good" speculation 
with the "bad" speculation in "Discussions/' entηT V. There speculation is a 
purely poetic acti here it rises from genuine feeling， and the relation between 
scene and the affections is real， even if the scene itself is "empty" and imagin
ary. To use the example Wang gives in the fifth entry of the "Discussions/' 
Chia Tao， in poetic speculation， does not know whether the monk should 
"knock" or "push叮 one way to know which act was performed would be to be 
present in the physical scenei another way to know would be to have the 
scene rise up spontaneously in the mind， as here . Such a speculative scene 
still has a claim to natural reality， but in this case the natural reality is an 
interior one. Unlike the examples given in "Discussions/， entry XIV， this 
kind of speculative scene could properly be called "scene-within-affections . " 

VII 

「 庭 僚有輝 J 0 鄉 晨 之 景 。 莫妙於此 。 晨 色 漸 明 。 赤光雜煙而且費串連 。 但 以 「 有 輝 J 二字 寫

之 。 唐 人 除 夕 詩 「 毆 庭 銀 燭 上 黨 天 」 之 句 。 寫 除 夜 之 景 。 與 此 彷 彿 O 而 簡 至 不 遠 遠 矣 。

「 花 迎 劍 佩 j 四 字 O 差 為 曉 色 朦 朧 傳 神 。 而 又 云 「 星 初 落 J 0 則 痕 逃 露 盡 。 直在 歎 三 百 篇

之不可 及 也 。

There is no more subtle description of the scene before dawn than the line 

[from the Book oJ 50愕5] ， “From torches in courtyard there is a glow. " The 

colors of the dawn sky are gradual1y brightcning ，  and the reddish light mixcs 

with smoke and darkens in flashes ; but it is describcd with no more than the 

words， “ thcrc is a glow. " 

The line from a New Year ' s  Evc pocm by a T‘ang poct [Tu Shen-yen] ， “ In 

the palace courtyard the silver candles scent the heavens abovc， " describes the 

scene of Ne，凡r Y car ' s  Evc somcwhat like the line from the Book oJ 50ngs ， but it 

fal1s far short in the perfcction of simplicity . The firs t  four characters of Ts'en 

Shen ' s  line， “Flowers greet the sword-hung sash， " pretty much convey the 

spirit (shen * )  of the first pale glimmcring of dawn; but when he finishes that 

line with “ the stars bcgin to 的， " the traces [ of  his craftsmanship] are com

pletely exposed.  This makes us reflect all thc more on the fact that the Book oJ 
50ngs cannot be cqualcd. 

XIV 

謝靈運一 意 回 旋 往復 。 以 盡 恩、理 。 吟 之 使 人 下 躁 之 意 消 。 小 宛抑不僅此 。 情相 若 O 理尤居

勝 也 。 王敬美謂 「 詩 有妙悟 。 非 關 理也 」 。 非理抑將何悟 。
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In the poetry of Hsich Ling-yün one idca ( 抖著 ) wilI circle around and go back 

and forth until his train of  thought (ssu 仁li吋 is cxhaustcd. Chanting it wiU 

cause all ncrvous and reckless notions ( y i 梅 ) to mclt away. But not only is the 

“ Small Dovc" [from the Book of S叫gs] thc samc in this respect， the feeling 

(ch 'ing* ) in it is also comparablc， and natural principle ( l i叮 rcsides in it particu自

larly strongly. Wang Shih-mou [ 1 536- 1 588] s aid that poetry involves a perfect 

enlightenment (miao*  -wu) that has nothing to do with natural principle (打著 ) . If 

there 's no natural principle， what ' s  therc to become cnlightencd of?  

The statement a前tt位ri油bu叭t巳吋d t切o Wa阻ng S油hi出h-mo∞u is a rephr凹as叮in呵1喀g 0社f Ye凹n Yü's 
words in 
t出he叮y were actually cited b卸y Wan呵1喀g S組hi血h位咀10∞u'旭s br叩ot由he吭r丸， Wan呵1喀g S品hi出h自C咄he凹n. Wang 
Fu-chih will hav巳 none of such aesthetic mysteries : for him poetry is founded 
in natural principle， not in any wooden， philosophical way， but rather in the 
complex empirical truths by which the world works . 

X VI 

興 在 有 意 無 意 之 間 。 比 亦 不 容 雕 刻 O 關 情 者 景 。 自 與 情 相 為 珀芥 也 。 情 崇 雖 有 在 心 在 物 之

分 。 而 景 生惰 。 情 生 景 。 哀 樂 之 觸 。 榮悴 之 迎 。 互 藏 其 宅 。 天 情物理 O 可 哀 而 可 樂 。 用 之

無 窮 。 流而不滯 。 窮 且 滯 者 不 知 爾 。 「 吳 楚 東 南 踩 。 乾 坤 日 夜 浮 。 J 乍讀 之 若雄 豪 。 然 而

適 與 「 親 朋 無 字 。 老 病 有 孤 舟 J 相 為 融 紋 。 當 知 「 悼 彼 雲 漢 J 0 頌 作 人 者增其輝光 。 憂

旱 甚 者 益 其 炎 赫 。 然 適 而 無 不 適 也 。 唐 宋 人 不 能 及 此 。 為 玉 合 底 蓋 之 說 。 孟 郊 O 溫 庭 筠 分

為 二 蓋章 。 天與物其能為爾 關 分 乎 。

A丘cctivc image (hsir.憑著 ) lies between the intended and the unintcndcd; com

p arison (p們 also docs not permit minute [intentionally artistic] craft .  What 

conccrns thc affections (ch 'ing * )  is sccnc， which forms "ambcr and sccd" [fu

sion?] togcther with the affcctions . Even though thc affections are distin

guished from scenc by the one's belonging to the sclf， and thc othcr's  belonging 

in things (wu 汁 ， still with sccnc g1V111g risc to the affections and affections 

giving rise to scel芯， with thc conflict of miscry and j oy ，  with thc encountcr of 

splendor and dcspair， they take secrct lodging in one another. The natural 

affections ( t 'ien-ch 'in，f?* ) and the principles in things can bring misery and can 

bring j oy;  and their functioning is cndlcss ，  moving in thcir courses without 

getting boggcd down. Onc who is cxhaustcd and bogged down cannot under

stand the111 . [When Tu Fu writcs ] ，  

Wu and Ch'u split to the southcast， 

Hcavcn and Earth 丘oat day and night， 

all at once we read a daring grandeur in the lincs ;  but they happen to become 

fused with 
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From friends and kin not a singlc word， 

Old now and sick， 1 havc this loncly boat .  

Notc that “Great is the Rivcr of Stars " 的 used [in one of  the Songs] to praise 

[ the Chou king ' s l  influencc on the peoplc， and the line magnifics the king ' s  

glory; but  the samc line i s  used [in anothcr of  the Songs J to cxpress anxiety 

about a severe drought and magnifics the sense of blazing heat [by suggesting 

that therc wcrc no clouds in the sky] : it applies to no partícular situation ，  and 
yet thcrc is no situation to which it may not apply .  That man from the cnd of 

the T‘ ang [Liu Chao-yü] did not rcach this levcl of understanding when he put 

forward his  theorγ about a j adc box's  needing a base and a l id [that fit together 
pcrfcctly， a metaphor for parallel couplcts ] ;  Meng Chiao and Wen T‘ing-yün 

dividcd things into two piles . Can Heavcn and thc things of  thc world bc 

dividcd up by drawing lots as in distributing household propcrty? 
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"The Origins of Poetry， " Yüan-shih 原 詩， completed by Yeh Hsieh 葉空空 ( 1 627-
1 703 ) in 1 686， was the first serious attempt at a comprehensive and organized 
poetics since Wen-hsi且 tiao啊lung. 1 Indeed， the pervasive concern with the 
theoretical grounds of poetry gives "The Origins of Poetry" an even stronger 
claim on the genre of a "poetics" than Wen -hsin tiao-lung. In contrast to the 
Western and Indian traditions， the composition of such a poetics was not the 
realization of a value already well established in the Chinese tradition. To 
investigate the grounds ( μongms吋 of poetry was a response to a sense of 
crisis : it was not the disinterested exposition of knowledge for its own sake， 
but rather a hope to redeem poetry from decline . 

The reason poetry has been unable to rouse itself to some lasting vitality is 
that the criticism of po巳try， for its entire history， has been disorganized and 
lacking in unity. 

"The Origins of Poetry， " Outer Section 

In the context of traditional Chinese literary theory， this is a most star
tling proposition. Critics had often hoped to guide the art and to restore it to 
former glories by precepts and particular judgments; many had accused their 
opponents of leading poetry astray by wrong-headed notions; but no one had 
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placed the blame on his predecessor's conceptual disorganization. For Yeh 
Hsieh， this is indeed the heart of the problem; its solution， a comprehensíve 
and unified exposition of the basic principles of the art， an exposition whose 
very form will guarantee freedom from the error and one-sidedness that fol 
low from ad hoc judgments. 

Accordingly， Yeh Hsieh does something remarkable in the continuation 
of the passage above : he reviews the tradition of earlier literary theory， not 
merely to agree or disagree with posìtions taken， but also to judge the meth 
odological quality and thoroughness of previous criticism. Yeh accuses Liu 
Hsieh， his chief rival in the attempt to wrìte a comprehensive poctics， of an 
inability to 叫sustain an argument ( ch 'ih -lun 持論) . 2 Yen YÜ is charged with 
not adequately developing the proposition that judgment ìs the essential pre
requisìte for the study of poetry.3 Yeh Hsieh's criticism of his predecessors is 
largely valid : they did not， as Yeh Hsieh does， develop and defend a theory. 
Yet this impulse to create 且 unifying system made Yeh Hsieh's treatise some
thing of an anomaly in the tradition; and， though read 且nd admired， it was 
ultimately less influential than the more fragmentary insights of some of Yeh 
Hsieh's contemporaries 

As in the case of the Wen-hsin iioo-lung， there has been a renewal of 
interest in "The Origins of Poetry" in this century， following the introduc 
tìon of Western poetics， whose values give a special place to the comprehen 
sìve treatise as a critical genre. Although these imported values have dis
torted our understanding of Chinese literary thought as a whole， the intrinsie 
merits of "The Origins of Poetry" are such that a revival of interest in Yeh 
Hsieh's work c且n onJy be welcomed. For Western readers， it offers a useful 
introduction to traditionaJ Chines巴 poetics in its last and most sophisticated 
ph且se， showing how the central concerns and terms of the tradition might 
have worked together if investigation of the theoretical basis of poetry had 
been of primary interest. 

"The Origins of Poetry" is divided into an "Inner Section" and an "Outer 
Section， " e且ch consisting of two chapters .  The most systematic exposition of 
poetic theory occurs in the "Inner Section . "  The first chapter o f  the "Outer 
Section" treats miscellaneous theoretical points， while the second chapter 
gives a loosely chronological discussion of the history of poetry 
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popular poetics and poetic pedagogy to become a strong force in high poetics .  
Beginning as a powerful countertradition， by the mid seventeenth century 
Yen Yü's poetics had reached the stage where ìt could genuinely be character
ized as "orthodox/' the positìon to which it had so strìdently aspired. There 
remained some critics who were primarily interested in poetry as a social 
document or as a document of subjective historYi but， on the whole， these 
concerns were weaker than various forms of interest in the art and the quality 
of impression it made.4 In many ways Yeh Hsieh's "Origins of Poetry" was an 
attempt to break down that sense of poetry's mysterious autonomy and to 
show how it participated in the workings of the universe. In an age when 
poetry and philosophy were conceived as quite distinct disciplines， Yeh 
Hsieh asserted the unity of poetic and philosophical conc巳rns， insisting that 
the essential questions of poetry were shared by the human and natural 
world. Yeh used the same terms as philosophical discourse and often re
minded his readers that what he was saying did not apply to poetry alone . To 
many of his contemporaries his use of philosophical terminology would have 
been repulsivei yet his was a heroic ( if futile )  effort， in the best traditions of 
Chinese thought， to reintegrate poetry with first principles . In this， even 
more than in the g巴nre of the “treatise/' Yeh Hsieh recalls Liu Hsìeh. 

In the first part of the section translated below， Yeh Hsieh describes the 
way in which things come-to-be in poetry in terms of the way in which 
things come-to-be in the wor1d. The three levels of "coming-to-be" are "natu
ral principle" (li 叮， "event" ( shih 叮， and "circumstance" or "feeling" j“mood"j 
μthe aHections" (ch 'ing* ) .  The force that sustains the process of their coming
to七e is ch γ i  and the nec巳ssity of the way in which something comes叮to-be，
understood retrospectively， is "rule" (fa 叮 Implicit here is the notìon that 
what constìtutes a poem and what is understood in reading a poem are iden 

tical to the constitution of the world and what is known through an experi 
ence of the world. What may distinguish poetry (what distinguìshes the best 
poetry)  is clarified in the last part of the section translated : this is the capac
ity to communicate perceptions of the most elusive operations of principle， 
event， and circumstance， perceptions that would be inaccessible to ordinary 
humanity. These most elu日ive operations of principle， e 
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earlier poetrYi Yeh Hsieh requires that a poet judge or recognize the operation 
of principle， event， and circumstance in a general sense， encompassing equal
ly the judgment of earlier poetry， judgment in the act of composition， and 
judgment of the world. Following "judgment" there are three other enabling 
categories that make possible the communication of what is recognized to 
others : talent， courage， and force . Of these "courage" is the most interesting， 
treating how present writers may be intimidated by past masters and the 
"rules . "  

Although he  argues vigorously against Ming archaist theorists， Yeh Hsieh 
is in their lineage， focusing on many of the same concerns and attempting to 
redefine many of their central terms. Nowhere is this more apparent than in 
his treatment of μrule" (fa * )， a term central both to Ming archaist poetics and 
to the popular poetics of Yeh Hsieh's own day (although by the time Yeh 
Hsieh is finished redefining it， it would no longer be recognizable to either) .  
In these concerns， Yeh Hsieh touches marginally on  a group o f  contemporary 
theorists and writers known as the μFormal School， " Ko-tiao p 'ai 佫 調 IJX， who
radically modified Ming archaist theory by vigorously attacking it while re
maining very much under the compelli月 influence of many aspects of Ming 
archaist poetics . 

FROM THE "INNER SECTION" OF "THE O RIGINS OF 

POETRY" 

“INNER SEC TION" 
Chap ter 1 (Main 剝削on)

或 日 。 [ 今 之稱詩者 。 高 言 法 矣 。 作 詩 者 果 有 法 乎 裁 。 且 無 法 乎 哉 。 」 余 日 。 [ 法 各 虛 名

也 。 非 所論於 有 也 。 文 法 者 定 (女 也 。 非所 論 於 無 也 。

Somcone said tü me: Thosc who claim to know about poctry nowadays make 

much of "rules " (fa 特 ) . A.rc there rcally rules in writing poctry， or  i沁s poct訂ry

S叩omc叫thing wi抗thout n叫L
1 an芯swc叮r亡d: Rlllcs are an cmpty name and thus not to bc considercd as if 

existing actually . On thc other hand， rulcs are dctcrminatc positions and thus 

not to be considered as nün吋xlstent .

To clarify Yeh Hsieh's distínction between "empty name， " hs丘* -ming，

and "determinate position， " ting-wei， we might use the example of driving 
a car. There is no actual way or "rule for driving叮 there are many driving 
manuals ( as there w巳re many poetry manuals in Yeh Hsieh's time)， but any
one who drives knows th且t a driving manual does not contain the "way to 
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drive a car . "  Thus "rules" in this case are an "empty name"j the phrase "the 
way to drive a car" names something that cannot be fully determined or fully 
described before the actual performance. Yet when one is driving， one must 
do certain things at one moment and other things at another moment : that 
"must" 的 the "way" or "rule" as a determinate position. Since rules are vir 
tual， they do exist， but no particular determination of rule occurs until it i s  
C且lled forth in  the particular. As  elsewhere in  "The Origins o f  Poetry/' Yeh 
Hsieh takes a conventional opposition (in this case， between those who be
lieve in the decisive importance of fa * and the opponents of fa 勢 ) and rises 
above itj in doing so， he demonstrates that thc concept is far more complex 
than it appears in the crude positions， both pro and con， taken by conven
tional literary polemicists .  

于 無 以 余 言 為悄恍 ìjjJ1獎 。 話，細 于 財力 之 。 自 閉 關 以 來 。 天地 之 大 O 古 今 立 變 。 高 夸: 乏 績 。 日

星 J口r �散 。 賦 物 象 彤 。 !"， JfIJ �&:樂 。 飲 食 男 女 。 於 以 授 為 文 章 。 形 1!!， 詩傲 。 其道此干 0 余得 以

三 語 被 乏 。 FI Jll' 0 日 事 o FJ 柄 。 不 H�， 乎 此 而 已 。 然 則 品 交; 一 道 。 1去 告 定 法 故 O 先 按 乎 其

理 。 主題 之 於 型 的不謬 。 則想 得 。 次 徵 諸 事 。 徵 乏 於 ;事而不悸 。 )'IIJ 事 得 。 終絮 諸 俏 。 家之於

1育 lílí 可通 。 上!lH肯得 。 三 者 得 而 不 呵 易 。 則 自 然之 法 立 。 故 法 者 當 于 JlJl 。 確 于 事 o 酌 乎惰 。

為 三 者 之 于 準 。 而無 所 白 為 法 也 。 故 謂 之 t三| 取 名 。

So that you won't think what 1 havc just  said is as vaguc and hazy as the Milky 

Way， 1 should clarify the finc points for you . Sincc the bcginning of  the uni

vcr仗， the magnitude of Heavcn and Earth， the mutations of past and prescnt， 

all thc mystcries of thc millions of things ，  the sun and stars ，  thc rivcrs and 

mountal肘， the images and forms (hsiang*  -hsing吋 in which things unfo泊， war 

and punishm凹的， rites and music， food and drink， the relations betwecn mcn 

and womcn一-all of thcse have come forth as literary works (w叫 好 chang * ) and 

have taken shape (h5 ill，� * ) 約 pocms and poctic expositions (fu) . The Way is 

infinitely varicd， but 1 can cover it in thrce words : “natural principlc" ( l i 勢 ) ， 
“ event" (shih * ) ，  and " circumstancc" (ch 'ing * ，  the affections ， a “ " sta削a抗t忱e of mínd" )  

No叫thíng lics out佔凹S叮íd配e of t出hc scωopc of t出hc t出hr亡凹c words .  If thís is the case， then 

how can there bc dctcrmínate rulcs covering the entirc Way of poetry and 

prosc? Fírst， rcflect on natural prínciple in something;  and if your reflection in 

regard to natural principle is not in error ，  thcn you have grasped the natural 

principle .  Then find evidcnce of that principle in an  evcnt; and if the evídence 

found in event does not contradíct the prÎnciple， then you have graspcd event . 

Fínally assess ìt in regard to cÎrcumstance (ch 'ing 叮 ; if， assessed according to 

circumstancc， ít still comcs through (的mg* ) ， then you have grasped circum

stancc. When all thrce havc becn grasped and cannot be altered，  thcn natural 
( tz�付ian 勢 ， or “ so-of-themselves刊 ) rules arc establishcd. Thus rules are the cven 

balance of what is ríght according to principle ，  what is made actual ín event， 

and what is ínfuscd in circumstancc; but there is nothing by whích rules can 
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have subsis tence in their own right. For this reason 1 have said that rules arc an 

empty namc. 

The chief characteristic of good literary theory is to show the depth of impor
tant questions that initially can be posed very simply. In this case， the 
question is "How 'should' a poem be written? "  or "Are there any 'shoulds ' 
in the writing of poetry? " Yeh Hsieh sets out to investigate the nature of 
that "should" (fa * )  on a theoretical level . If his investigation i s  not easy in 
Chinese， it i日 doubly difficult in English translation， forced into a conceptual 
vocabulary that has neither the resonance nor the precision of the original . 

Although Yeh Hsieh makes precise discriminations in some areas， he 
avoids drawing a distinction betw巳en 1 )  the operations of nature， 2) the pro
cess of composing a po巳m， and 3 )  the judgment of a poem by another person . 
Sometimes he refers specifically to one of thesej at other times he refers to 
another. The tacit ideology seems to be that since the operations of nature are 
the “matter" of the poem， the observation of nature is in fact identical to the 
act of composition. The same would hold true in reflection on the successful 
poem of a predecessor. In the chapter "Its Origins in the Way/' Liu 日sieh
grounded the act of 1iterary composition within the larger principle of 
nature's self-manifestation in "pattern . "  Yeh Hsieh does not even make the 
argument that 1iterature reenacts natural proceSSj he simply assumes they 
are the same. 

The particular model for nature used by Yeh is the orthodox Neo
Confucianism of Chu Hsi : natural process begins with "natural principle" 
(li 帶 ) and works outward， unfolding into the phenomenal world. This move 
ment from universal natural principle to the particular phenomenon， not un
familiar in Western philosophy， is both the way the world works ( from the 
inside out) and the way philosophical reflection should work. One begins by 
reflecting on some particular object (ko * 耐心叮， later given by Yeh Hsieh as 
the explicit model for reflecting on the poem of a predecessor ) j  within the 
particular one understands the universal natural principlej then one follows 
the unfolding of th且t principle back into the particular. As this applies to 
nature， so it applies to the compositional process and judging the work of 
another poet. 

Yeh Hsieh's contemporaries who 勻nake much of rules" are speaking of 
the "rules of poetry" in a limited sense. Not only does Yeh Hsieh provide a 
larger philosophical model that subsumes the notion of "rules" (fa * L his 
model also integrates the operations of poetry 
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has no predetermined laws (如 叮. Although both fa * and li 特 involve necessity， 
they are clearly distinguished. In its pure form li * occurs on such a high level 
of generality that it contains no particular determinations; for example， 
μbeing a pine tree" in the most general sense is li * .  Li * admits incongruous， 
even apparently contradictory manifestations within the particular according 
to the circumstance; for example， many things can happen to a pine tree， but 
all occur through its being a pine tree. The underlying unity of these various 
manifestations becomes apparent only through careful observation of how li * 
unfolds into the particularities of event and circumstance . Fa 勢 ， "rule" or 
"law， " is the necessity or rightness by which natural principle unfolds into a 
particular circumstance. For example， we see a pine tree at a particular 
moment and perceive how its present condition is a particular conjunction 
of topography， light， weather; we recognize that it had to be the way it is 
through its being a pine tree; that sense of necessity or rightness is fa \ 

As this is true for the coming-to-be of the "matter" of poetη7， So lt lS  
also true of the poem: the poem's coming-to-be ( encompassing the "matter" 
of the poem， 的 composition， and its unfolding as a text ) is the organic un
folding of li * .  "Rules" are what must be done ( or had to have been done) at a 
particular point， and thus are the "even balances" between its stages .  But 
"rules" name nothing: they do not exist as general categories apart from the 
particular determinations of the moment and cannot be given beforehand. 

Next Yeh Hsieh turns to "determinate position， " the mode in which 
'rules" properly OCCUr. 

艾 法 者 i刻 家 立 所 謂 律 也 O 自 古之五汗IJ 毛 就 以 至 於 今 。 法 Z才可 密 矣 。 然、 豈 無 所 憑 而 為 Ì;t 哉 。 不

過 主題 度 於 事理 ↑市 三 者 之 輕 重 大 小 上 下 O 以 為 主 服 五 章 。 刑 賞 生 殺 之 等 威 差 別 。 於是事:fIJ:'r青

當 於 法 立 中 。 人 見 法而適1厭其事理 情 之 用 。 故 文 謂 之 日 定位 。

Furthermore， rules are what the statc calls “law" (仰， or “ regulation" ) . Since 

that time in antiquity whcn thc conditions for the fivc punishmcnts were set， 

on up to thc prescnt， such rules havc bcen very comprehensive . But how could 

there be rules without anything to base them on? ln fact these " rules " are 

nothing more than an evaluation of thc gravity， magnitu世， and elevation of  

the event， the principle， and the circumstance. Out  of this are ascertained dis

tinctions of degree in regard to the various kinds of official uniforms ， punish

mcnts and rewards ， life and death . Thus event ，  principle， and circumstance arc 

present in these rules .  When someone looks upon the rules ， he may feel satis

faction in the functioning of the particular event， principle， and circumstance . 

Thus we may say that rules are a determinatc position . 

Here Yeh Hsieh uses the example of "rules" ( fa 叮 in regard to rewards， 
punishments， and the sumptuary laws of the civi1 service. The key statement 
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is "When someone looks upon the rules， he may feel satisfaction . . . " In the 
cas巳 of the state， external determinations have evolved out of categorical 
adjudications of event， principle， and circumstance. But the essence of such 
rules is not any autonomous existence of the categorical norm， but rather in a 
particular moment when someone perceives a situation and says to himself 
"that is how it must be . "  The point here is the necessity of "rules "  (如 叮 can
properly be known only after the fact， in the judgment of the particular case. 
Yeh Hsieh is working out here a Chinese version of the Kantian "free con唱
formity to law ."  

及 稱 詩 者 。 不 能 言 法 所 以 然 之 故 。 而曉 曉 日 法 。 吾 不知其離一切 以 為 法 乎 O 將 有所緣以為

法 乎 O 離一切以為法 。 則 法 不 能 憑 虛 而 立 。 有所 緣 以 為 法 。 則 法 仍 託 他 物 以 見 矣 。

In fact， those who claim to know about poetry are unable to say why rulcs are 

established the way they are; and as they babble on about the " rule丸 " 1 cannot 

tell whcthcr they conceive of  rules as somcthing separate from the whole or 

whcther they conccive of rules as continge11t 011 a particular something .  If 011C 

c011ceives of rules as something separatc from thc who訟， then onc should 

rcflect 011 the fact that rules cannot be cstablishcd 011 emptiness (hsü * ) .  If one 

conceives of rules as contingent on a particular somcthing ，  then rulcs would 

be dependent on some alien entity inorder to be manifest .  

Yeh Hsieh believes that rules are ongoing determinations， arising in the rela
tions between the stages of a poem's coming-to-be. Thus he is forced to dis
miss any notion that rules have an autonomous existence apart from the 
particular whole of the text . More interesting is the fact that he must also 
dismiss the contingency of rules . Rules occur in particulars but ar巴 not bound
to them; that is， no particular rule is bound to any particular moment in the 
text : to say "every time X occurs， you must do Y" is a misuse of "rules . " 
When something correct does occur in the text， however， we say "that is how 
it must be. " Rule occurs in the organic relation between empty and solid， 
general and partìcular. 

奇 不知統提 法 者 之 於 何屬 也 。 彼 f=1 0 r 凡 事 IL 物 皆 有法 。 1日I 獨 於 詩 而 不 然 。 J 是也 O 然 法

有 死 法 。 有 活法 O 若 以 死 法 論 。 今 譽 - 一 人 之 美 。 當 問 之 日 。 「 若干 自 眉 在 眼 上 乎 。 鼻 口 居 中

乎 。 若 固 手 操 作 而 足 循 履 乎 。 J 夫 如 嶺 旦有 態 。 而j 此 數 者 必 不渝 。 此 死 法 也 。 彼 美 之 絕 世 獨

立 。 不在是也 。 文 朝 廟 宇 燕 。 以 及 士 E[ 宴 會 。 揖 讓 升 降 。 敘 坐 獻 關H 0 無 不 然 者 。 此亦 死 法

也 。 而 格 鬼 神 。 通 愛 敬 O 不在 是 也 o J'!\ 則 被 美 之 絕 i立獨立1 。 果 有 怯 于 。 不過即耳 目 口 鼻 z

常 而 神 明 之 。 而 神 明 之 法 。 果 叮 言 乎 。 彼 享 宴 之 將 鬼 神 。 合 愛敬 。 果 有 法 乎 O 不過即揖讓

獻 酬 而 感 通 之 。 而感 通 立 法 。 又 可 言 乎 。 71:: 法 則 執 塗 之 人 能 言 之 。 若 日 活法 。 法 既 活 而 不

可執矣 O 又焉得泥於法 。
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And 1 do not know in which dass to put thosc who bring up rules in a general 

way; thesc arc the ones who say “Evcry event and cvery thing (仙J * ) has its 

rules . Why should poetry alonc be different?" This may be so， but thcre are 

“dead rules"  and “animate rules . "  If 1 wcrc going to praisc a person's  beauty 

according to dead rules ， 1 would ask， “Arc there brows over the eyes ? Are a 

nose and a mouth located in thc middlc? Do the hands take hold of things and 

do the feet walk along? "  There are countlcss posturcs (t 'ai) conveying grace or 

ugliness ，  yet  1 would never be able to get  beyond the scope of questions such a s  

those-these are "dead rules . "  Such bcauty a s  stands unique， prceminent in  a11 

the world， is not to be found through thcm. Or takc the casc of  sacrificial 

banquets at court ceremonies and thc partics of scholars and commoncrs-al1 

thc bowing and yielding plac亡， the prcccdcnces and defercnccs ， the order of  

seating，  the toasts and answeri月 toasts一-a11 are the samc: dead rulcs . Contact 

with the gods and ghosts ，  the communication of lovc and respcct are not to be 

found in thcm. 

If this is so ，  then are thcre any rules at all in such bcauty as stands unique，  

precminent in ail the wor1d? Such rules are nothing lcss than somc spirit 

(shen叮 that illuminates (ming) precisely thosc same constants :  cars ， ey凹，

mouth， and nosc .  And， finally， can rulcs for thc way spirit illuminates things 

be spokcn of? Are there any rules at a11  for cOl1tactÌng the gods and ghosts or 

for the union of 1ove and respect at a party? Thcy arc nothing less than what is 

felt and conveyed (如n * - t 'unp，聲 ) in those bowings and yieldings ，  toasts and 

answering toasts . And can onc speak of the rules for what is fclt and conveyed? 

Dead rules can be spoken of by the sort of pcrson who takcs a firm grasp of 

things . But if we are considering animatc rul凹 ， thcn the rules arc truly ani

mated and absolutely cannot be “graspcd" firmly. And in that casc how could 

a pcrson becomc bogged down in the rules?  

The distinction between "animate rules， " huo-fa 弋 and "dead rules， " ssu
fa 弋 was an old one in poetics ( and before that， in Ch'an Buddhist discipline， 
though by Yeh Hsieh's time the Buddhist origins of the term were in the 
background)， and never so clear1y illustrated as in the examples here. "Dead 
rules" are those that govern any hypostatized norm or "constant， " ch 'ang 常 .

Animate rules， on  the other hand， occur only in  the particularity o f  process ( it  
should be pointed out that even though Yeh admits "dead rules" here， only 
μanimate rules" conform to his earlier description of what rules are ) . The 
term huo， set in opposition to ssu， "dead， " is more than simply being "alive" :  

i t  i s  "lively， " "vital， " or "animate， " charged with energy and activity. One 

cannot become "bogged down' in such rules because they are the form of 

movement itself rather than a code against which a movement may measure 

itself. Obviously "animate rules"  must be prereflective. They can be legiti

mately spoken of in a theoretical way before enactment， as Yeh Hsieh does 
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here (although the way in which animate rules are integrated into particular
ity makes such theoretical discourse a mode alien to the level on which such 
rules become actual ) ;  they can also be considered after they have been 
enacted， 的 Yeh Hsieh later does in his analysis of several Tu Fu couplets. But 
in the time of their coming句to-be， animate rules are only immanent in the 
particularity of action. 

In short， as in the philosophical aesthetics of the eighteenth century in 
Europe， Yeh Hsieh is forced to metadiscourse .  Kant knew well that no rule 
could be given whereby a particular thing could be judged beautiful or not 
beautiful; what he could do was to describe the ground upon which such 
judgments could be made and the form of such a judgment. Yeh Hsieh， con
cerned with processes， knows that no rul巴 or set of rules can predetermine 
the totality of a natural process or action in all its contingency， precisely 
because what distinguishes a truly natural process or action is its freedom to 
respond to unforeseen contingencies.  But as with Kant， the grounds of such ;1 

process or action can be described. Yeh Hsieh's is a genuine， but very peculiar 
"metaphysical" position， peculiar because it is constituted so as to exclude 
the possibility of any "physics"-that is， of any adequate description of fixed 
and repeatable ( or "constant" )  rules immanent in nature， except on the 
lowest level， "dead rules . "  

而所謂詩之法 O 得 毋 ?f平仄仄乏拈乎 。 村 塾 曾 讀 千 家 詩 者 。 亦不 屑 言 之 。 茗、 更 有 進 O 必將

日 。 律詩必 首， 句 如 例 起 。 三 四 如 何 承 。 五 六 如 何 援 。 末 句 如 何 結 。 古詩要照應 。 要起 伏 。

析 之 為 句 法 。 總之 為 章 法 。 此三家村詞 伯 相 傳 久 矣 。 不 叮 謂 稱 詩 者 獨 得 之 舵、也 。

Can what wc call the " ru1es of poetry" do without choices of level and 

deflected tones [the basis of vers泊catÌon in classical poetry ) ?  Evcn those who 

have read the Poems of a Thol山nd Poets at S0 111e villagc schoo1 don' t  think it 

worth the effort to 111ention tona1 regulations . Whcn a person reaches a 1110rc 

advanced 1evel， the teacher will have to tell him how thc opening coup1et 111uSt 

begin a regulated poem， how the third and fourth lines must  carry it on，  how 

the fifth and sixth lines must  conncct， and how the las t  couplet must  bring 

things to a conclusion. Hc will bc told that " reflecting and rcsponding" (chao
y ing) is essential in old-stylc poct門， how such pocms must " risc up" and “ sink 

down. " Hc will analyze a pocm in terms of thc rulcs of couplet construction 

(c仰而叮 and bri月 it all togethcr in “rules of the picce as a whol亡" (chang 特 而 著 ) . 
This 50rt of thing has long bccn taught by old schoo1mastcrs in Iittle villagcs ; 

wc can hard1y claim that thcsc arc thc uniguc mystcries of  those who claim to 

know about poetry 

Here Yeh Hsieh locates the version of fa * that he has just been criticizing in 
popular poetic pedagogy. The categories satirized here were precisely what 
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most of Yeh Hsieh's contemporaries considered fa 靜 ﹒ We might note that the 
unifying trait of these μdead rules" is that they are all prescriptions given 
prior to an act of writing. Yeh Hsieh next goes on to dispute another， less 
technical notion of fa 特 .

若 舍 此 兩 端 。 而 謂 作 詩 另 有 法 。 法 在 j神 明 之 中 。 巧 力 之 外 o 是 謂 變 化 生 心 。 變 化 生 ，心 之

法 。 又 何 若 乎 。 則 死 法 為 定位 。 活 法 為 虛 名 。 虛 名 不 可 以 為 有 。 定位不可 以 為 無 。 不 可為

無 者 O 初 學 能 言 之 。 可 可 為 有 者 。 作 者 之 匠 心變化 。 不可 言 也 。 夫識辨不精 。 揮霍無 兵 。

徒 倚法 之 一 譜 。 以 牢 籠 一 切 。 譬 之 國 家 有 法 。 所 以 做 愚 夫 愚 婦 之不 倚 O 而使乏 不犯 。 未 聞

與 道 德 仁 義 之 人 講 論 習 釋 。 而 時 以五刑五罰 之 法 恐 懼 之 而迫 脅 之 者 也 。

Setting aside the two cases above [rules as separate from the whole and rules as  

contingent upon particulars] ，  we find the claim that  there is yet  another kind of  

rule in  writing poetry . Her吋e rule i沁s tωo be fì臼ou凶n吋d in  s叩pi出rit凶ua址1 i址llum一1n

mlη愕z耨η) and i沾s beyond t出he powe叮r of mere craf公t. This is what i芯s called “叮 tr凹ans旬

formation (伊p抖iet叫tl 弋 叫hua*們符η glV盯ln時g rise to mind . " What is it like-this rule of  

“ transformation giving rise to mind" ?  In this case， dead rules are the determi

nate position and animate rules are the empty name. Whatever is empty name 

cannot be considered to exist actually， and whatever is determinate position 

cannot be considered non-existent. Any beginning student can talk about 

what cannot be considered non-existcnt. And since it cannot bc considered to 

exist actually， no one can talk about thc artistic mind of the writcr amid its  

transformations .  In this ca仗， thc powers of judgment and discrimination are 

not gctting what is essential ; things are left vague， fuzzy， and incomplete; such 

pcople pointlessly depend on the word “ rule" to embrace cverything .  This can 

be compared to the sta仗's having rules [or “la\九IS " ] by which they warn against 

misconduct on the part of foolish men and women to keep them from com

mitting crim白， al1 thc whilc these people have ncver heard of  the discourses or 

practices of  people of  virtue， kindness ，  and righteousness ;  nevertheless the five 

punishments are used to terrify them and to intimidate them. 

After dismissing the commonplace technical prescriptions of fa * in popular 
poetics， Yeh Hsieh turns to attack a more sophisticated version of fa 弋 in
which the transformations that occur in the functioning of "animate rules" 
are an ineffable mystery. Such a view might be associated with the theories of 
the contempora叮 poet Wang Shih -chen 王士禎 ( 1 634- 1 7 1 1 )， growing out of 
the fascination with the ineffably "poetic" in "Ts'ang-lang's Remarks on 
Poetry . "  Insofar as such theorists retain the concept of fa * ，  they retain a con
cept of determinacy: a successful poem had to be written the way it was . But 
they refuse to allow any reflection on precisely what it was in the poem that 
made it successful， because that quality for them is a mystery. 
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In the previous section， Y巳h Hsieh had rej巴cted the possibility of an 
adequate "physics" for poetry， the possibility that a prior rule can be given 
which determines a particular move in a poem. Here he rejects a pseudo
metaphysics that refuses to describe even the ground upon which a particular 
move can be determined.  In such a case， dead rules would be permitted as 
prior determinations， but they would not be what is essentially "poetic" in 
the text : thus th巳y would be given as determinate positions.  On the one hand， 
Yeh Hsieh cannot accept this acquiescence to dead rul巴s because he insists 
that every particular move or determination must be discovered in process， 
not given beforehand. On the other hand， in such a theory animate rules 
would be placed beyond the realm of discourse .  Since the ineffability of trans
formations was an accepted commonplace in contemporary poetics， it would 
have been easy for Yeh Hsieh's readers to misunderstand his previous discus
sion in this way: his description of animate and dead rules in a woman's 
b巴auty and banqueting would easily lead to an interpretation that he was 
speaking of somethi月 ineffable. What Yeh Hsieh finds particularly per
nicious about this second interpretation of fa 持 is the disjunction it allows 
between a particular move or determination and what is truly essential . 
What is beautiful occurs in and through the particular words， not μbeyond" 
them. For him the essential rules of why a particular move was made are 
obvious-once the move is completed. He wants to unify the metaphysical 
and the empirical， to show the grounds on which a particular move can be 
understood. 

Yeh Hsieh's analogy to law (如 * ) i日 rhetorically effective， even if it proves 
nothing: in the analogy t。 “dead rules， " a person would be held liable to legal 
strictures without being given the possibility of knowing why the law is the 
way it is， that is， without understanding th巳 ethical principles that are the 
basis of law. The dead rules of popular poetics are "the letter of the law， " 
producing behavior that is "law-abiding" but not necessarily "good. "  The 
contrasting ineffable μanimate rules" would be like a mystic notion of the 
good that has no connection with the strictures of law and allows for no 
particular determinations. The alternative analogy on the legal model is to 
"hear of the discourses and practices of people of virtue， kindness， and right
eousness . "  In this way of looking at things， a code of statutes is not adequate 
to learn 

惟 理 事 情 三 !話 。 無 處 不 然、 O 三三 者 待 。 則 胸 中 j且 淫 無 Illl o t封 níJ 敷 為 辭 。 則 夫 r m 云 辭 淫 。 連

者 通 也 。 通 、J' l吧 。 通 于 事: υ 通 、J' '1育 之 謂 。 f而 必 泥 于 法 。 其IJ I支 令 所 不 過 矣 O 辭 11 不 通 。 法 史

於 何 有 干 。
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These threc words-principle， eve肘， circumstance-arc the same every

where. If thesc three can be graspcd， then what is in one's heart can be com

municated ( t 'ung* 且ta) without obstruction .  If， as thcy emer阱， they unfold in 

words (tz 'u 勻 ， then we have what Confucius meant by “language attaining its 

ends (ta) . " “Attaining ends" is communicating，  which is to say communication 

in principle， communication in event， and communication in circumstance . 

But if one is bogged down in thc rul肘 ， then on the contrary there will be 

somcthing not communicated. And if the language does not communica仗，

what point is there to rule? 

This paragraph is based on the concept of t 'ung瓣 ， translated as "communi
cate" and meaning "to go all the way through，" or， from the point of view of 
the listener， "to understand. "  Ta， μto attain ends， " is the term of completion 
in "passage through. "  Here is the most telling critique of those who believe 
that "animate mles" are an ineffable mystery: in such cases， nothing is "com
municated" but a sense of what is beyond the reader. In the proper function
ing of animate mles， according to Yeh Hsieh's conception of them， "prin
ciple， event， and circumstance" are immanent and knowable. "Rule" itself 
is only the organic order of their emergencej and if， as in popular poetics， 
mle becomes opaque， then the t 'ung* ，  "passage through，"  is obstructed. 

r:I Jlf! 0 R 事 。 卡! 情 三 諦 。 大 而 乾 坤 以 乏 定 位 。 日 月 以 之 j舉 行 。 U， 否 一 草 一木一飛一走 。 三

者 缺 - 。 則 不成物 。 文 章 者 。 所 以 表 天 地 萬 物 之 情 狀 也 。 然 其 是 三 者 。 又 有 總 而 持 之 O 條

I的 貫 之 有 o l斗 氣 。 事理情 之 所 為 用 。 氣 為 乏 用 也 。 譬 之 一 木 一 草 。 其 能 發 正主 者 。 理 也 。 其

U:t 發 生 。 則 事 也 。 既 發 生 之 後 。 天 喬 滋 值 。 情 狀 高 干 。 成 有 自 得 之 趣 o F!IJ情 也 。 苟 無 氣 以

行 之 O 能 1月 是 乎 。 又 如 合 抱 之 木 。 百 尺 干 霄 。 纖 葉 微 扣I 以 萬 計 O 同 時 而 發 O 無 有 絲 毫 異

同 。 是 氣 之 為 也 0 名7斷 其 紋 。 則 氣 是 市ï v:萎 。 此 時 理 事情 俱 :無 從 施 矣 。 吾 故 rc'l o 三 者 藉 氣

而 if 者 也 。 得 是 三 者 。 而 氣 鼓 行 於 其 間 。 細 細磅峙 。 隨 其 自 然 。 所 至 即 為 法 。 此 天 地 篇 象

之 至一 文 也 。 豈 先 打ì1可 以 置又 是 氣 者 r\Ji; o 不 然、 O 天 地 之 生 品 物 。 舍 其 自 然、 流 行 之 氣 。 一 切 以 法

繩之 。 天 喬 飛走 。 紛 紛 於 形 體 之 萬 殊 。 不敢 過 於 法 。 不敢 不 及 於 法 。 將不勝其 勞 O 乾坤亦

幾 乎息 矣 。

In their largest scn仗， these three tcrms-principle， event， and circumstance

are how the positions of Ch 'icn and K'un are determined， how the sun and 

moon move in their courscs . Even down to every plant， tree， bird， and beast， 

if even one of these is missing， then thc thi月 (wu * ) 的 not complete. Literary 

works (wen九chang * ) are the means by which thc circumstances and the man

ncr (ch 'íng*  -chuang) of Hcaven and Earth， and a11 things are manifested (p í仰 ，

“cxternalizcd") . 

To completc thesc thr凹， howcv凹， there is something clse which unites 

and sustains ，  which orders and thrcads through them: 出的 is ch '尸 . Insofar as 
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principle， event， and circumstance function， it is ch '尸 that makes them func

tion. Take as an examplc a plant or trec. Its potential for coming to lifc is 

principle (l i * ) .  That it comes to lifc is " cvent" (sh ih 勢 ) • Having once comc to 

li長， it burgeons and twin口， 的 nurtured and takes root in countless manners 

(ch ';ng併 -chuang) ， in a必II of which t出hcrε IS t出he dcli啥gh趾1t (ch 'ü '乎f ) of t出he t出hing be臼mg

i郎t“self旺tι二L一t出his 山IS “ "circ印uln叮lns盯1昀st削a泣拍圳n肛1χcc" 仙c/7'圳/7'川1ν吋';阿刊句g *特\ ， 叮no叩O∞O叫d") .
th亡rc is ch ' ;著 to carry it along .  

Or considcr somc trec an armspan in girth， rising a hundred feet into the 

uppcr a汀， with delicatc leaves and slendcr branches to bc countcd in thc tens of  

thousands ; all came forth at thc same timc， but  none arc idcntical to any of  the 

others-this is thc action of ch γ .  But if you should cut its roots ， the (11 'i* will 

be exhausted， and it will immcdiatcly bcgin to wither. In such a casc可 neithcr

principle， nor event， nor circumstance would have any way to carry through 

For this reason we say that all three depend upon ch '尸 to be carried along .  

When al l  three are  present with ch '尸 dl甘ing along through them， the thing 

swells out in profusion; the way in which it follows its natural coursc (tZI← 

jan 叮 whcrevcr it leads is “ rule . " This is the suprcme pattcrn (w仰 著 ) in Heavcn 

and Earth and all things .  How could anyone think that " rule" comes firs t  and 

drivcs this (/7 ';叩 If it wcrc o thcrwisc ，  then when Heaven and Earth generatcd 

all things ，  thcy would sct aside thcir naturally (tzu手a/1叮 flowing c/7 '尸 and the 

whole would be rcgulated according to rules ; the burgeoning plants ， the birds 

and bcasts in their dazzling multitude of forms (hsin�f!* 耐t 'i * ) would never darc 

transgress the rules and would likewise never fail to live up to the rulcs .  This 

would bc unbcarably oppressivc; and Heaven and Earth would probably be 

ready simply to ceasc .  

Manιy questions arise in regard to this吭， one of the central theoretical sections 
of 
d配es仗C巳叮:ript位ion 0吐f the natural cosmos relates tωo p仰oe叫tr吋y. In the preceding section， 
principle， event， and circumstance were what was "communicated" ( t 'ung* ) 
in poetrYi and this section opens by speaking of poetry as the means by which 
the circumstances and manner of Heaven， Earth， and all things are external
ized. Yeh Hsieh stresses poetry as a means of manifestation. Yet here， he 
seems to make fa * or "rule" in literature only analogous to fa * in the work
ings of the world . He shifts from a notion of fa 耨 in reference to the process by 
which literature manifests the world to one of fa 耨 in the internal processes 
of the world itself. The blurring of this distinction is significant. As we have 
sa峙， Yeh Hsieh does not want to discriminate between these casesi he would 
like to see poetry both as an extension and repetition of the process of na
ture's coming-to-be. The principle， event， and circumstance "in" a poem are 
also the principle， event， and circumstance "of" that poem qua poem. 

“Principle" (li 叮 and "event" ( shih 叮 are categories that are relatively easy 
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to understand. Ch 'ing* is more difficult， and our translation as "circum
stance" captures only part of it. Ch 'ing* 的 the quality of manner of some
thing at a given momenti ch 'ing*  are also the "emotions" or "affections， " 
and thus this circumstantial quality of the thing conveys or seems to em

body a mood， a mood that is ultimately communicated to the observer or 
reader. Ch 'ing* 的 the final term in the triadic process of manifestation， the 
form in which the world presents itself before us. By stressing ch γ ，  Yeh 
Hsieh stresses the animate， self-impelled quality of this process .  

In contrasting process governed by ch γ with process governed by fa九
Yeh Hsieh reveals his central objection to the common notion of fa * :  "How 
could anyone think that rule comes first (hsien ) ? "  When fa * first became a 
central concern in the Southern Sung， the original interest had been in it as a 
productive "method. "  This implication of productive， prior method remained 
central to discussions of fa 斜 through Yeh Hsieh's time : one studied the fa 勢 of
Tu Fu's poetry in order to write like Tu Fu. In Yeh Hsieh's radically revised 
interpretation， the aspect of productive method is no longer legitimate. For 
him， fa 特 has its existence and is accessible to reflection only after the com
pletion of a process .  If given as complete beforehand， fa 提 becomes external to 
the process and corrupts it. 

In Yeh Hsieh's discussion of the unacceptable notion that fa 督 1S some
thing given prior to the composition of a text， the language of tyranny and 
coercion predominate， echoi月 the ancient question of voluntarism versus 
involuntarism in composition. In contrast， when he speaks of how the text 
aspires to reenact the spontaneous self-production of nature， the phrase he 
uses is "the delight of the thing being itself， " tzu - tê chih ch 'ü 大 Ch 'ü * here is 
"interest， " "flair， " a j oyous panachei tzu-tê is literally "attaining self， " the 
achievement of being what one is. In this notion of composition， fa * retains 
its essential element of determinacYi but Yeh Hsieh believes that such deter
minacy， though present and accessible to reflection， must be discovered by 
the poem itself， in the process of its coming-to-be. This distinction between 
prior， coercive fa * and fa 著 discovered through unfolding is not simply a d出缸，
ence in means : it becomes a quality manifest in the thing itself， in its man
ner， and thus it is communicated immediately to any reader or observer. 

草 木 氣斷 則 .\I 萎 。 理 事 情 俱 隨 之 而 盡 。 目 也 C 雖 然 O 氣 斷 則 氣 無 矣 。 而理事情依然在也 o

jpJ 也 。 草 木 氣 斷 則 .Î1.萎 。 是理 也 。 萎 則 成 枯 木 。 其 事 也 。 枯 木 豈 知、 形 狀 。 向 背 。 為 低 。 上

1、 。 則 其 情 也 。 由 是 言 之 。 氣 有 時 而 或 雄 。 理事 情 O 無 之 間 不 在 O 向 枯 木 而 言 訟 。 法 於 何

施 。 心將 日 。 法 將 析 之 以 為 薪 。 法 將斯 之 間 :為 器 。 若果 將 以 為 薪 1..t 器 。 吾 恐 仍屬之事理情

矣 。 而l 法 又 將 遁 而 之 他 矣 。

It is ccrtainly true that when thc ch ' i*  of a plant or tree is cut off， it instantly 

begins to withcr: principle， event， and circumstancc are exhausted along with 

thc ch '尸 . Ncvertheless ，  when the ch ' i*  is cut off， the ch '尸 no longer exists ;  but 

principle， evcnt， and circumstance are s till present. Why do I say this?  The tact 
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that a plant or tree bcgins to withcr when its ch γ is cut off is itself a principle . 

When it withcrs ，  it turns into a bare， dricd-up tre亡， and that is an event. And 

who would claim that therc is no special manner in a bare， dried-up trce

front and back， high and low-this is its circumstantial quality 

Considered from this point of vicw， we may say that ch ' i *  may sometimes 

be separatcd from a thing;  but if principl亡， evcnt， and circumstance are lacking ，  

thcn the thing is not there. And if someonc should want to spcak of rules in 

rcgard to a bare， dried-up trec， how would rules bc applied? The answer is that 

rulcs would cut it up and makc firewood out of it ;  rulcs would carve it up and 

make a vessel out of it .  Even when it is fìnally transformcd into firewood  or a 

vessel， 1 belicve that cvcr哎 ， principle ， and circumstance would s till inhere in it .  

But rules would havc hiddcn thesc away and made it into something else .  

Here Yeh Hsieh shifts to  the common sense of  fa * as  "productive method" or  
"instrumentality. "  The rhetorical game is to emphasize that the application 
of a prior fa * presumes the inanimate deadness of the thing to which it is 
applied， its ch γ having been cut 0丘. The essential distinction is between the 
poem as an organic growth and the poem as artifact. Even in the artifact， 
principle， event， and circumstance are present ( in this context Yeh Hsieh 
seems to be speaking of the categories as residual from some first， natural 
state of th巳 thing from which ch γ has been cut off rather than as reconsti
tuted in the artifact ) .  In regard to poetry， this opposition would work itself 
out as follows : an authentic， "natural" poem would be， 的 in the "Great Pre
face， " a poem that comes into being spontaneously， from the particular na
ture of the poet and from the poet's circumstantial encounter with the world. 
The moment one begins to understand that process as "usi呵" experience or 
knowledge to write a poem， a gap of intentionality is created， and the text 
becomes an inanimate artifact， always reveali月 its alienation from the living 
world. Yeh Hsieh's distinction is problematic; but it does speak to basic 
values in reading 且nd writing poetry， values that were as old as the tradition 
itself 

天 地 之 大 文 。 風雲 i有 雷 是 也 。 風 雲 雨 宮 變 化 不 測 。 不 可 端 倪 。 天 地 之 至 可申 也 。 即 至 文 也 O

試 tJ -';'í品 論 O 泰 山 之雲 。 起 於 膚 寸 。 不 祟 韌 而 偏 天 下 。 否 嘗 居 泰 山 之 下 者 半 載 。 熟悉雲之

情狀 。 或 起 於 膚 、j- 0 瀰 淪 六 合 O 或諸J率競 出 O 升 ]頁 即 滅 。 或 連 陰 數 月 O 或 食 時 即 散 。 或黑

如 漆 。 或 白 如 零 O 或 大 如1鵬翼 。 丘克 亂 Pn 散 言 。 或塊 然 ijî: 天 。 後 無 繼 者 。 或聯綿纖敞 。 相 績

不絕 。 又 忽 間 黑 雲 興 。 [- 人 以 法 古 之 日 將 悶 。 竟 不 兩 O 又 暗 雲 出 。 法 占 者 日 將 睛 。 乃 覓

雨 。 雲 之 態 以 萬 計 。 然 J 同 也 。 以 至 雲 之 色 和 。 雲 之 性 情 。 如 - 1司 也 。 雲主沒有時歸 。 或有

時玉皇一去不歸 。 或 布 時 全 歸 。 或有 時半歸 。 依 1司 也 。 此 天 地 自 然 之 文 。 至 仁也 。 若 以、 法

繩 天 地 之 文 。 則 泰 山 之 將 出 雲 也 。 必 先 眾 雲 族 隔]說; 之 刊 。 吾 將 出 雲 。 而 為 天 地 乏 文 矣 。 先

之 以 某 雲 。 繼 之 以 某 雲 。 以 某 雲 為 起 。 以 某 雲 為 伏 。 以 某 雲 1;� �厚、 應 。 為 波 瀾 。 以 某雲 1;� 逆

入 。 以 某 雲 為 常 翻 。 以 某 雲 為 閉 。 以 某 雲 為 閣 。 以 某 雲 為 掉 佬 。 如 是 以 出 之 O 如 是 以 歸
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之 。 一 一 使 無 :;J是 。 而 天 地 之 文成焉 。 ��\ 乃 天 地 之 勞 於 有 泰 LU 0 本 LLi 且 勞 於 有 是 宴 。 們的 出 雲

lL 無 日 矣 。 蘇軾 有 言 。 「 我文 如 禹 角4 源 泉 。 隨 地 而 出 。 j 亦 可 與 此 相 發 明 也 。

The greatest pattcrns (wen吋 of Hcavcn and Earth arc thc winds and clouds ， 

rain and thunder. Their transformations cannot be fathomcd， thcir origins and 

ends cannot be known. They are the supreme divinity of Heaven and Earth， 

thc supreme pattern. But if 1 may treat thcm from one point of view， then 

consider the clouds of Mount T‘ai. 1 spent ha1f a year by 此10unt T‘泣， and 1 am 

thorough1y familiar with thc manncr of its clouds . They rise from the tinicst 

sliver and spread ftooding over the ends of thc carth. Somctimcs pcaks will 

struggle to emer阱， and the clouds will rise up over thc summits and oblitcrate 

them. Somctimcs they will bring severa1 months of continuous darkncss ;  

sometimes they will dispersc i n  a brief interval . Sometimes they arc a s  b1ack as 

1acqu口， somctimcs whitc as snow， sometimes as huge as the wings of the 

P ‘eng bird [whosc wingspan stretches across thc whole sky to both horizons] ， 

somctimcs as disorderly as tangled tresses . At tim口， they hang 1ump1ike in the 

heavens with nothing following upon them; at other tim凹 ， they are con

tinuous， delic肘， faint-moving on and nevcr ceasing .  

Black clouds may sudden1y arise， and the natives of thc region wi1l make 

predictions according to the ru1es : “ I t ' s  going to rain . " And it never docs rain . 

Or sunlit clouds may come out and they predict， “ I t ' s  going to bc a nicc day. " 

And it rains . The forms of thc clouds are countless :  no two are the same. And 

likewise in thcir co1ors and countenances ， in their natures and circumstantia1 

manners ， no two arc thc samc. Somctimes the clouds turn back; sometimes 

they go off and do not turn back; somctimes they turn back comp1etely; some

times only ha1f turn back-it is nevcr the same. This is the pattern of Heaven 

and Earth， the supreme achievcment 

But let us suppose that the pattcrn of Heavcn and Earth werc to be reg

u1ated by rules .  Thcl1 whcn Mount T'ai was going to send out its clouds ，  it  

would first muster the tribcs of clouds and give thcm their orders : “ 1  am now 

going to send you clouds out to makc ‘ the pattern of Hcaven and Earth . ' You， 

go first ;  you， follow; you， go up; and you， you therc， lie low. You， cloud， 

shinc; you， makc ripples like waves ;  you， doublc back in; you， spread out in 

the sky; you， open up wide; and you， lock your gatcs fast .  And you over therc， 

you shakc your tail . " If Mount T‘ai sent thcm out like this and brought them 

back like th時 ， thcn thcrc wou1dn ' t  bc the 1east vitality in any of them. And this 

would be the formation of thc pattern ofHcavcn and Earth ! ?  The result of such 

a situation wou1d bc that Hcavcn and Earth wou1d feel that the presence of 

Mount T 'ai was a burdcn ; and Mount T 'ai in turn wou1d feel that having 

clouds was a burden. And those clouds wou1d s till havc to be scnt out every 

single dayl 
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Su Tung-p ‘o  had a saying : “My writing is like a million-gallon stream:  it 

pours forth according to the lay of the land . " This can illustrate what 1 mean. 

Although it does not really advance Yeh Hsieh's argument， this beautiful and 
comic passage on the clouds of Mount T'ai is an eloquent statement of deep 
values in the tradition: one of the highest goals is a poetry in which the 
cb 'ing* ( affections， mood， circumstantial manner) would be as animate and 
changi月 的 the clouds of Mount T'ai， always unpredictable. We can see quite 
clearly here why the concept of "intentionality" can have no place among 
positive literary values : the poet who would "intend" meaning or order into a 
text becomes like the cloud-master of Mount T'ai， an oppressor who robs 
vitality from the motions of mind. 

或 日 。 「 先 生 言 作詩 。 法 非 所 先 。 言 問 辨矣 。 然、 古 帝 王 治 天 下 。 必 回 大 經 大 法 。 然 f!1j 法 且

俊 乎哉 。 J 余 臼 o 帝 王之法 。 且[J政 也 。 夫 子 言 。 「 文 武 之 政 0 1Îî 在 方 策 。 J 此一 定 章 程 。

後 人 守 乏 。 苟 有 毫髮 fi-\ 入 。 則 失 之 矣 。 修 德 貴 日 新 。 市j 法 者 舊 章 。 斷 不 可 使 有毫髮乏新 。

法 … 新 。 此 王 安 石 之 所 以 亡 宋 也 。 若 夫 詞 。 古 人 作 之 。 我 亦 作 之 。 自 我 作 詩 。 而 非 述 詩

也 。 故 凡 有 詐 。 謂 之 新 泣 。 若 布 法 。 如 教 條 政 令 而 遵 之 。 必 如 李 攀龍之擬 古 樂 的 然 後 可 。

詩 末 技 耳 。 必 言 前 人 所 未 言 O 發 前 人 所 未 發 O 而 後 為 我 之 詩 O 若徒 以 效 畫里 效步 為 能 事 O 日

此 7.t 也 。 可三個詩亡 。 而 法 亦 且 亡 矣 。 余 之 後 法 。 非 廢 注; 也 。 正 所 以 f{ 法 也 。 夫 古 今 時 會 不

同 o l� P  )攻 令 尚 有 因 時 而 變 通 之 。 若 膠 固 不 變 。 則 新 莽 之 行 周 體 矣 。 奈何風雅 一道 。 而腫其

謬 E是 哉 。

Someone then said， What you have just  said about rules not being givcn as 

prior in composition is lucidly argucd. But the way in which the ancient 

cmpcrors and kings managed the world must be called the greatest canon and 

thc grcatcst rules-in this casc， can one say that the rules are posterior? 

1 answcred， The rules of thc cmpcrors and kings were their governance. 

And Confucius said， “Thc govcrnance of Kings Wcn and Wu is sct forth in 

documcnts . "  This is indeed a sct program，  and pcoplc of latcr timcs hold to it .  

If  they divergc from it by the lcast measure， thcn thcy fail it altogcther. “ In thc 

cultivation of virtuc， it is important to makc it ncw cvery day" ;  but thcse rul凹 ，

set forth in carlicr writing ，  do not pcrmit evcn thc least mcasure of  “making 

ncw. " By making new rules (戶 瓣 ， “laws" ) ， Wang An-shih destroyed the Sung 

dynasty 

On thc othcr hand， whcn it comes to poet門， thc ancicnts wrote 此 ， and 1 

also write it .  We arc spcaking herc of pocms writtcn of the self and not the 

transmission of thc Pocms [i . c . ， thc Book of SOt1gs， whcre thcre is a rcsponsibil

ity to maintain the old ullchanged] . Whatcver poems we havc can be  con

sidcred ncw pocms. If we arc spcaking here of rules that must be  followed likc 
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instructions and government edic俗 ， it will only work if we end up writing 

something like Li P‘ an-lung 's [ 1 5 1 4一 1 57叫 “Imitations of the 01d Ballads . "  

Poetry is a “final鬥 art : it must say what no one before has ever s aid and 

bring out what no one before has ever brought out. Only then can it be “my" 

poem. lf a person thinks it is real mastery to ape the expressions and gait 

of others and call this "rules ， "  then not only will poetry be destroyed， [a 

legitimate concept of ]  rules will also be destroyed . If 1 have made rules into 

something posteri肘 it does not mean that 1 have abandoned rules ;  rather 

this is the way to preserve rules . 

The situations of ancient and modern times are not the same. Even govern

ment edicts are promulgated and changed according to the times .  If a pcrson is 

rigid and will not changc， then we cnd up with somcthing 1ike the use of the 

Rítes oJChou in Wa時 Mang's New [Hsin] dynasty [A . D .  8-23 ， a briefperiod of 

usurpation in the Han dynasty] . Why should thc Way of Poetry (Jèng* -ya * )  
follow i n  the footsteps of such folly? 

"Final art" is a clumsy translation of mo個chi : mo is the "branch化ip， " the 
antithesis of pιn * ，  the μroot . "  Mo is the final stage of a process， often the 
"consequence" or "outcome" of what has gone beforei thus it is also "of the 
present . "  Although Yeh Hsieh is giving the term a positive twist here， mo 

often implies "minor" or "lesser， " echoing earlier critics from Ts'ao Chih on 
who spoke of literature as the "minor Way， " hsiao-Tao* 小道. Perhaps most 
important here in Yeh Hsieh's usage is that mo is differentiated and individu
ated， as opposed to pβn 弋 which comprehends and unifies distinction. There
fore to fulfill its mo nature， poetry must be original， both in the sense of 
"unique" and in the sense of being "one's own ."  We might note here that the 
commonplace assumptions of Western thought since at 1巳ast the mid eigh
teenth century are exactly the inverse of this :  Western "originality" locates 
individuation in the pen 弋 root or "origin， " while the comprehensive norm is 
mo， the result of a process of socialization. 

Yeh Hsieh' s notìon of po巳try as a "final art" (or "minor art吋 had long been 
a common critique leveled against poetry by some Confucian philosophers 
and the proponents of state service and political moralitYi Yeh Hsieh accepts 
the term mo but， as he does with fa 弋 reinterprets it and gives it new 
meam月﹒

Poetry here emerges out of the present and the self :  it is essentially im
mediate and individuated. This position has， in fact， canonical authority in 
the "Great Preface : "The affairs of a single state， rooted in [the experience of ] 
a single person， are call巳d Feng\ "  This is not to say that the universal and 
normative cannot appear in poetry， but they are given as mediated by the 
experience of a particular person at a particular moment. 

We might add here that even though conventional Confucian piety re-
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quires that Yeh Hsieh acknowledge the authority of the fa * of the ancient 
Sages， Yeh Hsieh's ingenious attempt to distinguish between originary (pen 叮

fa 持 且nd the fa 特 of "final， " present circumstancεs does not redeem originary 
fa * from the implicit charge of oppressiveness that robs action of spontane
ity. Mod巴rn poets， like the ancient Sages， "give the rule" in their writingsj 
but the poets exact no greater obedience than our sigh : "Ah， that is precisely 
how it should have been done . "  

“INNER SEC TION" 
Chapter 2 (Opening) 

日 理 。 日 事 。 f-'H青 O 此 三 言 者 足 以 窮 盡 萬 有 之 變 態 。 凡 形 形 色 色 。 音 聲 狀 貌 。 舉 不能 越 乎

此 。 此 舉 在 物 者 而為 言 O 而 無 物 之 或 能 去 此 者 也 。 El � . 0 f'-'J 膽 。 11 識 。 正1 }J 0 此 同 計 者一

月rr u 窮 盡 此 心 之 神 明 。 IL 形 形 色 色 。 音聲 狀 貌 。 無不待於此 !而 為 之 發 宣 昭 著 。 此 舉 在 我 者

而為 言 。 而無一不如此心 以 IH 之 荷 也 。

Our three terms-prínciple， evc肘， and circumstance-arc adcquatc to en

compass the changing manners (p íen 勢 -t 'a i ) of everything that cxists .  There is 

no shape (hsíng* ) ，  co10r， sound (yin-sheng) ， or appearance (ch叫“I;g-I叫0) that lies 

beyond theír scope. All of these arc spoken of as being prcsent in a thing ，  and 

thcre is not a single thing that can do without thcm. 

Thcre are four other terms-taler哎 ， couragc (ta付 ， “gall" ) ， j udgmc肘， and 

force--thesc are adcquate to encompass the spiritual illumination (shen 弋
mm叉著 ) o f  a particular mind . Each shapc and color， sound and appcarancc dc

pcnds on these four qualitics to bccome bright and manifest .  All four of  thcsc 

are spokcn of as being prcscnt in thc self， and thcre is not a one that comes 

forth cxccpt through thc particular mind.  

From an anatomy of the coming可to-be of the outer world， Yeh Hsieh turns to 
an anatomy of consciousness， th巴 preconditions of mind that make good 
poetry possible. In the context of traditional literary thought， perhaps the 
greatest weakness of Yeh Hsieh's poetics is his díscussion of the role of mind 
in writing﹒ for him the quality of th巴 individual mind of the writer is not 

what is known through reading poetryj rather mind is valued purely in its 
capacity for knowing and conveying knowledge of the outer world. Later， 
when he discusses Tu Fu， he values Tu Fu's lines not because they let us 
know Tu Fu， but rather because they make manifest for us subtle principles 
in the outer wor1d， principles that no one but Tu Fu could perceive . 

f/Talcnt， " ts 'ai * ，  is pure capacity， 且 limited， quantitative measure that 
exists in a person in potcntial . f/Judgment， " shih 弋 is an old category in such 
lists， figuring prominently in μTs'ang-Iang's Remarks on Poetry . "  f/Force， " li 
力 F 的 the secret counterpart of ch γ，  an  energy that gives the work extension 
and endurance. 
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"Courage， " tan， is the most interesting and unexpected addition to this 
matrix of the poetic consciousness .  Its appearance here is a tacit acknowl
edgement of intimidation: in writing， the self is somehow put at risk by 
comparison to others， particularly by comparison to predecessors. To try to 
write well is to assert one's identity within a community， and that act is 
fraught with anxieties . "Courage" implies danger， putting oneself at ri:來; yet 
the ultimate hope， 的 we will see， is a freedom from anxiety， a pure j oy in the 
doing. 

以 在 我 之 四 衡 。 在 物 之 三 台 。 的j 為 作 有 之 文 章 。 大 之 經 緯 天 地 。 細 而 一 動一 梢 。 品孔， 難; 越

吟 。 {兵 不 能 i都 是 而且b 古 老 矣 。 在 物 考 古íj 口 論 悉 之 。 在 我 者 雖 有 天 分 之 不 齊 。 要無不可 以 人

力 充 之 。 其 優 j於 天 者 。 問 者 其 足 。 而 才獨 外 見 o l1iJ 草 稱 其 汁 。 !而 不 知 其 才 之不能 無 所 憑 而

獨 兒 也 。 其 歉 乎 天 者 。 才 見 不 足 O 人 皆 |一l 才 之 歉 也 。 不 可 勉 強 也 。 不 知 有 識 以 居 于 才 之

光 。 識 為 簡 而! 亦為 用 。 若 不 足 於 才 。 常 先 IÐI 精 推 求 于 其 識 。 人 惟 中 藏 無 識 。 則理事情 錯!煉

於 �íj 0 而 渾 然 茫 然 。 是 非 可 1f o 好f 續 黑 白 。 悉 眩 惑、 |耐 不 能 辨 。 安望其 敷 |的 I-U 之 為 才..'f. 0 文

章 之能 事 。 質始 于 此 。

If one has thcsc four considcrations in thc sclf and thc three combincd aspccts 

of outcr things ，  and thcreby produces an innovativc [ tso-che ， “by a makcr" ]  

work of literature， then nothing in song， cffusion， or  ballad can bc articulated 
apart from these [constitucnt clemcnts ]-whether it is in the largcst scopc o f  

the warp and woof i n  thc 100m of Hcaven and Earth， or i n  the more minute 

sense that invo1ves cvcry moving thing and growing thing .  1 have a1ready 

discusscd in grcat dctai1 the threc which are in outer things (wu 汁 . As for the 

four that are in thc sc怔; cvcn though thcre are disparities in natura1 endow

mcnt， thcrc is not a onc of thcm whose shortcomings cannot be compcnsatcd 

for by human cffort .  When somcone is given cxcellence by Nature ( T'ien) ， a11 

four are amplc within him; but on1y talcnt is outwardly visib1e .  Then evcryone 

will praise that pcrson's  ta1e肘， without rcalizing that talent cannot be visible 

by itsclf， without bcing dcpendent on something .  In those who have becn 1e丘

dcficient by Naturc， it is ta1cnt that appears insu的cle肘， and everyone says 

“Deficient in ta1ent-can ' t  be made up for by effort . " Such peoplc do not 

understand that judgment occupies a position prior to ta1ent :  j udgmcnt is the 

form (tγ ) ，  and ta1ent is on1y its functioning (yung) . If someone has in凹的C1cnt

ta1ent ，  hc must first investigatc thorough1y and search in his [capacity for 1 

judgmcnt. If a pcrson lacks [t扯 capacity for] j udgment within himse1f， thcn 

principlc ，  event， and circumstancc arc set forth in confusion before him: they 

arc a11 mixed togcther and indistinct-truc and fa1仗， acceptab1e and unacccpt

ab1e， beauty and ugliness ， b1ack and white are a11 in a b1ur and cannot be dis

criminated . In such a situation， how can a person hope that everything will 

unfold and cmcrge in such a way that shows ta1ent?  It is in this that the mastery 

of literature tru1y begins .  
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今 夫詩 。 彼 無 識 者 既不能知 古 來 作 者 之 意 。 并不 白 知 其 何 所 興 感 觸 發 而 為 詩 。 或亦 聞 古 今

詩 家 之 論 。 所謂體裁格 力 。 聲 調 興 會 等 諦 。 不 過 影 響於 耳 。 含 糊於 心 。 附 會於 口 。 而j 眼 光

從 無 著 處 。 腕 力 從 無 措 處 。 JìfJ 臣表 代 之 詩 陳 於 吉它 O 仰所 決 擇 。 何 所 適 從 。 人 言 是 則 是 之 O 人

言 非 則 非 之 O 夫 非 必 謂 人 言 之 不 口I 憑 也 。 而 彼 先 不能 得 我 心 之 是 非 而 是 非 之 。 又 安能生日 人

言 之 是 非 而 是 非 之 也 。 有 人 日 。 詩 必 學 漢 魏 。 學 感 唐 。 彼 Z才、 H 學 漢 魏 。 學 盛 唐 O 從 而 然、

乏 。 而學漢魏與 盛 唐 所 以 然 之 故 。 f皮 不 能 知 。 不能 言 也 。 即能放而 言 之 。 rìíI終不能如也 。

又 有 人 日 。 詩 當 學 晚 唐 。 學 宋 。 學 兀 o 彼 亦 n tJ\晚 唐 。 學 宋 。 學 元 。 又 從 而 然 之 。 而I置 湊

魏與且是唐所 以 然 之故 。 徒 又 終 不 能 知 也 。 或 閱 詩 家 有 宗 劉 長 卿 者 矣 O 於是翠然而稱劉 隨 手1 1

矣 。 文 或 間 有 祟 向 陸 游 者 矣 O 於 是 人 人 案 頭 無 不 有 劍 南 集 以 為 秘 本 。 而遂 不 敢 他 及 矣 。 如

此等類 不 可 收 舉 栗 。 人 云 亦 云 。 人 否 亦 否 。 í"f'(毒 者 耶 。 夫 人 以 著 作 自 命 。 將進退 古 人 。

次 第 斯j 哲 。 必 具 有 隻 恨 。 而 俊 泰 然 合 自 居 立 地 。 倘 議論是非 。 童基 督 於 中 心 。 而隨1時 人 之 影

響而附會之 。 終 日 以 其 言 語 筆墨 為 人 使 令 驅 役 。 不亦 患 于 O 且 有 不 自 以 為 愚 。 旋 愚 成 妄 。

妄 以 生驕 。 而 愚 益 甚焉 。 I京 其 息 。 始 於 無 識 不 能 取 舍 之 故 也 。 是RIl吟�永 不綴 。 累臆 連 葷 。

任其塗抹 。 全 無 生 氣 。 其為 才耳lí 0 為 不才耶 。

In poetry a pcrson who lacks judgment cannot know what was on the mind 

(y i叮 of writcrs of ancient times ，  nor can he even know what touched and 

s tirred such writcrs to make poems. On the other hand， that sort of  person 

may well have hcard the discussions of past and present poets . But concepts 

such as “formal construction" ( tγ -tsai )  ， “ forcc of s tructure" (如叫i ) ， “ musl

cality" (sheng川iao) ， “occasioning stimulus"  (hsi啥叫lui ) and other such terms ， 

are nothing more than an echo in the ear， a blur in the mind， something that 

hung by chance once in the mouth; his clarity of vision still has nothing to sce， 

and the strcngth ofhis wrist [essential in calligraphy] s till has nothing to which 

to apply itsclf. If you set the pocms of all ages before hi日1， how wil1 he make a 

choicc among them? What will suit him? If someone tclls him it 's  good，  then 

i t ' s  good; if somcone tclls him it's not good，  then it's not good.  This is not to 

say that what the other tells him is nccessarily unrcliable-only that such a 

person is incapable of fìrst judging the work for himself， in his own mind 

How then can he judge the j ndgment of others ? 

Someone tells him， “In poetry you must study thc Han， Wei ，  and High 

T'ang . " Then that sort of pcrson obligingly agrces and says ， “S tudy thc Han， 

Wei， and High T'ang . " But that sort of pcrson can nevcr know or tell you why 

he should agrce about the Han， Wci， and High T'ang.  Or he may copy som← 

one else and tcll you why ，  but he can ncvcr know why. Thcn somebody tells 

him that in poetry he should study the latc T'ang or the Sung or  the Yüan. He 

wiU again agree and say， “S tudy thc latc T'ang，  Sung， and Yüan . " But he will 

nevcr know why hc should set asidc his previous agreemcnt about the Han ， 

Wei， and High T冶ng . 5 Pcrsons of this sort may have heard that there are poets 

who particularly reverc Liu Ch'ang-ch'ing [d .  ca .  785] ， whcreupon they wi1l 

all sing thc praises of Liu Ch‘ang-ch'ing with one voicc. Or they may have 

heard that there are those who hold Lu Yu [ 1 1 25- 1 2 1 0] in the highest honor; 
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whercupon Lu Yu's Chien咐an Co/lection will sit on everyone's  desk as a secret 

treasur亡， nor wilI they dare concern themselves with any other poet. Examples 

of this are too numerous to mention. What others asse肘， thcy， too， assert ;  

what others deny， they， too， deny . Why does this happen? A pcrson who 

would bc selιreliant in his writing ，  who would elevate the status of  some of 

the older writers while lowcring the status of oth亡的 ， who would givc somc 

sort of ranking to the mastcrs of thc past ，  must have achievcd a frcsh and 

di5cerning eye; only then can hc have a secure place to stand. Supposing one 

debates the value of something but is deaf and blind in the heart ， simply adher-

1日g to thc general opinion of  the agc and being drivcn along all day by the 

words and writings of  othcrs-is that not foolish? But it 50  happens that such 

peoplc do not consider themselvc5 foolish at all ， whereupon their foolishnes s  

bccomes error， and thcir crror breeds arrogancc， and thcir folly gets even 

worse. 

If  we consider the source of this problem， it originates in the inability to 

makc choices becausc of a lack of r the capacity for) judgment. Y ct they recite 

their poems ceaselessly， page upon page， work upon work， s cribbling what

ever they please， with no life in it at all-should we cal1 this talent or lack of  

talent?6 

Even though Yeh Hsieh is primarily concerned with the autonomy of poetic 
creation， the deeply ingrained habits of the critical tradition lead him to 
associate autonomous judgment in composition with autonomous judgment 
of earlier poetry. The courage ( tan ) necessary to oppose intimidation when 
writing merges with the courage to go against contemporary fashion in judg
ing works in the poetic tradition. 

Yeh attacks literary fashion for the same reason that he attacks the older 
notion of fa * :  it is a series of prior determinations， and not something pro
duced spontaneously out of the self on universal grounds. Like Yen Yü before 
him， Yeh Hsieh uses a rhetoric of embarrassment， fine flourishes of scorn to 
wrest assent to positions that are elsewhere argued persuasively. Unfortu
nately， in Yeh Hsieh's case， the force of his rhetoric contradicts the position 
itself : his rhetoric demands assent to the position that people should not 
assent to a position out of social pressure， but rather should discover it in 
themselves.  

惟 有 識 則 是 非 明 O 是非 明 則 取 舍 定 。 不但 不 隨 世 人 腳 跟 。 并亦 不隨古人腳跟 。 非 薄 古 人 為

不 足 學 也 。 蓋 天 地 有 自 然 之 文 章 。 隨我 之 所 觸 而 發 宣 立 。 必 有 克 向 其 自 然、 者 。 為 至 文 以 立

極 O 我 之 命 意 發 言 。 自 當 求 其至極者 。

Only when there is [the capacity for) judgment are the values of things clear; 
and when thc values of things are clear， choices can be made decisively . Not  
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only does one avoid following on thc hcels of the opinion of the age， one also 

avoids followi月 on the hcels of the older writcrs-nor is this denigrating the 

older writers as not being worth study. In Heaven and Earth there arc Natu間's

( Tzt門的 特 ) litcrary works (wen 仁chanJ( * ) which appear according to what  1 my

self cncountcr. One must bc able to catch the semblance of that naturalness 

(tz的叫 叮 to make thc pcrfection of pattcrn (we肘 ， “writing") as 0間's ultimate 

value. In the conccpts (y i叮 that 1 form and in the words (yetl) that 1 utter， 1 
must seek that ultimate value 

This is a remarkable passage on taking Nature， Tzu-jan 弋 the "So-of-Itself， " as 
the ultimate standard in writing， setting it up as the sole goal to which a 
writer aspires .  As so often in literary Chinese， there are fruitful ambiguities 
here : the phrase Tzu-jan 勢 chih wen * -chang* may mean "Nature's literary 
works， " texts that already exist latent in the world (Heaven and Earth)， which 
are made manifest by our chance encounters with them; or the phrase may 
mean μspontaneously produced literary works， " in which Tzu-jan * refers to 
the process of composition rather than to the process of Nature， and which 
does not necessarily presume the prior existence of the text， virtual in the 
world. However deeply Yeh Hsieh's version of "Nature" belongs to the 
Chinese tradition， at least part of the notion of literary art presented here 
leads inescapably to a version of mimêsis. Mimêsis is hidden in the seem
ingly innocuous phrase "catch the semblance of， " k 'o-hsiao， which also 
carries implications of "doing justice to. " 

Against the capacity to judge things "as they are， " Yeh Hsieh sets the 
intimidation of fashion， values imposed by others . We should note how easily 
Yeh shifts between critical judgment ( "following on the heels of the opinion 
of the age" )  and creative judgment ( “following on the heels of the older 
writers呵 . Like Yen Yü， Yeh Hsieh believes that critical judgment should 
be self-evid巴nt; but he does not always seem to believe， as Yen Yü did， that 
creative judgment is necessarily mediated by critical judgment ( i . e . ，  that one 
must read and recognize the great poetry of predecessors in order to write 
well oneself ) .  For Yeh Hsieh， clear judgment is a fundamental capacity that 
permits a direct encounter between the poet and the world he makes man 
ifest in writing. It should be added， however， that elsewhere Yeh Hsieh 
speaks of the nec巳ssary mediation of reading earlier poetry much as Yen Yü 
did. 

In thi日 and the following passage， Yeh Hsieh's use of the terminology of 
seH and his willingness to reject the necessaly mediation of poetic tradition 
suggest the influence of the late-恥1ing vitalist poetics of the Yüan brothers .  
As he does with other strains of the theoretical tradition， Yeh Hsieh trans
forms these received elements and reconciles them with other positions to 
which they once might have seemed opposed. For Yüan Hung四tao， the rej凹，
tion of tradition was the pure means to assert seH; for Yeh Hsieh， freedom 
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from the prejudices of tradition and fashion not only asserts self， it is inextri
cable from a clarity of judgment that allows the poet to "do justice to" the 
world in his poetry. 

背 人 告 吉 。 「 不恨我不見 古 人 O 恨 古 人 不 見 我 。 」 又 去 。 「 丹、恨 巨 !W， : 于 法 。 但恨 二 士必 然

照 法 。 」 斯 言 特 論 書 法 耳 。 而 其 人 自 命 如 此 。 等 的u 之 。 可 以 推 矣 。 譬 之 學 射 者 。 盡 其 目

力 皆 )J 0 審 T什I 後 發 。 苟 能 白 發 百 中 o f!J1 不 必 學 古 人 O 而 -!-�� 有后羿養 由 :本 其 人 者 。 自 然 來 合

我矣 。 我能 是 。 古 人 先 我 而 能 是 。 未 知 我 合 I�l 人 做 o J-�l 人 合 我 轍 。 高 適 合有 云 。 [ 乃 知i 古 吋

人 。 亦 有 如 我 者 。 J 豈不然i自己 。 故 我 之 苦H'r;與 古 人 悶 。 所 謂 其 J妥 之 � 0 fiJ1 有與 古 人 異 。 乃

補j ，'， 人 之 所 未 定 O 亦 i'íJ 言 古 人 補 我 立 所 未 足 。 i1JJ 後 我 與 古 人 女 為 知 己 也 。 惟 如 是 O 我 之 命

意發 言 。 一 一 皆 從 識 見 中 流 布 。 識 明 J:{IJ 膽 張 O 任 其 發 宣 而 無 所 於 怯 。 橫說豎說 。 左 'ff TTiJ 右

有 。 直 造 化 在 子 。 無 有 之 不 符 乎物 也 O

Therc is an old saying， “ 1  don ' t  rcgret that 1 cannot sce the pcoplc of  former 
timcs ; 1 regret that the people of formcr timcs c0111d not see me. " Another 
goc且 ， “ 1 don ' t  reg削 that 1 lack the [c叫a址11句1喀grap戶hic吋] mct出ho叫d (j戶à*戶門普叮) of W句怕a缸an
Hs剖1咀刊chil叫ih and Wa叩ng Hs叮1en恥1-←悶-ch i出h; 1 r叩cgre仗t r凹a抗t出he盯r t出ha泣t t出hey lacked my method . " 
Even though this saying refers specifically to calligraphy， it shows remark
able self-confidence， and it can be extended to o ther levels . 

Let me make a comparison to archery : if I exercÌse the full force of  my eye 

and arm， shooting only after dl1e consideration; and if then 1 hit the cente1' a 

hl1ndred timcs in a hl1ndred shots， 1 nced not s tudy former masters . But in 

formcr times there were archers ， such as Hou Yi and Yang Yu-d泣， who quite 

naturally matched my accomplishments . 1 am capable of this ; there were 

people of former times bcfore mc who were also capable of this . And 1 can ' t  

say  whether 1 match the pcople of former times or the  peoplc of  former 

times matched me. Kao Shih [706-765] once w1'ote， “Now 1 understand that 

among the people of formcr times therc wcre those who we1'e as 1 am. " O f  

course this i s  truc . So whcn what 1 write i s  the same a s  what a former mastcr 

wro仗， it means that we werc one in our reflections . And when 1 write some

thing different from former mastc泊， 1 may bc filling in something missing in 

their work; or it is possible that the former masters will be filling in something 

missing in my work. Only then can 1 form a bond of  close and understanding 

friendship [ch的，圳， onc who “knows the sclf " ]  with the people of  former 

t1mcs .  

If it goes  on like this ， then every single concept 1 form and every word 1 

utter wi11 flow out from j udgment and perception .  When judgment is clear 

[ming， or “bright " ] ，  one ' 5  courage expands : 1 let it manifest itself with no 

trembling anxicties . You can say things howcver you pleasc， and whatever 

you do turns Ol1t just right . The process of creation ( Tsao-h圳 特 ) 的 in my hands ， 

and there is nothing that fails to do justice to the things of the world (wu * ) .  
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Yeh Hsieh's  exhortations to sclf-confidence arc a mcasure of the dcgree of in

timidation fel t  by late-classical writers when confronting the achievements of 

earlier literature. Here one cannot rcsist quoting Edward Young' s “Conj ectures 

on Original Composition" from 1 759， encouraging a similar confidencc and out且

lining the dangers of abject admiration for precursors .  

Bllt why are Originals so few? not because the writer's harvest is over， the 
great rcapers of antiquity having left nothing to bc gleancd after themj nor 
because the human mind's teeming time is past， or because it is incapable of 
putting forth unprecedented birthsj but b巳cause illustrious examples engross， 
prejudice， and in timidate. They engross our attention， and 50 prevent a due 
inspection of oursclvesj they prejudice our judgment in favor of their abilities， 
and so lesscn the sense of our ownj and they in timidat巴 us with the splendor 
of their renown， and thus under diffidence bury our strcngth. Nature's im
possibilities and thos巳 of diffidence lie wide asunderJ 

Yeh Hsieh's appeal to a standard of value independent of any historical 

embodiment is  a way to escape intimidation by the great writers of antiquity. 

It is important to stress that the core of Yeh Hsieh's concern is the auton

omy of artistic creation， not mere difference from predecessors .  If the poet， 

acting on his own， produces something similar to an earlier master， it  is  a 

happy coincidencej and because both were autonomously produced， the later 

work will presumably have a value equal to the earlier. Difference from the 

work of a predecessor， when it arises autonomously， becomes a complement 

that is neither more nor less valuable than the predecessor's work . s  

且 夫 所û rþ 無 識 乏 人 。 Jl[J 終 日 勤 於 學 。 而 亦 無 益 。 (谷 諺 ;再 為 兩 腳 書 櫥 。 認 為 正! 多 。 � fliì: -;f.-'�J 

祟 。 反 141 紙 落 葉 日在 。 胸 如 亂 絲 。 頭緒 Uï 紛 。 無 從 割 摔 O 中 且 餒 而 膽 愈 怯 。 欲 高 而 不能 函 。

或 能 r， 而 不敢 1_:" 0 矜 持 於 錄 兩 尺 矮 立 中 。 既 恐 不 合 於 JUA 人 。 文 恐 �fì 譏 於 令 人 。 自11 cc: 8 新

婦 。 動恐 失 體 " x.. 自n版 者 登 臨 。 舉 恐 失 足 。 文 章: 道 。 本 憶 寫 揮 i麗 樂 事 。 反 抗一 台 物 馬 U， 朽L

fi台 之 。 無 處 非 礙 矣 。 於 是 怯 于告 必 f�1 0 ，1， 人 某 某 之 作 如 是 o ;) 1 我 則 不 能 得 :lfìl 也 。 弱 :各 才、

口 。 古 人 ;某 某 之 作 社口 )�t: 0 0- 之 間 人 某 某 傳 :ÞW、 如 是 。 |而我 亦 如 1 1訂j� c 其 點 背 心 WJ 然 I(IJ 必 I(IÎ

丹、 口 。 愚 有 心 不 能 7、11其 然 。 徒 夸; 而 張 於 人 。 U t.i， 我 [�ì 布所 本 也 。 要 或 謀 篇 |的 υ 有 三 口 zif斗之

Jftli 吋 贅 矣 J 忠、 }j 中耳 不 足 r(jl 不 合 於 格 。 於是 多 方 他 古 以 tJá\ 之 怕 是 蛇 添 足 !虹 。 又 干j 吉 向 非: !志 。

II 根抒 寫 。 息 通 於 佫 而l 失 然' 1吏 。 rfJ� 闋 的f � 焉 。 是 生 割 的剝 也 。

Thosc with no capacity for judgmcnt in thcir hcarts rnay bc diligent 111 study 

thc wholc day through and still dcrivc 110 bcnctît fr01l1 it .  111 thc words of thc 

popular phrasc， thcy arc " two-footed bookcases . "  Evcry day they rnemorizc 

and recitc 1l10re; and thc ll10re thcy do this ，  the more thcy becomc entangled in 

it .  Then when it comcs to sprcading out thcir paper and setting their brushes to 

此， their hearts are as if fillcd with tanglcd threads ; what comes to their minds is 

in such confusiol1 that they have 110 way to choosc .  Midway thcy losc heart ， 

and their courage s teadily fails thc、m . Either they want to spcak and cannot ，  or 
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they can speak but darc not .  They take pride in spcnding time in the most 

careful adjudications ，  fcarful lest what thcy write not be in accord with former 

masters and also fearful lest they bc mockcd by thcir contcmporaries .  Thcy are 

just  like ncw brid口， constantly afraid of committing somc breach of etiquette ;  

or like climbers to some high prospect， at every moment afraid of losing their 

footing 

The Way of litcrature (wer 戶 -chanR叮 is based on the free， unfcttercd joy  of  

exprcssing oneself. If instead thcrc i s  something in  i t  that puts a person in 

shackl口， then obstacles appear everywhcrc. In such a casc the stronger writcr 

will say， “The work of such and such an older writer was thus and so， and 1 am 

the only 0肘 who has grasped his method (ja * ) . "  The weaker writer will say，  

“The work of such and such an oldcr writer was thus and 50 ，  and 1 have hcard 

that such and such a contcmporary writer transmits his method thus and so ，  

and 1 ，  too ，  do it thus and so . " The crafty typcs agree in their hearts but  keep i t  

secret and say  nothing ;  the ignorant types don ' t  undcrstand how it i s ，  but 

make hollow boasts to others 可 thinking they have some true basis in them

sclves . Moreover， it sometimcs happens that when organizing a whole work， a 

person will have said everything he could and can' t  comc up with anything 

clsc ;  but afraid that the piece won' t  be long enough and that it won't  fit the 

formal s tructurc (如 勻 ， he cxtcnds it haphazardly in many directions : this is 

called “adding fcet to a snake . " In other cascs ， therc is s till more to say and the 

person could easily kecp on writing ，  but in his fcar of transgressing thc formal 

structurc (如 叮 and missing the measurc， hc brings it  abruptly to a conclusion :  

出的 的 “cutting something off in the bloom of life . 刊

之 數 者 。 因 無 識 。 故 1!在 膽 。 使 三在 累 不 能 自 由 。 是 為 操 姐 家 之 苦 趣 O 丹、 口J 不 該 也 。 昔 賢 有

言 o I rVi: 事 在 膽 。 J 文 章千 古事 。 苟無 膽 。 何 以 能千 占 乎 。 自 ，ltJ 日 。 無 膽 則筆墨畏縮 。 膽

既冒出 矣 。 才 何 由 而 得 仲 乎 。 惟 膽 能 靠 才 。 但:如J 71 5至 於 天 。 的j抑知必待擴充於膽耶 。 吾 兒 lli

有 稱 人 之 才 。 而歸美 之 fé:'1 0 能斂 刁 就法 。 斯 言 也 。 非 能 知 才之 所 自 然、 者 也 C 夫才省 。 諸法

之純隆 發 現 處 也 。 若有所斂布為就 。 則 未 斂 未就 以 前 之 才 。 尚 未 有法 也 。 其所 為 才 O 皆 不

從理事情而得 O 為 拂道'1字 德之 言 。 與 才乏義相背而馳者 。 尚得 謂 之 才 乎 。

Cases of this sort come from a lack of courage which follows from a lack of  the 

capacity for judgment; this causes the brush to be unable to act freely . One 

cannot help but observe that this is a tribulation for writers .  Long ago a wisc 

man [Han Ch'i] 日峙， “Completion depends on courage . "  Another [Tu Fu] 

said， “Literature is a deed of eternity" ;  but if one lacks courage， it  is impossible 

to attain eternity . For this reason 1 assert that if courage is lacking，  brush and 

l此 will shrivel up [in fear] . And if a person's  courage is humiliated， how can 

talent extend itself ? Only courage can engender talent .  I t  is commonly under

stood that talent is only receivcd from Heaven， but do people realize that talent 

also dcpends on being extcndcd and made full by courage? 
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1 have seen how popular opinion praises a man's talent， making the point 

of its approbation thc fact that such a pcrson can restrain his talent and make it 

conform to the rulcs (ja * ) .  To say this is to misundcrstand how talcnt de

velops as it does . Talent is that point from which all thc rules emerge in abund-

ance. 

If therc is something that restrains talcnt and makes it conform， then there 

can ha ve been no rules [already inherent] in the talcnt before it was rcstrained 

and made to conform. “Talent刊 of this 50rt is 110t somcthing achieved through 

principle， event， and circumstancc: its words run countcr to morality and the 

W ay， since it rushes off in thc opposite dircction from thc true significance 

(y尸 ) of talent .  Thereforc， how can we still evcn call it talcnt? 

Having made μrules" posterior to a particular composition， Yeh Hsieh is 
brought to th巴 Kantian position that "genius" (ingeniurn， that which is in
natej cf. ts 'ai弋 “endowment" ) is that which giv臼 the rule rather than that 
which obeys the rules . 9  For Yeh Hsieh the only valid rules are those produced 
out of talent and therefore virtual in talent . He cleverly develops this by 
saying that conformity to external rules shows that there are no rules already 
virtual in such a personj presumably such internally generated rules， inher
ent in the very operation of talent， would take precedence over external 
rules. Although both Kant and Yeh Hsieh sound abstract in this， the point 
made is empirically valid and elegantly simple : a work of talent or genius， 
which successfully goes beyond the norms， by its very success creates a new 
sense of how one 句ught to" writej it makes the unanticipated seem (or "re
veals the unanticipated as叫 natural and necessary. 

Although Yeh Hsieh has earlier allowed for a happy coincidence between 
the expression of a modern writer and his predecessors， the primary value of 
the autonomy of artistic production easily shifts to "originality" as a value in 
its own right: we suppose that whatever comes spontaneously from the self 
will be unique precisely because of the uniqueness of seH. There is， however， 
in the Chinese tradition another current of thought that presumes that mind， 
acting spontaneously and with clarity， will perceive what is paradigmatic and 
normative. The Western notion of genius reconciles this apparent contradic
tion : it is both unique and μnatural" or normative . 1n the first paragraph of 
the following passage Yeh Hsieh also seems to unify the unique and the 
normatlve . 

夫}f; 人之所不能知 。 而] 惟 我 有 才能生11之 。 於 人 乏 所 不 能 言 。 而 惟 我 有 才能 言 之 。 縱其心思

之 直至氫磅嚼 。 上下 縱 橫 。 凡 六 合 以 內 外 。 皆 不 得 而l 圈 之 。 以 是 揹 rTn 為 文 辭 。 I的至理存焉 。

萬 事 準 焉 。 深情 托 焉 。 是 之 謂 有 才 。 若 欲 其 斂 以 就 法 。 彼 間掉 臂 遊 行 於 法 中 久 矣 。 不知其

所 就 者 文 和I 物 也 。 必將 日 。 所 就 者 乃 一 定 不 遷 之 規 炬 。 此 千 萬 庸 欺 人 皆 可 共 趨之 間 由 之 。

又 何 待 於 才之斂耶 O 故文 章 家 11:'. 千古 以 才御 泣; 而驅使之 。 決無 就 法 冊 為 ì.t 之 所 役 。 而猶 欲 說

520 Chapter Eleven 



其 才 者 也 。 吾 故 f三1 。 魚、L 才則 心 思、 不 出 。 亦 可 n 0 無心 思 則 才 不 出 。 而所 謂 規 短 者 。 即心 思、

立 肆 應 各 常 之 所 為 也 。 聲言 心 思 。 則 主 乎 內 以 百 才 。 言 法 。 則 主 乎 外 以 言 才 。 二主 乎 內 。 心

思 無 處不可通 O 吐 !而 為 辭 。 無 物 不 可 通 也 。 夫 孰 得 而 基m 圓 其 心 O 艾孰 得 而 範 聞 其 言 乎 。 主

乎 外 O 則 因 於 物 而 反 有 所不得於我心 。 心思不寢 。 而 本銷童樂矣 。 吾嘗 觀 古之 ;f 人 。 合詩與

文而論之 。 如左 邱 明 。 司 馬遷 。 質誼 。 李 白 。 杜 甫 。 韓 念 。 蘇軾之徒 。 天 地 禹 物 皆 遞 閉 關

於其筆端 。 無 有 不 可舉 。 無 有 不 能 勝 。 前 不必 有 所 承 。 俊 不必有所繼 。 而) 各 有 其 愉 快 。 如

是 之 才 。 必 有 其 力 以 載 之 。 惟 力 大 而j 才 能 堅 。 故 至 堅 而 不 可 摧 也 。 歷 干 百 代 而 不 朽 者 以

此 。 詩 人 有 泣 。 擲地 須 作 金 石聲 。 六 朝 人 非 能 如 此 義 者 。 而 言 金 石 。 喻 其堅 也 。 此 可 以 兒

交 家 之 力 。 力 之 分 量 。 即 一 句 一 言 。 在rl 值之 則 不可{I、 。 橫之 則 不 可 斷 O 行則 不 可遇 。 住 則

不可遷 。 易 日 。 「 獨立 不懼 。 」 此 言 其 人 。 而 其 人 之 文 當 亦如 是 也 。 譬 之 兩 人焉 。 共適於

洽 。 而值羊腸蠶叢 。 峻錢 危 梁 之 險 。 其 才毒 者 。 精疲 於 中 O 形 戰 於 外 。 將 裹 足 而 不 前 。 又

必不 可 己 前j ìt 焉 。 於 是 步 步 有所憑藉 。 以 為 依 1?J ü 或持 人 之 推 之 挽 乏 。 或于 有所持而們 。

或 足 有 所 緣 1M 踐 。 且IJ能 的 達 O 皆 非 其 人 白 布 之 }J 0 僅 念 於 木 偶 為 人與 之 而 行 辱 。 其 評為 有

力 言行 。 巾申 盯二 而 氣 足 。 徑 t+ 白 的 。 不 待 打 Ijfi 攀 援 11立 俏 。 奮 然 投 足 。 反 趨 弱 者扶 被 之 前 。 此立

以11141 行 而形隨之 。 豈待 外 求 巾j 能 者 。 故 有ti立后、自主;宜 。 有造必能成 。

What others cannot know， only thc se怔; in possessing talent， can know.  What 

othcrs cannot say， only the self， in possessing talent， can say. Let one ' s  

thoughts (hsin * -ssu * )  generate and swell boundlessly， high and low in  every 

direction，  and not one of the six limits of thc universe ，  inside or out，  can 

confìne it. Put this down in writing (we川 -tz 'u 叮 and the perfection of prin可

ciple will reside thercin， thousands of events will be balanced thcrcin， deep 

affcctions (ch 'in，� * ， 、ircumstance") will bc lodgcd therein-this can be called 

“having talent . "  

But if a pcrson would rcstrain talcnt and makc it conform to rules ， that 

person will ccrtainly wander blissfully for a lOhg time within thosc rulcs with

out knowing exactly what it is he is conforming to. [If asked ， ] such a person 

will ， of cour仗， say “1 am conforming to a determina仗， imml1table s tandard . " 

But since millions of utter行 ordinary pcople can all follow the same course ，  

why should doing so dcpcnd l1pon rcstraining on亡' s talent ?  Therefore only 

through talent may a man of lctters harness r111e and makc it gallop to his wi日;

thcrc is absolutely no case where someone conforms to r111es and makes 

himself a servant of the rulcs yet still is a ble to boast of  his talcnt. 

For this reason 1 say that wìthol1t talcnt 0肘's thol1ghts (hsin * 叫u * ) cannot 

cmergc.  B l1t one can also say that if thcrc arc no thoughts， talcnt cannot 

emergc .  What are callcd thc “standards " are simply what thoughts do in re-

sponding i日unediately and in cach case appropriately .  

In speaking of talc肘， whcn wc treat it in terms of  thought (hsin* -ssu 贅 ) ， we 

make what is interior (nei ) dominant; when we treat it  in terms of "rules ， " we 
make what is exterior (wai) dominant .  If wc make what is interior dominant， 

thcrc is no placc to which thol1ght cannot comml1nicatc ( t 'ung * )  [ i . e . ， thought 

can conceive of anything 1; brought forth in words ( tz 'u 汁 ， there is nothing it 
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cannot communicatc [playing here on the double sense of t 'u閉著 both as to 

"understand" and to “make undcrstood" J .  111 thesc circumstances who could 

put an cncircling boundary around mind (如m 勻 and in such circumstanccs 

who could put an cncircling boundary around the words (yen) ? But if one 

m址cs what is cxtcrnal dominant， thcn one wilI be circumscribed by things 

r wu *; i .  e . ， thc cxtcrnal rulcs] and there will be something in onc ' s  own mind 

that cannot bc attaincd. 。肘'5 thoughts (hsin * -5圳 特 ) will lack thc spark of 

magic (l ing) and 0肘's talcnt will dissolvc. 

1 have considercd men of talent in thc past-men like Tso Ch'iu-mi時，

Ssu吋na Ch'i凹， Chia Yi， Li Po， Tu Fu， Han Yü， and Su Shih-and regardlcss 

of whether they worked in poetry or prose， all the things of Heaven and Earth 

werc brought into bcing in succcssioll on thc tips of their brushcs :  therc was 

nothing they could not bring up ; thcrc was nothing thcy could not mastcr; 

thcre nced havc bcen 110 antccedcnts bcforc thcm for them to carry 011， nor did 

thcre need to be anyonc after them to cOl1til1ue what thcy did; each had his 

own delight. For talent like this thcre must be force ( l i ) to carry it .  Only whcn 

t1� forcc is great can talcnt be fìrl11 ， and a perfect fìnnness cannot be broken. 

This is the way thcy have l11al1agcd to pass through a thousand ages without 

dccay. Somconc [Sun Ch'oJ said long ago : “When cast to the ground， it must 

havc the sound of mctal and stone . " In the pcriod of thc Six Dynasties ， thcy 

wcre unable fully to cOl1lprchcnd this truth (y i汁 ， yet they spoke of metal and 

stone as a mctaphor for Sl1ch fìrml1cs s .  In this ，  onc can sce force in prose 

wnters 

The measure of forcc can be seen in a line or in a word: planted l1pright， it 

cannot bc laid flat; strctched horizontally， it cannot be brokcl月 111 motlol1 ，  It 

cannot be halted; stopping in one placc， it cannot be sh的ed. The Book of 
Changes says ， “ Stand alone without fear. " Though this applics to pcrsons， a 

pcrson's writil1g also ought to be like this . 

Take the cxamplc of two mCI1， both procceding along a road whcn they 

come upon the kind of dangcrous 可 winding mountain paths o11e fìnds in Szech

wan， with plank walkways along mountainsides and pcrilolls bridges . Thc 

weaker on亡's spirit flags wìthin him and his form trcmbl口， to thc point whcrc 

hc is almost  unwilling to procecd; but  compcllcd by thc neccssity of con

tinuing ，  hc lcans on somcthing for support at every stcp . He may depend 01l 

thc other to push and drag him al 
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out dcpending on anything to hang onto or make usc of， but instead hurries to 

help the wcakcr onc forward . This is having the spirit (shen叮 go and the body 

(hsing * )  follow it .  I t  is not a capability that depends on looking for something 

cxternal . Thus if there is a world [chirlg* ， a 刊mind-world" J ， one is necessarily 

able to creatc (tsao) it ; and if the creation occurs ， one is necessarily able to 

completc it .  

Yeh Hsieh's frequent calls for decisive， self-reliant action indicate a deep 
anxiety about the intimidating power of past poetry. "Making what is interior 
dominant， " chu yü nei， is a radical exhortation to cut off all consideration of 
other poetry and other formal imperatives in composition . The radicalness 
of the demand is a measure of his desire to be free of the "burden of the past， " 
or at least fr巴巴 of the burden of contemporary opinion， and to be self
authorizing. In spirit (shen 叮 he hopes to discover both a "freedom from" and 
a 吋reedom to， " assuring us that the merely verbal manifestation will follow 
naturally and spontaneously from such free action of the spirit . 

This quality of "force"-whether it appears in a single word or a line or a 
scene-is not a blustering aggressiveness of manner. Rather it is a sense of 
the unalterable rightness of the words， the writer's decisiveness in saying 
things a certain way， and the compelling power of that articulation. Most 
important， force is not something simply "deposited" in the words; it in
volves a relation between the poet and his words . Thus the same words， 
stolen by another， lose their force . 

告l i& E�1 0 文 言 者 。 無 力 則 不能 自 成一 家 。 夫 家 者 。 古 固 有 之 家 也 。 人 各 自 有 家 。 在 己 力 而

成 之 坪 。 豈 有 依傍 想 象 他 人 之 家 以 為 我 之 家 乎 。 是 猶 不 能 白 求 求 珍 。 穿者早 鄰 人 之 物 以 為 已

有 。 即使盡竊其連城之璧 。 終 是 鄰 人 之 賀 。 不 吋 為 我 家 珍 。 而誠 者 窺 見其襄 。 適 供 其 啞 然

� '� I而 已 O 故 本; 其所 自 有 者 而 益 充 的j 廣 大 之 以 成 家 O 非 其 力 之 所 白 致 于 。

In my opinion， the man who lacks force in “establishing words " ( l i-yen * )  can

not found his own household [ i . e . ， becomc a distinct master] . My “household" 

的 one 1 have absolutely as my own .  Each person may havc his own household， 

and its establishment depends upon his own force . He cannot simply indulgc 

in a fantasy of someone else 's  houschold and considcr it his own . This would 

be like being unable to get treasures for your household on your own and 

therefore stealing a neighbor's possessions and considering thcm yours; but 

even if a man s teals all his neighbor 's  j ade disks worth a s tring of  cities [ i . c . ， 

his most precious po忱的ionsJ ， they are s till the valuables of  his neighbor and 

cannot bc considered his own houschold's possessions . And when someone 

with thc capacity for judgment looks into the matter thoroughly， it will 

appropriately provide him with a good laugh. To take what one has oneself 
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的 the basis ， to amplify and cxtend that in order to establish one's  own 

household-is that not something that can be accomplished by one's own 

force? 

Clearly the humor is to be found more in the tenor of the metaphor than in 
the vehicle ( owners and the authorities who maintain the rights of property 
are notoriously lacking in humor when it comes to theft ) :  one opens oneself 
to mockery by stealing the poetic style of another and claiming it for one's 
own. Yeh Hsieh here is amplifying the phrase for mastery of an art or school 
of thought， μto found one's own household"; but the metaphor to which it 
leads him is not altogether apt .  One problem of particular interest is that the 
literary application of the conventional phrase "to found one's own house
hold， " usually implies a circle of dependents and imitators， precisely the 
situation Yeh Hsieh is attacking. 

然 力 有 大 小 0 家 有 巨 細 。 吾 文 觀 古 乏 才 人 。 力 足 以 蓋 一鄉 。 目IJ 為 一鄉 之 刁 o )J 足 以 蓋 一

圈 。 則 為 一 國 之 才 。 力 足 以 室主 天 下 。 則 為 天 下 之 才 。 更 進 乎 此 。 其 力 足 以 十 世 。 足 以 百

役 。 足以 終 古 O 則 其 立 言 不 朽 之 業 o 亦至是一1-世 O 還百世 。 垂終古 。 悉 如 其 力 以 報 之 。

Nevertheless there arc varying degrees of forcc， as thcrc are grand and minor 

houscholds . Considcr thc talcnted men of former timcs : thosc whose force was 

adequate to cover an cntirc county bccame thc talents of the county; those 

whose force was adcquate to cover a region bccame the talents of the region; 

those whose force was adequate to cover the whole world becamc talcnts of 

the world . And whcn we go beyond this to those whose force was adcquate 

for ten generations or for a hundrcd generations or for all time， then their 

establishment of words (/i-yen * )  was an undccaying patrimony that lastcd ten 

generations or a hundrcd generations or for all time一in each case their capac可

ity to endure depended on their forcc . 

This passage echoes Mencius V.B . 8 . 2  and Ts'ao Pγs "Discourse on Litera
ture. "  Note that although Yeh Hsieh denies that talent is an innate capacity， 
force is treated as if it were and as if no effort can alter the amount of it each 
person has . It is an enabling power， playing here much the same role that 
ch γ played in the triad of principle， event， and circumstance. Force is what 
gives a work extension and duration. 

l武 合 古 今 之 才 。 → 一 較 J1.、 J'Jf 就 。 兩見 兵 力 之 大 小 遠 近 o tzn 分 、J- 錄 兩 之 悉 稱 焉 。 文 觀 近 代 苦 的

乏 這在 。 其 詩 文 初 I U 0 時 才! 不 紙 頁 。 俊 '1 一 小 于 o U 坪 為 目 。 互 相 傳 口的 。 耳U;� 糢 惜 。 及 身 沒

之 後 。 特 I甘j 即 況 。 漸 有 拉 問] 而美 之 者 。 工的ciJ 能 及 其 身 f走 。 |市 一 iJI: 再 世 漸 遠 !而 無l、 開 焉 。 其 且 話
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毀 叢 'Ic. c 是 非 良性 起 。 甘 臼 所 稱 Jt 人 之 長 。 即 為 今 H 所 J8 之 侃 。 " J 勝 妻女 哉 。 μfJ !i口 明 三 百 句三

間 。 土 Ilf }司 。 二字 攀 ì)�" 輩 盛 �n 於 嘉 降 峙 。 終 不 在II 明 初 之 前'j :f茍 張 :在 。 J由 得一 無 毀 於 今 日 人 乏 口

也 。 鍾 惺 譚 j已 存 ;三 統 與 於 末 季 O 父 不 在rl 玉 宇 之 猶 叫 Jjz 於 j耳 !忙 ;三 餘 也 。 是 皆 Jt JJ lilr 至 遠 近 之

付 這; 也 。

Try placing síde by side the talents of ancicnt and modcrn timcs : col11pare each 

onc in regard to his accol11p1ishl11ents and then con月idcr thc magnitudc and 

extent of cach pcrson ' s  forcc: you will fÌnd that thcsc two considcrations cor叮

respond in thc tiniest l11easure . Thcn again reftcct on thc writers of recent 
t1 l11CS ﹒ when thcir poetry or prose first appcars ， thcir work is cxtrcl11ely popu

lar in the a阱， and their younger followcrs and disciplcs think of  the ear as thc 

ey亡; thcy recite it to onc another and transl11 Í t 此， taking it as thcir l110del .  But 

aftcr such a writer dies ， his reputation fades away， and critics of  his work 

gradualJy appear . Among such， thcre arc a few whose works cndurc after 

thC111 ， but aftcr onc or two gcncrations ，  thcy bccol1lc increasingly rCl110tc and 

arc no longcr hcard of In  thc worst cas白， harsh attacks spring up cvcrywhere ;  

cvcryonc wants to discuss thcir l11erÌts and failings ;  and thosc very points oncc 

praiscd as thcir strcngths arc now pointed out as thcir weaknesscs ‘ What a pity . 

Considcr how in thc thrce ccnturics of thc Ming thc group around Wang 

Shih-chcll [ 1 526- 1 590] and Li P 'an-lung [ 1 5 1 4- 1 5701 wcrc so famous in thc 

Chia-ch'ing and Lung-ch'ing reigns;  ultimately，  howcvcr， they have 110 t  

escapcd being attackcd by our  l110dcrn writers as l11uch as havc [early Ming 

writers such asJ Kao Ch'i 1 1 33。一 1 374] ， Yang Chi [ 13 34月-c3 . 1 383 ] ， Chang Yü 

[ 1 333 一 1 385] ， alld Hsü Pel1 1 1 335-- 1 380] . The cxtra vag伊ance 0吋f Chl仙1扎1Ung H封制s釗叩m
[ 1 5 74一 1 624刊] and T ‘冶且n Yi:泣ia沁叩11恥1-ch 已九、Ull [ 1 58仿5一 1637] a抗t the end of the Ming did 

not succccd in matching cvcn Wang Shih-chcn ' s  and thc Li P冶n-lung ' s sur

vival for over two gcnerations . Each üf thcse cascs shows the m.easurc and 

cxtcnt of thcir forcc 

The vagaries of fashion and the inability of any of recent poets to achieve the 
status of classics were matters of profound concern in the Ming and Ch'ing. 
Although elsewhere Yeh Hsieh attacks the notion that the very possibility of 
great writing is diminishing through history， the examples he gives here 
secretly support that fear : fourteenth-century poets ( though certainly far 
short of the status of classics ) have still not been entirely rej ectedj sixteenth

century poets maintained their reputations for only two generationsj early

S巳venteenth白century poets were attacked immediately. What Yeh Hsieh does 

not note is the ironic justice of this diminishing span of reputation : the 

archaist poets of the sixteenth c巳ntury built their reputations on attacking 

earlier poets and began the very fashion of vilifying predecessors to which 

they themselves soon fell victim. 
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統 百 代 而 論 詩 。 自 三 百 篇 而 後 。 惟 杜 甫 之 詩 。 其 力 能 與 天 地 相 終 始 。 與 三 百 篇 等 。 自 此 以

外 。 後 世 不 能 ;無 入 者 主 之 。 出 者 奴 之 。 諸 品 之 異 |巨J 0 j呆 戈 之 不 一 矣 。 其 間 艾 有 力 可 以 古

巴L 0 而 自 tH: 之 內 。 互 有 興 衰 者 。 或 中 潭 市} 復 興 。 或 許 非 I而 今 是 。 又 似 世 會 使 之 然 。 生 前 (或

未 有 推 重 之 。 的j f愛 |主 忽 祟 向 之 。 如 韓 念 之 艾 。 當 愈 之 時 。 舉 世 未 有 深 知 而 尚 之 者 。 二 百 餘

年 1貴 。 歐 陽 修 方 大 表 章 之 O 天 F 遂 翁 然 宗 蟑 愈 乏 文 O 以 至 於 今 不 裳 。 信 乎 文 章 之 力 有 大 小

遠近 。 而] 文 盛 衰 乘 時 之 不 同 如l 是 。 欲 成 一 家 :這 o 斷 宜， 奮 其 力 矣 O 央 內 得 之 於 識 而 出 之 而 為

才 O 惟 膽 以 張 具 汁 。 惟 力 以 免 荷 三三 O 得 全 者 其 才 見 全 。 得 半 有 其 才 見 半 O 而 又 非 可矯 揉 獻

主 之 者 也 。 蓋 有 自 然 之 候 焉 G 千 古 拉 )J 之 大 者 。 要; 有 及 於 神 禹 。 神 禹 平ÌJ.文 天 地 芝 功 。 此 何

等 事 。 的j 孟 子 以 為 行 所 無 事 。 不 過 順 水 流 行 坎 Jf: 自 然 之 理 。 的1 行 疏 淪 排 決 之 事 。 豈 則 有 治

;j( 之 法 。 有 所 矯 揉 以 行 之 有 乎 。 不 然、 者 。 是 行 其 所 有 事 矣 。 大 禹 之 神 力 。 遠 及 萬 高 世 。 以

文 辭 立 育 者 。 雖 不 敢 幾 此 。 然 異 道 同 歸 。 勿 以 篇 暈 ;為 細 務 白 遜 。 處 於 沒 世4tt月 間 己 也 。

Considering the poctry of a11 thc agcs since the Book (�f Songs， only thc poctry 

of  Tu Fu has thc force to last thc full span of Heaven and Earth and thus is 

cgual to the Book (�f Songs . Bcyond thcse therc bave always bcen somc in latcr 

gcncrations who will give prccedcncc to some particular work， whilc o thers 

wiU place that work ' s  status lowcr: opinions ditfer，  and peoplc will take up 

arms in diffcrent causes .  Thcrc arc somc works whosc forcc is adeguate to let 

thcm last a hundred gcnerations ，  but within those hundrcd gencrations thcre 

arc diffcrcnt periods of f10urishing and decline: sometimes a reputation will bc 

buricd midway and rise again; somctimes what was rej cctcd earlicr is valued 

now; and it seems that the conditiol1s of thc momcnt arc rcsponsible for this . 

Somctimcs a person will not be  highly thought of in his OWl1 lifetime， but latcr 

gencrations will a11 at once begin to honor him . Consider Han Yü's  prose :  in 

Han Yü's  OWll time there was no one in the world who undcrstood him pro

foundly and cstccmcd him; but ovcr two centurics later， aftcr Ou-yang Hsiu 

made him widely known， a11 thc world came unanimously to honor Han Y泣's

prose， honor wbich has nevcr diminishcd up until the prescnt .  Truly forcc i日

lítcraturc has diffcrent degrecs of magnÌtudc and extcnt，  but also it may rise 

and fal1 along with thc difl:èrcnccs of thc times .  If one wants to establish onesclf 

as a mast口， one ml1s t  cxcrt forcc dccisivcly .  

What is attained within as judgment is brought out as talcnt; only courage 

can sprcad that talent; and only forcc can sustain it .  Thosc who attain it com

plctcly will rcveal thcir talcnt complctcly ;  thosc who attain only half will re

vcal only half thcir talent .  Moreovcr， it is not somcthing that can be pretended 

or  forccd : it CJI1 be anticipatcd only in the natural coursc of things . 

N 0 cxamplc of force and talcnt in all timc cguals that of Holy Y ü [ thc 

S agc-King who controllcd thc floods by drcdging the rivers of China] . What 

effort can cgual that of Holy Y ü in making thc world sccure? Yet Mcncius 

collsidcrcd that hc did what hc did withol1t cffort， simply fol1owing the natural 
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(tzu-jar 戶 ) pri肛iplc (1 i勻 。f the wa y water flows a叫 collccts in dcpressions . O f  

coursc ，  thcre i s  110 othcr method (jà * )  for managing water to carry out this 

task of dredging channcls and redirecting currcnts . Do you think this could 

have been carried out by pretel1ding? Wcre it otherwise than the way it w訟， he 

would havc cncoul1tcred every sort of problcm 

The holy forcc of Great Yü has reachcd afar to millions of generations ;  

cven though 110 establishment of words ( l i-yen) il1 writing (wen 九tz 'u 著 ) cal1 

bope to cqual this . Sti日 ， di訊�rcl1t ways may go to thc samc et泣， and one 

should 1l0t resign oncself to the 110tioll that compositíon is a minor vocation 

that will lcave a persoll unknown in futurc agcs . 

The analogy between the magnitude of poetic achievement and the deeds of 
Sage-King YÜ in cutting the watercourses of China was an old one， used by 
Han YÜ to praise the greatness of Li PO and Tu Fu. Yeh Hsieh gives the old 
analogy a new twist by insisting that the greatest force， because it must be 
natural， comes with the greatest ease. If the least willful striving or straining 
occurs， the writer has failed. 

大 約 才 識 膽 力 。 問 者 交 相 為 擠 。 有 有 月IT 歉 。 則 不 可 登 fr 者 之 情 。 四 者 無 緩 急、 。 而 要 在 先

之 tJ， 識 。 使 1!正 識 。 則 王 者 俱 無 所 託 。 無 誠 而 有 膽 。 則 為 妄 。 ;為 函 莽 O JIb 無 知 。 其 言一 背剋f l坡

道 。 fit tm 也 。 無 識 ((� 有 才 。 雖 議 論 縱 橫 。 思 致 揮 霍 。 而 是 非 泊 亂 。 黑 白 顛 倒 O 才 反 為 !R'，

矣 。 �I、 誠 而 有 力 。 則 堅 僻 妄 誕 之 辭 。 足 以 讓 人 而 惑 1時 o t.t 寄 往 烈 。 若 在 騷 糟 。 均 為 風 雅 之

界 人 。 惟 有 識 則 能 知 所 從 。 知 所 奮 。 如 所 決 O 而I 後 才 與 !佮 力 。 J� 確 然 有 U， 自 信 。 學 tH: cW 
之 。 舉 世 譽 之 。 而 不 為 其 所搖 。 衣， 令 l造 人 之 是 非 以 為 是 非 者 哉 。 其 胸 中 立 愉 快 白 足 。 寧 獨

的 必 矢 ， 道 巳 也 。 然、 人 安 能 若是 't. r(l í 具 紹 人 之 姿 。 (可 得 易 市 -R i;rit 0 yl、 道 立 紅l 大 學 立 始 於 格

物 。 f1rfi 員會 出 人 " 年 � 0 --- 以 理 事 情 格 之 o Þ!lJ rìíj 後 中 邊 c 左 右 肉 背 。 彤 彤 色 色 。 殊 類 萬 態 。

無 不 "H等 。 不 使 有 毫 髮 之 的幸 υ 1(1i 物 得 以 采 我 為 O 如 U， '支 :;'，t 戰 的 而J 5主 1[1.\ 堅 城 。 ;!'l Íl\\ 橫阱 矣 。

f7 合 J-I� 1't 裁 者 。 而 f止 日 勞 力令 示一 句 話的 n宜 。 不 過 劍j 龔 [衣 俘 。 年主 概 知 何 主 !;jì;j 0 以 自 i儕 於 作 者 之

林 。 圳 市 不得 r(IJ :<ll之 矣 。

In short， talcnt ，  j udgmcnt， courage， and forcc support one another: jf  one is 

lacking ，  a person cannot achicve the status of a maj or writer . Nonc of the four 

is more urgent than any of the othcrs， but it is csscntial to begin with judg

ment. If a pcrson lacks [the capacity for 1 judgm.ent， then nonc of thc other 

three will have anything to rely on. Couragc without judgment leads to crror， 

rashncss ，  and ignorancc: such words turn their back on principle， rebcl against 

the Way， and arc wortblcs s .  Talcn t witbout the power ofjudgment may yield 

a deftncss and skill in 正lisputc and a quickncss of thought， but valucs will be all 

mixcd up ， black and white invcrted ， and 011亡 ' s talent will catch a person up in 

problcms . Forcc without thc power of judgment leads to writing that is  
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opinionatcd and mislcadi月-writing that can mislead peoplc and deceivc 

the peoplc of the agc--thc harm it can do is extcnsive . These are all equally 

criminals in the world of poetry . 

Only the man who posscsscs thc capacity for judgment will know which 

coursc to follow， where to cxcrt encrgy， what must bc dccided :  therca丘er

talcr哎 ， coura阱， and forcc a11 have somcthing Oll which thcy can dcpcnd with 

confìdcnce. Whether criticizcd or praiscd by the entire world， such a person is 

not swaycd from his cours亡 neithcr do his judgrnents depend on the judg

rncnts of others .  The joy and satisfaction that comc from this do not apply 

only to thc Way of poetry and prose 

Nevcrthcless how can a pcrson fully achievc such a manncr abovc all othcrs 

for his wholc litè? To say it anothcr way， how can a person attain thc powcr of 

judgrnent? The way to do so should be just  as the Great Learnin.i? would have us 

bcgin-in the "investigation of things" (ko * -wIJ * ) .  

Whcn onc rcads the poems and books o f  fonncr rnastc路， ll1vcst1gatc 阱。 勢 ，

“ takc thc measurc of， " “look into thc informing structurc of " 1  each onc in 

regard to principlc， cvcnt， and circumstancc. If you do so， thcn therc is 

nothing you will faiJ to grasp-what lies ahead and what lies behind， what is in 

thc center and what is on the sid凹 ， right and left ，  what thc poct faces and what 

hc t盯I1S his back to， every shape (hsing * )  and evcry color (s♂ ) ，  the thousands 

of stanccs of a1l thc ditfcrent categories of things . By not allowing the rnost 

minute aspect to bc missing， thc thing (wu 叮 is grasped， whereby thc self is 

carricd .  If wc takc batt1e as a metaph肘， therc is no fìrm wall in the line of 

advan凹， and !10 blocking formations in thc withdrawa1 . 

Among thosc who rosc to a placc among the great wri忱的， I have nevcr 

kllown anyOl1e who sct aside what is in the self and spent days in pointlcss 

labor on philo1ogy and reading ，  who went no further than the tcchniques of 

plagiarism and depcndence OIl othcrs ， imitation and surveyìng things with the 

intentÎol1 to pJunder thcrn.  

This passage shows Yeh Hsieh's allegiance to the orthodox Confucianism of 
Chu Hsi . Ko * -wu ' an essential concept in Chu Hsi's philosophy， a concept 
whose complexities go beyond the scope of thi日 commentary. Put briefly， it 
involves the discovery of universal principle through directed empirical 
observation . Earlier Yeh Hsieh strongly suggested that the poet worked 
through a direct encounter with the world， unmediated by the poetic tradi
tion; here Yeh， considering how to nurture judgment， returns to 且 pOsltlon
very close to the poetic pedagogy advocated by Yen Yü﹒ we have the peculiar 
injunction to apply the Confucian principle of ko婷 wu 特 to reading. 

Yeh 日sieh is making to the reader of poetry the promise of Chu Hsi's 
Neo-Collfucianism， that by educated and directed reflection one can come to 
an integral understanding of principle (li * ) ， from whích a11 the circumstantial 
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relations of the thing can be known : ongms， consequences， negations， and 
centerings . The text is a nexus of attitudes and relations， all of which are 
implicitj when "investigated" in regard to principle， event， and circumstance， 
they become apparent. The most mysterious aspect of this process in which 
"the self is carried， " ch 'eng wo yen， is "grasping the thing， " tβ wu * .  This， too， 
has deep Neo-Confucian echoes :  in understanding "how things are， " the self 
can be authentically itself and in conformity with the natural order. What the 
self does naturally and spontaneously in such an authentic state is also uni
versal. Although Yeh Hsieh's rhetoric often shows the influence of sixteenth
and seventeenth-century writers who define the self in opposition to the rest 
of the world， Yeh Hsieh's theoretical position is predicated on the notion that 
the spontaneous and "natural" movements of mind in writing participate in 
what is universally "natural， " and not merely particular . The self's grasp of 
the world may be unique， but there is some real aspect of the extemal world 
to be grasped. 

或 F I 0 r 先 生 發 揮 理 事 情 三 言 。 可 謂 詳 凡 至 矣 。 然 此 三 言 。 因 文 家 之 切 要 關 鍵 。 而 指 1冷

詩 。 則 1育 之 尺 。 義 悶 不 易 ， IM fH! 與 事 。 似 於 詩 之 義 未 為 切 要 也 。 先 儒 泣 。 天 |、 之 物 。 笑:

不 紅 坪 。 若 夫 n守 似 未 可 u、 物 物 也 。 詩 之 丟在 處 。 抄 在 含 蓄 無 圾 。 忠、 致 做 渺 o ;)3: 寄 托 在 可 言 不

可 行 之 間 。 其 指 歸 在 可 解 不 可 解 之 會 。 言 在 此 而 意 在 彼 o ì民 端 倪 前l 離 形 象 。 絕 議 論 而 窮 思

維 。 引 人 於 冥 漠 恍 惚 之 境 。 所 以 為 至 也 。 若 一 切 以 理! 慨 之 。 理 者 。 一 定 之 衡 。 則 能 實 而 不

能 獻 。 為 執 而 不 為 化 。 非 板 則 腐 O 州 學 究 之 說 書 。 問 師 之 讀 律 。 又 如 神 家 立 參 死 句 。 不 參

活 句 。 竊 jEE 有 乖 於 風 人 之 旨 O 以 言 于 事 。 天 下 固 有 有 其 間 !而 不 可 見 諸 事 者 。 若 夫 詐 。 11 1 J:E早

尚 不 可 執 。 文 焉 能 一 一 徵 之 質 事 者 乎 。 而 先 生斷 斷 焉 必 以 理 事 二 者 �/j;i 情 同 律 乎 詩 。 不 使 有

毫 髮 之 或 離 o ，也 竊 惑焉 。 此 何 也 。 」

Someone answercd ， “It  may wcll bc said that your cxposition of thcsc three 

terms-principlc， evc肘， and circumstance-is dctailcd and complctc . But 

evcn though thcse thrce tcrms are unqucstionably thc esscntial keys for prose 

mastc侃， if wc are spcaking of poctry， only the tcrm ‘ crrcumstan白
， [ch 'ing* ， 

“mood， " “emotion"]  has an unaltcrablc significancc (y i汁 ， whilc 'principle ' and 

‘cvc肘
，

would secm not to bc csscntial to thc rcal significancc (y i叮 of poetry . 

Long ago a Confucian scholar said that all thc things of the world have natural 

principle‘ And yct it would scem that poetry is a thing not like other things .  

Wherc poctry is at i t s  most  pcrfcct， i t s  subtlety (miao吋 lies in a boundless 

rcservc of the ìmplicit (han-hs的 and in the thought reaching what is faint and 

indistinct; what is implicit in poctry lies between what can be said and what 

cannot be said; what it refers to lies at thc conj unction between the explicable 

and thc incxplicable; the words seem to be about onc thing ，  while the meaning 

(yi叮 lies in somcthing elsc .  All points of refcrence are blotted out， and it takes 

leave of visible form (hsing *  -hsiang * ) ;  linear argument and discursivcness are 

br叫立cn， and thc process of rcflection rcaches its lim此， leading a person into a 
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murky and hazy realm (ch ing叮-and this is how it attains perfection. N atural 

principk ( li叮 is a determinate balance; and if wc try to frame the totality [of 

poetry] with natural principle， thcn it will be capablc only of the concrete 

(shih * ) ，  and it will not be capable of the empty/plastic (hsü * ) ;  it will be some

thing that holds fast ，  but not something that undcrgoes transformations 

(hua * ) ;  at the least it would be inflexible， and at the worst it would have a 

conventional rigidity [戶， litcrally "rotten" ]-just likc a stude帥's paraphrase 

of what hc has read， like a villagc schoolmastcr ' s  rulcs of rccitation， like a 

Ch‘an mast汀's using dead lines and not lively lines .  I suspect that this sort of 

thing would bc contrary to thc precepts of truc pocts . 

“Now in regard to ‘ cvent， ' certainly therc arc cases in this world whcre 

therc is a principle that docs not become manifcst in evcnt. lf in poetry even 

principlc cannot be held tà哎， how can every single case bc realizcd in a con

crctc evcnt (shih * -shih 叮 ? Yet you maintain insistently that principle and event 

have thc same normativc authority as circumstance (mood) in poct門， and you 

wil1 not allow cven thc least distinction [in rclativc importancc] bctwcen them. 

1 confcss that  1 have my doubts . What do you say to this ? "  

The interlocutor's objections are a particularly eloquent version of  a set  of 
commonplace values in poetry， privileging ch 'ing* 的 the central concept. 
Although we have retained the translation "circumstance" for the sake of 
consistency， it is clear here that the interlocutor is shifting the semantic cen
ter of ch 'ing* closer to its more common use in poetics as μmood" or "state of 
mind. " Previously Yeh Hsieh had been speaking of ch 'ing* as a category "in 
things， " tsai wu 著 在物; the interlocutor i s  using the term to  refer to  the affec
tive quality of poetry and what is apprehended in reading poetry-"mood" 
more than "circumstance. " The privilege which the interlocutor accords to 
ch 'ing* is in the lineage of "Ts 'ang-lang's Remarks on Poetry/

， 
which asserts 

that poetry has its own qualities di日tinct from other categories of discourse， 
knowledge， and experience. That lineage is particularly obvious in the inter
locutor's emphasis on the subtle and elusive in poet叮﹒ Even by Yen Yü's 
time， li 弋 natural principle， was taking on distinctly unpoetic associations 
with philosophical discourse ( cf .  "Ts'ang-lang's Remarks on Poetry" :  "Poetry 
has a distinct interest that has nothing to do with natural principle" ) .  The 
supposed determinacy of li * is here set in contrast with a conventional poetic 
value of indeterminacy， derived from Yen Yü's aesthetics .  For these reasons 
the interlocutor cannot accept li 耨 as an essential part of poetry. This is a 
crucial point in the text， at which Yeh Hsieh attempts to break down the 
barrier Yen Yü had erected between poetic and extrapoetic experience . ln the 
section that follows， Yeh Hsieh accepts those poetic values of subtlety and 
elusiveness， but he attempts to reintegrate them with principle and event， 
giving poetry a special place within universal processes . 

We might here give some consideration to those values that Yeh Hsieh 
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accepts and redefines .  The interlocutor offers a commonplace : "Where poetry 
is at its most perfect， its subtlety lies in a boundless reserve of the implicit . " 
"Points of perfection" chih -ch 'u， may refer to those cases in poetry when the 
inherent values of the form are fulfilled; but， more importantly， they may 
also refer to those moments in reading when poetry fulfills its a巴sthetic
potential-those moments when one says "Ah， now that 's poetry. " The 
category miao* ，  translated as "subtlety， " had， by Yeh Hsieh's time， become 
one general term for "excellence， " though a mode of excellence that had not 
entirely forgotten its roots in the perception of a fineness on the ve叮 marglns
of understanding， something that is both essential and elusive. "Reserve of 
the implicit， " h an-hsü， was the eleventh of Ssu-k'ung T'u's "Twenty-Four 
Categories . "  Han-hsü was a very important aesthetic category， implicating 
not only an intensive depth， a sense that there is more than the surface value 
of the words， but also extensive affect : it is h正m -hsü that makes a text 
continue in the reader's mind after the words are over. That movement is 
not a linear movement toward "understanding， " but an unfolding of elusive 
qualities that constitute a complete realm， ching* .  

Thus for the interlocutor what is essential to poetry does not lie in the 
fixed aspects that can be "understood" in the conventional sense; neither 
does it lie beyond what is definite and physical; rather the moments of true 
poetry lie in the intuition of something beyond the definite and the move
ment of the reader's attention toward that "beyond. "  When he says that "the 
words 1ie in one matter while the meaning lies in something else， " he is not 
referring to a metaphorical operation， but rather to the fact that the words are 
the words of a concrete reality， but still aggregate to create a mood ( ch 'ing* )  
or vision that lies beyond concrete reality and is somehow independent of the 
words . The poetic vision must be hsü * ，  "empty" o r  "plastic， " and irreducible 
to the determinate and concrete， which would be 泊的 勢 ， “solid， " and thus 
would embody a particular principle， li * .  

Yeh Hsieh and the interlocutor would agree that a "bad" concrete descrip
tion would give us a sense of the physical presence of the scene in its simple， 
sensuous determinateness; a description in a nineteenth-century "realistic "  
novel often provides just this impression o f  tangible reality. A poetic， 可las
tic" description w 

予 日 。 「 子 之 言 誠 是 也 。 子 所 以 稱 詩 者 。 深 有 得 乎 詩 之 旨 者 也 。 然 子 但 知 可 言 o 可 執 之 理

乏 為 理 。 而 抑 知 名 言 所 絕 之 理 之 為 至 理 乎 。 子 但 知 有 是 事 之 為 事 。 而 抑 生日 無 是 事: 之 為 凡 事

之 所 出 乎 。 可 言 之 理 。 人 人 能 言 之 O 又 安 在 詩 人 之 言 之 。 可 徵 之 事. 0 人 人 能 述 之 。 又 安 在
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詩 人 之 述 之 。 必 有 不 叮 呂 立 煌 。 不 可 述 之 事 。 ;呂 立 於 默 會 意、 象 之 表 。 而 理 與 事 無 不 燦 然 於

前 者 也 。

1 answered:  What you havc said is quitc corrcct， and what you claim shows 

you havc a dcep undcrs tanding of the preccpts of poetryo But by natural prin

ciple you undcrstand only that which can be firmly takcn hold of and articu

latcd as natural principlc; 1 think you fail to unders tand that thc ultimate 

natural principle is cut off from definit亡， denotative language (ming-yen) 0 You 

understand event only in the sense of “ therc was that cvcnt ， " but 1 think you 

fail to understand " there was 110 such cvcnt" as somcthing from which ordi

nary cvents emcrgeo Everyonc can spcak of natural principlc that can bc spoken 

of， so why should the poct spcak of it? Everyone can rclate an event that has 

verifiably occurrcd ， so why should a poet relate it? There must be principle 

that cannot be articu1atcd and cvents that cannot be relatcd; one encounters 

them bcyo吋 a sile叫 comprchcnsion of the image in thc mind (yi人lωang * ) ;
and ncver d o  principle and cvent fail t o  gleam bcforc iL 

1n his response， Yeh Hsieh is essentíally asserting the IIreality" of poetic vi
sion， thus recovering the interlocutor's sense of the “poetic" as part of a uni
Hed in肥rpretation of the world outside poetry. The elusive poetic vision is 
not pure fantasy or a mere effect of art; rather it is an access to the most 
elusive aspects of "what is . "  Not a11 principle can be named directlYi ther巳 is
an entire domain of principle that can be reached only through the "poetic， " 
leaving behind the area of the definite and concrete. One first grasps the 
poet's "image in the mind， " yi 勢 hsiang * ， and through that has an intuition of 
such principle. As is the case with the novice ín the terminology of Western 
poetics， it takes some time and reflection before the initial impression of 
j argon resolves itself into a valid description of a work of art or our under
standing of such. 

今 試 舉 制 甫 集 中 二 名 句 。 為 f l晰 而 音Ij 之 。 以 見 JI、 慨 。 üy 于 c tzll 玄 主; 皇 帝 廟 i' Fr 碧 光 初 寒

外 j 句 。 逐 字 論 之 。 言 乎 外 。 與 內 為 界 也 。 初 寒 fnJ 物 。 可 以 內 外 界 乎 。 將 碧 紀 之 外 。 無 初

寒 乎 。 寒 者 。 天 地 之 氣 也 。 是 氣 也 。 盡 宇 宙 之 內 。 無 )是 不 充 塞 。 而1 碧 瓦 獨 居 J'I: 外 。 寒 氣 獨

盤 鋸 於 碧 瓦 之 內 乎 。 寒 而 日 初 。 將 嚴 寒 或 不 如 是 乎 。 初 寒 無 象 無 形 。 碧 花 有 物 有 質 。 合 虛

實 而 分 內 外 。 吾 不 知 其 寫 碧 瓦 乎 。 寫 初 寒 乎 。 寫 近 乎 。 寫 遠 乎 。 1吏 必 以 理 而 實 諸 事 以 解

之 。 雖 稜 F 談 天 之 辨 O 恐 至 此 亦 窮 矣 。 然 設 身 而I 處 當 時 之 f竟 會 。 覺 此 五 字 之 情 景 。 恍 如 天

造 地 設 。 呈 於 象 。 感 於 目 O 會 tt令 心 。 意、 中 之 言 。 而j 口 不 能 言 。 r1 能 言 之 。 而 意 又 不 可 解 。

劃 然 示 我 以 默 會 相 象 ;芝 表 O 竟 若 有 內 告 外 。 有 寒 有 初 寒 。 特 借 想 ，死 也 實 相 發 之 。 有 中 間 。

有 邊 際 。 虛 實 相 成 。 有 無 在 立 0 月孟 之 當 的 而 自 待 。 具 理 昭 然 。 其 事 的 然 也 。 背 人 云 。 王 維

持 中 有 畫 。 凡 持 可 入 毒 者 。 為 詩 家 能 事 。 如 風 雲 r{ì 雪 祟， 象 之 寺、 處 者 。 畫 家 無 不 可 繪 之 於

筆. 0 * 例 寒 。 內 外 之 眾 色 。 日l1 i看 l-' 很 呵 。 忍; 亦 !<R f 擱 筆 矣 。 大 l' 惟 土耳j -i-有 之 入 神 境 者 。 i司 JI三

時 凡 人 。l 象 棋� 1的 何 也 。
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Now would it bc all right if I took a fcw famous lines from Tu Fu ' s  works to 

shcd somc light on thc qucstion for you， so that you can sce the general out

linc? Let ' s  takc as an cxample the line in “Thc Tcmplc of the Primal Myste

rious Empcror" : “The first chill ， outsidc of its cmcrald [roof] tiles . "  If we 

consider thc cxact wording ，  it spcaks of an “ outside ， " which in turn makes a 

boundary with an “inside . " What sort of thing is the "first chill" that therc can 

be a boundary of insidc and outsidc with it? Is it that outsidc thc cmcrald tilcs 

there is no 位rst chill ? 10 Chill is a form of  the ch ' i * of Heavcn and Earth . And 

this ch '尸 covcrs all thc cosmos ，  lcaving no place unfillcd . Yet do thesc cmcrald 

tiles alone rcside outside of it? Does the chill ch 'i * coil up and conccntratc 

within thosc cmerald tilcs alonc? l l Does speaking of  thc “益的t" of the chill 

imply that this might not be the casc in a scvere chill ? “First chill" is without 

image (hsiang* )  or form (hsi月'g* ) ; in “cmcrald tilcs " thcre is a thing (UJu 汁 ， and 

there is material (ch ih * ) .  Herc he j oins thc empty and sol峙， yct makes a distinc間

tion betwccn insidc and outsidc; and wc cannot tell whethcr he is describing 

thc cmcrald tiles or thc fìrst chill ， whether hc is dcscribing what is close at hand 

or what is far away . If one had to explain it in tcrms of  natural principle and 

make it solid (sh ih * )  in evc肘， then 1 fcar that cven the finely argued discussions 

of hcavcn by thc Chi-hsia scholars [famous in antiquity] wOllld reach their 

limits before they cOllld treat something like this .  However， putting oneself 

right there in the world of that moment (chin，í?* -hui， thc 九cene-occasion" ) ， we 

realize that the mood (ch 'ing吋 and scene (chíng吋 of thcsc five words are as 

indistinct as if created by Heaven or given by Earth; yet they are manifest in 

image (hsiang * ) ，  are s tirring to the eyes， and are llnderstood by the mind.  The 

mouth cannot pllt into words those words that are in the concept (y i 特 ) ; or the 

mouth can pllt thcm into words ， but then concept cannot cxplain them. Thcr亡，

delineatcd clearly，  it shows us what lics beyond a silent comprehension of 

imagc in thc mind; 已nally it is as if thcrc i s  an insidc and an olltside， as if there is 
a chill and a first chill ， all dcpcnding on this onc solid thing ， “emerald tilcs ， " to 

be brollght out .  A space within is defined; there are boundarics ;  solid and 

empty complcte one anothcr; presence and abscnce arc mlltllally establishcd . 

Therc it i s ，  right bcfore you and self-sllbsistcnt， its natural pri 
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Yeh Hsieh's task is to show that an elusive "poetic" scene is not some com
pletely ineffable quality or impression， but rather that it can be understood 
as a unique perception of real categories and relations.  Furthermore， that 
perception must be irreducible to commonplace categories and explanations 
( "Everyone can speak of the natural principle that can be spoken o( so why 
should the poet speak of it叫 Yeh declares that the principle within the scene 
is self-evident， but that it cannot be spoken of in the reasonable words of 
prose. How then can his own critical prose point to that clear， self-evident 
manifestation of principle ? His solution is a strange， frustrating， and in
triguing piece of practical criticism， a series of questions that mark the dif且
ference between Tu Fu's vision and prose understanding. However awkward 
the result， Yeh's aim is to account for the uniqueness of a piece of poetry-not 
to reduce it to a commonplace paraphrase， as much contemporary criticism 
did. 

Unfortunately Yeh Hsieh's "explanations" themselves require explana
tion， placing this commentator in the uncomfortable role of the Chi-hsia 
scholars mentioned above， attempting to draw marginal language a little 
closer to our world of prose understanding. It should be pointed out that Tu 
Fu's poem is a winter poem， though the phrase "first chill" seems to promise 
more severe cold yet to come. Yeh Hsieh observes how the spatial term "out
side" creates a peculiar barrier to the chill， as if the tiles occupi:ed a special 
space immune to winter's weather . We have no fixed point of observation in 
the poem: as Yeh Hsieh says， we do not know if it is near or far. We may be 
within the courtyard of the temple complex， with the tiles "outside" the cold 
withinj we may be viewing the temple from afar， with the distant roof tiles 
somehow "outside" the cold we feel around us. Together the various alterna
tives create a sense of the tiles surrounded by the chillj but even surrounded 
by the cold， the tiles are somehow "outside/' rather than "within" it .  But 
most remarkable of all， we are seeing as a spatial relation an invisible differ
ence m temperature . 

As Yeh notes the cold is hsü， "plastic" like liquid， filling everything 
equally， boundariless. But these solid shapes of the tiles that lie "outside" the 
chill give it shape and boundary by limitíng it. Even if the cold reaches every
where in the whole world apart from them， the tiles， by remaining "outsi 
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relations that were already present but which lay outside the normal limits 
of perception圖

父 病 左 省 i'F I jJ 傍 九 有 多 J 句 。 從 來 吉 )cJ 者 。 祇 有 百 圓 缺 。 言 明 睹 。 言 丹 紅 。 言 高 下 。 未

有 足 多 少 者 。 若 {谷 儒 不 日 「 月 傍 fL '，r;: 明 j 0 貝IJ 日 「 月 傍 九 ，再 高 J 0 以 為 景 象 真 而 使 字 切

矣 。 今 f可 多 O 不 知 月 本 來 多 乎 。 j(IJ 傍 九 霄 IrlJ ft台 多 乎 。 不 知 丹 :多 干 。 月 月IT 照 之 處 多 乎 。 有 不

"1 名 言 者 。 試 想 惜 時 之 情 景 。 非 吉 阱 。 三f i品 。 吉 升 可 待 。 而 阱 此 多 字 可 以 盡 括 此 夜 宇:毆 詣

的 之 景 象 。 他 人 共 見 之 O 而 不 能 知 O 不 能 言 。 你 兩 兒 I�J J、11 之 。 |的 能 言 之 。 其事 如 是 。 其理

不 能 小 如 是 也 。 文 聽 州 雨 濕 不 得 LI辛 fF l 晨 鐘 雲 外 濕 J 句 。 以 及 緝 犯 物 而 濕 乎 。 雲 外 之

物 。 向 當 以 萬 農1 5 1 0 且 鐘 必 於 辛苦 窮! 0 E!D c}r 觀 中 。 鐘 之 外 。 物 亦 無 其( 0 {"J 獨 ì�� 辛辛 于 。 然 為 此

品 者 。 I'^:I 閉 鋒 聲 右 胸 而 云 然 也 O 聲 無 形 。 次 能 IM， o 鐘 聲 入 1'1 而 布 鬧 。 間 在 耳 。 Ir. 能 辨 其

誨 。 安 能 抄? 其 濕 。 日 雲 外 。 是 又 以 i司 的 此 ，去 。 不 見 鉤 。 故 云 雲 外 。 然 此 汙 為 兩 濕 而 作 。 有

雲 熱、 後 有 肘 。 鐘 ':!:i 雨 ìrt， 0 WJ 鐘 在 雲 內 。 不 眩 L之 外 也 。 Wr �-{� 也 。 存 不 女rJ J( 為 耳 聞 耶 。 為 自 見

耳1\ 0 J.t 立 揣 Jfl\ 0 俗 儲 於 此 。 必 卡 I I 晨 5封 雲 外 度 j 0 父 必 f-I I 晨 錯 雲 外 發 J 0 決 1!\\ -f 濕 字

者 。 司、 知 上t 於 I;i請 雲 兒 餒 。 聲 中 惜ÎÏ，�� 0 妙悟 天 鬧 。 從 至 Jm 質 事 中 領 悟 。 乃 得 此 境 界 也 O 艾 摩

oii1 池 泛 舟 作 ! I白 城 秋 自 落 」 句 。 夫 秋 {口j 物 。 若 何 而 落 乎 o f侍 序 手j 代 謝 。 未 聞 云 港 也 。 即 秋

能 落 。 fnJ 繫 之 以 自 坡 乎 。 而 F:I �完 成 í喜 O 則 秋 賞 自 高 城 市1 t苦 o :f!1H� 事 俱 不 可 易 也 。 以 t 偶 舉

4十 集 i到 語 。 若 以 俗 儒 之 眼 觀 之 。 以 已 于 理 。 理 11dr可 遍 。 以 言 于 事 。 事 於 fnJ 有 。 所 謂 言 活道

斷 。 忠 維 路 絕 。 然、 其 中 之 迎 。 至 虛 而 賞 。 至 渺 而 近 O 們 然 心 目 之 間 。 殆 如 ;龍 飛 魚 躍 之 昭 著

也 。 理 既 昭 矣 。 尚 得 無 其 事 乎 。 古 人 妙 於 事 I皇 之 令) 0 如 此 極 多 。 姑 舉 此 四 話 以 例 ;其 餘 耳 。

其 更 卡 車: 所 必 無 者 。 (悶 罐 唐 人 一 二 百話 。 由11 I 蜀 道 之 難 難 於 上 青 天 J 0 I 似 將 海 水 添 笛，

漏 J 0 I 春 風 不 度 玉 門 關 J 0 1- 天 若 有 ↑青 天 亦 老 J 0 I 玉 顏 不 及 寒 鴉 色 J 等 句 。 如 此 者 。

何 吐 盈 干 累 計:) () 決 不 能 布 Jci; 事 。 實 為 情 至 之 語 。 夫 情 必 依 乎 理 O 情 得 然; 後 :8J) 丘 。 情 理 交

�� 0 爭 的 川、 得 月Il 0 

Anothcr casc is thc line in “ Writtcn Whilc Spending thc Night at the Minis
try " : “Much 11100n beside thc highest wisps of clouds . " 1 2  Those who had writ
ten of the 1110011 in the past had written of it only as full or  waxing and waning，  
as dark or bright， as ascending or sinking ，  as high in the sky or low. No one 
had evcr writtcn of it in terl11S of “much" or " little . "  Somc ordinary s choJar 
might have written， “ Bright， the moo11 besidc thc highest wisps of clouds" ;  
i f  not that， then， “Lofty， the mooll beside the highcst wisps of clouds . "  Hc 
would have considered that to bc the true image of the scene (ching仁hsiang * )
and his own words t o  havc bcen used so  a s  t o  get it just right .  But Tu Fu says 
“ much ， " and wc don ' t  know whether the moon í s  always “much" i n  its own 
right， or becomes so only by being bcsidc the highest wisps of cloud . We don ' t  
know whether the moon itself is “much， " or thc realm illuminated by the 

moonlight is "much . " There is somcthing that cannot be put into dc已111伐，

denotative language. But if you try to imagine thc scene and the 11100d of that 

mOl11el況， then r you rcalize] it cannot bc graspcd by “bright" or “10公y" or  

" ascending . "  And only this word "much" can cOl11plctely encompass thc 
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image of the scene (Chit11? * -hsianc'?勻 ， this night in front of the halls of  the 

palace. Othcrs saw 此， but they could ncither understand it nor put it into 

words . Only Tu Fu saw and understood it and was able to put it into words .  

The event [what really happe肘d] was  like this ，  and thus i t s  natural principle 

could not help being like this .  

Anothcr examplc can be found in the line from “Writtcn in K'uci-chou， 

When It Was So Wet from Rain that 1 Could Not Climb the Bank" : “Thc early 

morning bell is wet beyond thc clouds . " Is hc taking the early morning bell as 

a physical obj ect [rather than a soundJ and thus “wet" ? At a modest estÌmate 

the objects that then lay beyond the clouds could be counted in thc millions ;  

furthermorc， the bell must  havc becn in a temple， and in that  temple apart 

from the bcll， thcre would havc becn innumcrablc obj凹的， so why is it only 

the bcll that is “wet" ?  When hc wrote these words ， however， he wrote as he 

did bccausc hc was struck by something uniquc and singular on hcaring thc 

sound of thc bcll. Y ct sound has no form， so how can it bc “wct " ?  Thc sound 

of thc bcll entcrcd his cars and hc hcard somcthing;  hearing is a faculty of  thc 

ear and can only distinguish sound， so how could the car distinguish wctncs s"  

And he  wrote “bcyond thc clouds " :  because his eyes at first s aw clouds and not  

the bell ， he  said， “beyond the  clouds . "  This poem， however， was  written on  

the wctncss of a rain; therc is rain only after thcrc arc clouds . If thc  bcll is being 

made wct by the rain， thcn the bc11 is “within" thc clouds ，  and he should not 

say “beyond" [ i . c . ， by saying “beyond" he implics that the rain has alrcady 

passed thc tcmplc he does not scc] . 1 cannot tcll whether this is an account of 

what his cars heard， or what his eyes saw， or what his mind (y i叮 conceived.

In this situation ，  a common scholar wOllld surely have written “The early 

morning bcll passes bcyond thc clOllds ， " or “The early morning bcll comes out 

bcyond thc clOllds " ;  but llnder no circllmstanccs wOllld he have llsed the word 

“wet . " They cOllld not havc llndcrstood that he saw thc bcll on thc othcr sidc 

of the clollds and heard wetness in its sound: onc can attain a visionary world 

(ch inc'?* -chich * )  like this only with 臼11 cnlightenment from Hcaven and an 

understanding that comcs from the ultimate in principle and concrete event .  

Anothcr example is the line in "Boating on Mo-ho Pond" : “Thc high wall， 

autumn sinks down. " What sort of thing is this “autllmn" that it can “ sink 

down" ?  Thc scasons do altcrna 
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languagc brcaks off， " thc path of thought comcs to an cnd . Ncvertheles s ，  the 

principle containcd in thesc lincs is something that becomes solid (sh ih 吋 in the 

extreme of emptÌness (hsii 勻 ， somcthing that becomes closc at hand in the cx自

trcme of being rcmotc and indistinct .  Thcy are fresh and radiant in the mind 

and c肘， just  as luminously present to us as thc kite on thc wing or a fìsh 

jumping . And when thc principle Ìs 50 manÌfe哎， can thc evcnt bc lacking ?  

Thcrc arc vcry many lincs of thc ancicnts which ， like thesc ，  are subtle 

(miao叮 in event and principlc; but 1 have takcn thcse four lines of Tu Fu as 

cxamplcs of thc rest .  Among those in which cvcnt has cvcn lcss rcality ， 1 might 

givc a fcw lines of T‘ ang pocts as cxamples : 

Thc hardships of the road to Shu arc morc difficult than climbing the bluc 

sky. 

[Li Po ]  

It scems a11 the sca ' s  watcr fìlls thc palacc watcrclock 

[Li Yi] 

Thc spring wind does not pass Y ü-mcn barricr fort .  

[Wang Chih-huan] 

If Heavel1 had feclings， Hcaven， too ， would grow old 

[Li Ho] 

Hcr facc， whitc as j ade， is 110t  so lovely as winter' s  crows . 

[Wang Ch'a月且ling ]

Lines likc these can be counted in the thousands : and even though therc is no 

possibility that such things occurrcd as “events ， "  they arc truly lines in which 

thc affcctions (ch 'in，ç; * )  are at thcir most intensc .  

The atfections/ circumstance (ch 'illg叮 must dcpcnd on natural principle ;  

and only when the affections/ circumstancc arc fully attaincd is natural prin

ciple gcnuine. 

And whcn the affcctions/ circumstancc and natural principlc reach perfcc

tion jointly， 的 it possible that cvent will not be attained as wcll ? 

Even though natural principle (li 著 ) is prior to the affections/circumstance， 
perfection in the poetic manifestation of ch 'ing* is evidence of the perfect 
grasp of li * ，  which is then immanent in the lines 

要 之 o fr Jt 畫 。 !真: 寫 J:1tj 事 情 。 可 以 言 。 言 "J 以 解 。 解 日IJ 為 俗 儒 之 作 。 惟 不 叮 名 孟 之 理 O 不

可 施 見 之 事 。 不 可 在 迪 之 情 。 則 陶 i砂 以 為 迎 。 想 象 以 為 事 。 悄 恍 以 為 情 。 方 為 理 至 事 至 情

主 之 詣 。 此 tt 俗 仿; 再 甘 心 思 界 分 中 所 有 訣 。 HlJ 余 之 為 此 三 語 者 O 非 }街 也 O 非 僻 也 。 非 鋼

也 o 1早 此 意 而1I i區 之 。 宵 j蜀 學 諦 。 其\1， 適 的J l' μT 矣 。
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In essence， when the writer of a poem describes actual (shih叮 principl亡， evc肘，

and circumstance which can bc put into words ， and those words can be fully 

understood， then we fully understand that this is the work of an ordinary 

scholar. But if it is that natural principle which cannot be given in defìni仗，

denotativc language， if it  is the kind of cvent that cannot be set out before the 

physical cyc， if it is thc kind of a丘'èctions/circumstancc that cannot be instantly 

communicated， then thc principlc under consideration is hidden and elusive， 

the evcnt is an image in the fantasy (hsiang-hsiang 勻 ， and the affcction/ 

circumstancc is vague and indistinct .  Only then do you have words that arc the 

pcrfection of principlc， the perfection of cvc肘， and the perfection of affection/ 

circumstance. Qualities such as these are not contained within the boundaries 

of cars ， cyes ， and thoughts of common scholars . If this is the case， then these 

terms 1 havc uscd are not dead letter， not one-sidcd shackles .  To understand 

these concepts (yi叮 and put them into action (t 'ung * )  gocs beyond the study of 

poetry alone. Thcre is nothing for which they are inappropriate . 

SUPPLEMENT FROM 

The first two supplementary translations below complete the "Inner Sec
tion . "  The first passage， from "Inner Section， " chapter 1， goes from the begin
ning of the work to the point where the main selection above begins . The 
passage from "Inner Section， " chapter 2， continues where the main selection 
above breaks off. Finally， there are translations of some passages in the 
"Outer Section. " 

此1any parts of "The Origins of Poetry" involve heated discussion of essen
tially "local" issues， reminiscent of modern academic criticism. From the 
perspective of three centuries， Yeh Hsieh appears as an intensely polemical 
writer， heaping scorn on his opponents with homely comparisons and numer
ous rhetorical questions . Because less commentary will be provided with 
these supplementary sections， 1 have taken greater liberties with the transla
tion in order to make it as readable as possible . 
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;寺 始 於 三 白 篇 。 而l 規 模 體 具 於 1奏 。 自 是 而 魏 。 而 六 韌 。 三 唐 歷 宋 元 明 以 至 昭 代 。 土 F 三 于

餘 年 間 。 濤 之 質 文 體 裁 格 律 聲 調 辭 句 。 j軍 官直 升 降 不 |司 O 而 要 之 詩 有 輝、 必 有 流 。 有 本 必 達

末 。 又 有 因 流 而 淵 源 。 循 末 以 返 ;434 。 其 學 無 窮 。 其 理 日 出 。 乃 知 詩 之 為 道 。 未 有 一 日 不 相

績 相 碑 的j 或息 表 也 。
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Poetry bcgan with thc three hundred pocms of the Book of Songs ， and its forms 

wcre structurally complete by thc cnd of thc Han. During the morc than three 

millcnnia from that time until thc prcscnt (passing through the W ci to the Six 

Dynasti凹 ， to the T'ang， on through the Sung， Yüan， Ming， and into our 

present dynasty) ， there have been alternations and variations in all aspects of 

poetry : in the ratios of plainncss and ornamcnt (ch ih * -wen 幣 ) ， gcneric s tructures 

( t 'i仁自 'a i) ， formal rules (長。 九lü) ， sound patterns ，  and diction. What is essential 

in such variation is this :  insofar as poctry has a source， it must also havc 

streams that ftow from it ;  insofar as it has roots ， it must devclop into branches . 

Furthcrmo間 it is possible to follow the streams back to their sourcc or to 

rcvert to the roots by following back along the branches :  the material for study 

here is intìnite and thc natural principlcs (打 著 ) involvcd constantly emergc . 

From this we realize that the coursc of poctry has never ceased in its continuity 

cven for a single day . 

While Yeh Hsieh builds freely on the metaphorical paradigms of the river 
(source and stream) and the tree (root and branch目的p )， it should be understood 
that in Chinese these are far closer to abstractions than they are in English : 
they are roughly origin and organic unfolding. Yeh's stress on the continuous 
organic historicity of poetry responds to theorists of poetry who believe that 
the history of poetry was concluded， that poetry had developed to certain 
unchanging norms which wer巳 ther巳after available to anyone who under
stood them. Note that when Yeh Hsieh says "material for study， " he means 
learning to write poetry well， not the academic study of poetry. 

但 就 一 時 而 論 。 有 盛 必 布 衰 。 綜 于 古 的] 論 。 則 盛 而 必 至 於 衰 。 又 必 自 衰 而 復 盛 。 非 位 的 者

乏 必 居 於 攏 。 緩、 者 之 必 居 於 衰 也 。 乃 近 代 ;it ZT 者 。 f!lJ 日 。 三 百 篇 尚 矣 。 百A 言 必 建 安 黃 初 。

其 餘 諸 體 。 必 唐 之 !一 初 J I 盛 j 而 後 可 。 非 是 者 必 Jt; 焉 O 如1 明 李 夢 防 不i賣 自 以 後 書 。 李 攀

龍 謂 唐 無 古 詩 。 又 ;有 陳 子 昂 以 其 古 詩 在，�� 古 詩 O 弗 取 也 。

If we consider it from the pcrspective of only a single period ，  then whenever 

there is a timc of ftourishing ，  there must also bc declinc .  When we consider it 

from thc pcrspective of all litcrary history， then wc see that a period of 

ftourishing must pass into decli肘， but at the same time it must go 仕om decline 

to 位ourishing again . It is not true that the carlicr writcr is always in the posi

tion of a time of ftourishing and that the latcr writer is always in a position of 

declinc. 

But there are rcccnt theorists of poetry who have declared that while the 

Book of Songs is the noblest [poctic creation] ， poetry in thc fìve-character line 

must follow thc style of the Chien-an [ 1 96-220] and Huang-ch‘u  [220-227] 

rcigns ;  other forms are all right only if they follow the early T‘ang and High 

“ The Origins of Poetry " 539 



T‘ang. They feel it necessary to attack anyone who disagrees . Examples of 

this are Li  Mcng呵yang ' s [ 1 475- 1 529] i吋unction not  to rcad anything aftcr the 

T'ang and Li P 'an-lung ' s  [ 1 5 1 4- 1 570] claim that tbere was no true old-style 

verse in the T‘ang， or his furrhcr claim that therc is notbing wortbwhilc in 

Ch‘en Tzu向ang's [661 一702] old-stylc versc considcred purely as old→tylc 

verse. 

Yeh Hsieh cites here some of the most famous catch自phrases of Ming archaist 
poetics . The argument is essentially that μold-style verse" ( of indeterminate 
length without tonal balancing) reached its formal perfection in the first 
decades of the third century and that any stylistic evolution of the form is a 
falling away from perfection. The question of old啊style verse in the T'ang is， 
in fact， a theoretical touchstone . The early T'ang and the High T'ang provide 
the generic models for regulated verse， but their old-style verse， as repre可
sented by Ch'en Tzu-ang here， is unacceptable. Were literary history bound 
strictly to historical period， then ear1y-T'ang and High T'ang poetry should be 
good irrespective of genre . But for the Ming archaists all value is mediated 
through generic form. Therefore it is not the T'ang per se that flourishes ; 
rather regulated poetry， by its own internal history， happened to reach its 
perfection in the T'ang. 

自 若 章 之 論 出 。 天 下 從 而 和 之 。 推 為 詩 家 1E 宗 o 家絃 而 戶 習 O 習 之 既 久 O 乃 有 起 而 措 之 。

矯 而 反 之 者 。 誠 是 也 。 然、 文 往 往 溺 於 偏 畸 之 私 說 。 其 說 勝 。 則 出 乎 陳 腐 而 入 乎 頗 僻 。 不

勝 O 員Ij 兩 敞 。 lííI 詩 還 遂 I命 而 不 可 救 。

Once thcsc positions had bcen tak凹， it seemcd that cvcryOl1C in thc world 

went along with thcm and set them up as an orthodoxy (cheng*  - t5ung) for 

poets .  As they say， cvcryonc in thc household has to practice the family songs .  

When this practicc had continued for a long tim亡， it was right and cvcn in

evitable that SOI1lC would risc and attack the old positions ， and the attackcrs 

would go to cxtremcs in opposing them . Yct thcy ， too， bccamc evcrywhcrc 

immcrsed in one-sided and private thcorics . Whcncvcr onc of thcse theorics 

of thc antagonists of thc old positions gaincd thc uppcr hand， wc passcd over 

from conformi日t coml1lonplaccs into outlandishness .  When neithcr gaincd thc 

uppcr hand， we had a pair of bad theories . In this w呵， the course of poctry 

seemcd to bc going downhill without hope of being saved. 

Here Yeh Hsieh is referring to the various opponents of archaism that arose in 
the late Ming， such as thε Yüan brothers with their theories of vitalism. Yeh 
Hsieh is intensely aware of the way in which literary factionalism polarizes 
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theoretical positions， how the social circumstances of discourse on poetry 
infect judgment. 

由 稱詩 之 人 。 才 徑 力 弱 。 識 又 矇 為 而不知所衷 。 既不能知詩之源流 。 本 末 。 正 變 。 盛衰互

為 循 環 。 並 不 能 辨古 今 作 者 之 心 思 。 才 力 。 深 淺 。 高 下 。 長 m o 孰 為 1佇 立告 草 。 孰 為 自i 為

因 。 孰 為 流 弊 而 衰 。 孰為 救 衰 而 盛 。 一 剖 析 而 縷 分 之 。 兼綜而條貫之 。 徒 自 認矜張 。 為

部廓隔膜之談 。 以欺 人 而 自 欺也 。 於 是 百 喙 爭 鳴 o 互 自 標榜 。 膠 固 一 偏 O 勦獵 成 說 。 後 生

小 子 。 耳 食 者 多 。 是 非 淆 而 性 情 泊 。 不能不三歎於風雅之 日 衰也 。

Becausc those who claim to know about poctry are short on talent and lack 

energy， thcir judgmcnt is also blindcd and they lack intuitive sensc .  Since thcy 

are incapable of understanding how the source and streams ，  the roots and 

branch的 ， the normativc (chen，r; * )  and mutatcd (pien * ) ，  and flourishing and dc

cline all opcrate in cycl凹 ， they are furthcr incapable of disccrning thc thought 

(hsin * -ssu 叮 of cithcr ancient or modern authors-not their thought， nor the 

cnergy of their talen郎， nor the relativc depth of their work， nor their relative 

levcls ，  nor their strengths and weaknesses . Thcy cannot te11 which ones were 

fo11owers and which ones madc a break with thc past ;  they can' t  te11 which 

were innovators and which were derivative; they can ' t  te11 which ones sank 

into decline and which ones saved 1iterature from decline and made it flourish 

again . They make analyses in minutc detail and combine them with unifying 

synthes凹 ， followed by vain boasts about what they have achicved: their dis

courses are a barrier to understanding;  and in decciving others ，  they are them

selves deceived. Thus we have a hundred voices a11 talking at once， each setting 

up its catch-phrases against the others ， each stuck in some one-sided position 

which is rounded out by plundering others . Their younger fo11owers have 

swa110wed most of 仗 ， with the result that their sensc of what is right is con

fused and their natural responses (hsing*  -ch 'ing * )  arc hampered .  And we can

not help fee1ing discouraged at how thc art of poetry (feng* -ya * )  continual1y 

sinks lower and lower. 

Beneath Yeh Hsieh's fierce denunciation of the poetic theory of his contem
poraries is a remarkable faith that a clear understanding of literary history 
would be a way to redeem poetry from decline.  Like Yen Yü and the archaists， 
all of whom he strongly rej ects， Yeh Hsieh believes that successful poetry 

follows from knowledge， a knowledge of change and transformation that can 
be discovered in the history of poetry. 

蓋 自 有 天 地 以 來 。 古 今 世運氣數 。 遞 變 遷 以 相 禪 。 古云 。 「 天道十年一變 。 J 此理也 。 亦

勢也 。 無事無物不然 。 寧獨詩之一道膠 因 而 不變 乎 。
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Since the beginning of the universe ，  the qualitics of ch ( i替 in the operations of 

history have moved through transformations and shi己的 ， each quality yielding 

to the next . An old saying go凹 ， “ ln thc natural course of things ，  one mut泌的n

occurs each decade" :  this is natural principle ( li 汁 ， and this is also the inhercnt 

momentum (shih * ) .  Since this is true for evcry cvcnt (sh ih 吋 and every thing 

(1州 勻 ， it is most unlikely that the way of poctry alone be hard and fast ，  and 

never undcrgo mutation 

Note that the theory of change here is not one of gradual evolution， but rather 
of sharp changes in direction that occur at particular historical moments .  
Furthermore， Yeh Hsieh does not ground literary history in political and 
social history， but rather sees it as an independent process whose decade
changes follow the same laws of transformation that operate in the rest of the 
world. 

今 就 三 百 篇 言 之 。 風 有 正 風 。 有 變 風 。 雅 有 正 雅 O 有 變 雅 。 風 雅 已 不 能 不 由 正 而 變 o 吾 夫

子 亦 不 能 存 正 而 刪 變 也 。 則 後 此 為 風 雅 之 流 者 。 其 不 能 伸 正 而 言出 變 也 明 矣 。

If we look at the case of the Book of Songs， we note that the “Airs " section 

contains both “normative" (cheng * )  and “ mutated" (p ien* ) “ Airs " ;  in the same 

way the section of “Odes " ( Ya * )  consists of both normative and mutated 

“Odes . " Since even the “Airs " and “Odes " necessarily passed from norm into 

mutation，  and since Confucius [in cditi時 the Book of Songs] could not permit 

himself to retain only the norm while taking out the mutated phases ，  it should 

be obvious that it is impossible to sustain the normative and suppress mutation 

in the later poetic (Feng 仁ya 吋 tradition.

For the discussion of norm and mutation in "Great Preface， " see pp. 的一48
The question of whether "mutation， " pien * ，  was simply change or a falling 
away was an ancient one. Yeh Hsieh stands firmly on the side of those who 
believe that change is not necessarily devolution， and uses the inclusion of 
"mutated" genres in the Book 01 Songs to support his point . In doing so， of 
course， he evades the real issues of traditional interpretation of the Book 01 

Songs， where "good poetry" is not so much an issue as a poetry that is "good" 
by revealing the changes in social and moral conditions . Later he takes up 
this issue directly， separating the history of the Book 01 Songs， which passes 
from norm to mutation accordi月 to the times， from subsequent literary his
tory， which passes from norm to mutation according to poetry's own internal 
laws . 

542 Chapter Eleven 



{美 穌 三字 始 自IJ 為 E. ，方 。 其 時 父 手Í[亡 � l亡 之 卜 九 丘 。 皆 因 乎 三 百 篇 者 也 O 然 不 可 謂 L!IJ JlR 具 於 三

百 篇 。 inl 質 蘇 李 嘉Ij 之 也 。 建 法， 黃 初 之 詐 。 問 於 蘇 等i 與 卜 九 茵 者 也 O 然、 卜 九 品 If 自 古 文: 惰 。

建 安 黃 fJ} 之 持 。 乃 有 獻 酬 O 紀 行 。 頌 德 諾 德 。 遂 開 後 世 積 種 應 酬 等 飯 。 則 因 而 實 為 車IJ 0 此

變 之 始 也 O 三 位 篇 一 變 而 為 蘇 李 。 再 變 Iflj 為 連 灰 黃 1<)) 0 主E 安 黃 初 之 詩 。 大 約 教 厚 ITIJ ì軍 樸 。

中 正 而 遠 惰 。 一 變 而 為 晉 。 如 i登 機 之 總 綿 針i 麗 。 左 思 之 卓 主任 傍 瓣 。 各 不 同 也 。 其 間 屢 變 而l

為 鮑 �，�， 之 逸 俊 o �射 靈 運 之 警 秀 。 附 潛 之 i詹 遠 。 又 ((1 1 顏 延 之 之 藻韻 。 謝 ， Dt 之 J�哥 華 。 江 沌 之 古月

嫌 。 1.貞 倍 之 清 新 。 此 數 于 者 O 干干 不 相 的 。 成 矯 然 自 成 一 家 O 不 肯 沿 襲 前 人 以 為 依 傍 。 蓋 自

六 朝 的! 已 然 矣 。 其 間 健 者 。 如 何 遜 。 如 陰 鏈 。 如 沈 惘 。 立1 1 薛 道 衡 。 差 能 自 立 。 此 外 繁 辭 耨

節 。 隨 波 臼 f 0 歷 梁 陳 衛 以 迄 盾 之 :最 拱 o �重 其 習 r([J 益 甚 。 勢 不 能 不 變 。

During thc Han Dynasty， Su Wu and Li Ling originatcd poetry in thc five

character li肘， and thcir work， along with thc anonymous “ Nincteen Old 

Poems ， " all follows from the Book of SonRs ， Despitc the continuity， one cannot 

say that thcrc arc no diffcrcnces bctwcen the Han pocts and the Book of Songs: 

Su Wu and Li Ling really did originate it .  In the same way， the poetry of  the 

Chicn-an and Huang-ch‘u periods follows from Li Ling ，  Su Wu， and thc 

“Ninetcen Old Poems ， " In thc “Nineteen Old Poems ， "  howev口， thc poet 

simply s tatcs what he feels (ch 'ing 特 ) ， whercas in Chien-an and Huang-ch‘u 

poetry， thcre are already a wholc variety of forms ( t '尸 ) ， including dedications ， 

answcring pocms ， travel poems ， praiscs of virtue， and the likc . These opened 

the way for all kinds of social exchanges in the poetry of latcr ages . Thus we 

can see that the poetry of the Chien-an and Huang-ch'u followed from earlier 

poetry but truly originated， and this is the beginning of mutation .  The tradi

tion of the Book of Songs underwent a mutation and became the poetry of Li 

Ling and Su Wu; there was a second mutation and it became the poetry of the 

Chien-an and Huang-ch、1 . The poetry of thc Chien-an and Huang-ch'u is， as a 

whole， naivc and genuinc， balanced and expressive. There was anothcr muta

tion in thc poctry of the Tsin， whose authors differ from one another; for 

cxample， the continuous ornamcntal amplification in thc poctry of Lu Chi 

[26 1 -303] ， and the splendid unity in varicty of Tso Ssu ' s  [ca. 253-ca. 307] 

poctry . Thcn， in the course of tim亡， there were frequcnt mutations一-the noble 

aloofness of Pao Chao [ca. 41 4-466 J ，  the salient and surprising qualities of  

Hsich Ling-yün [385-443] ， and thc calm rcmotc肘ss ofT'ao Ch'ien [365-427] . 

In addition there was the floridity of Yen Yen-chih [384-456] ， the lofty splen

dor of Hsieh T'iao [464-499] ，  the scductive allure of Chiang Yen [444-50呵 ，

and the clear freshncss of Yü Hsin [5 1 3-58 1 ] .  Alrcady， here in the Six Dynas

t1凹 ， we have rcached the stagc wherc nonc of thcse various poets took any of 

the othcrs as a teacher， and every single one of them stood out as an indepen用

dent 且gure in his own right (tzu ch 'ellg yi-chia) ， unwilling to be mcrely a fol

lower by close imitation of some predcccssOL Even some of the other s tronger 

poets of thc period， such as Ho Hsün， Yin Keng， Shen Chiung ，  and Hsüeh 
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Tao-heng，  were almost  abk to cstablish their indepcndencc. Apart from these 

writers ， the fashion of daboratc diction and stylistic lushness produced con

tinually poorer work through thc Liang， Ch'en， Sui， and on until the Ch‘Ul

kung reign [685-688J of the T冶19 . Poets followcd cstablished practice evcr 

more closely until thc momcntum (shil 戶 ) was such that change was incvitable. 

Yeh Hsieh's admiration for the variety of Six Dynasties poetry is remarkable 
for his age . Perhaps the most interesting theoretical point in this survey of 
poetic history up to the early eighth century is the way in which the concept 
of mutation (pien 叮 shifts from the difference in period style to differences in 
individual style .  Mutation occurs not through some mysterious force of liter
ary history but through individuals voluntarily differentiating themselves 
from predecessors . 1n the early stages mutation is collective:  the writers of 
the Chien-an and Huang-ch'u choose to differentiate themselves from their 
Han predecessors， but their work is treated as a collective move， reflected in 
the strong unity of the period style. Beginning in the Tsin， mutation becomes 
an individual act， with each poet diff巳rentiating himself ( and in so doing， 
carrying the course of poetry further) from predecessors and contemporaries. 
Unlike in the Han， Chien-an， and Huang-ch'u， now any collective period 
style is seen as a conjunction of an independent figure and a group of weaker 
adherents. 

小 變 於 沈 宋 。 古 龍 之 間 。 而] 人A 變 於 間 7c 天 貨 商 海 主 品 李 。 此 數 人 者 。 雖 各 有 所 !必 υ |俏 貨 一

能 為 自J 0 1m 集 大 成 的 杜 甫 O 傑 U:l P口 韓 愈 。 專 家 如 柳 宗 兀 。 如 劉 禹 錫 。 重il 李 賀 。 立1 1 2'[ 商

隱 。 如 村 牧 。 如 1 1希 龜 殼 諸 子 。 - -_._� 皆 特 '11: 興 起 。 其 他 弱 者 O 員Ij 因 fJiJ ttl: 運 。 隨 平 淡 忱 。 不 能

flLdk 0 所 謂 病 人 本 色 也 。

來 初 ; 于 其 唐 人 之 苦 。 如 徐 絃 不 禹 {時 輩 。 純 是 府 音 。 穌 鑄 欽 #辛 苦午， 凹 的 。 的 大 變 。 歐 陽 修 'iI-"

稱 二 人 不泣 。 自 後 諸 大 家 i在 興 。 所 造 tr ii 至 極 。 今 人 一壞 幅 為 宋 泊 者 也 。 自 是 南 宋 令: ic fí

若 不 。 大 家 自I 際 游 范 [次 大 元 H 間 為 最 0 ;年 能 自 兒 其 才 。 有 明 之 衍 。 正:J 做 為 泄 。 霖 的 宋 元

人 立 長 。 初 不 於 唐 宋 兀 人 之 持 有 所 為 '1'1' 鞋 也 。

There was a lesscr mutation in the Ching-lung and Ching恥y位n reigns [708-
712 ] ，  which can be secn in the poetry of Sung Chih-wen and Shcn Ch‘üan
ch‘i .  Thcn a m句or mutation occurrcd in the K冶i-yüan [71 3-742] and T‘ 1cn
pao [71 2-756] reigns in the poctry of Kao Sh油， Ts'en Shen， Wang W口 Meng
Hao-J 阻， and Li Po. Although thc work of each of thcse pocts had aspects that 
were dcvdopcd from earlier poctry ， cvcry one of thcm was able to originatc 
somcthing in his own right. In thc succeeding gcnerations， thcre were a num
ber of poets who cstablishcd 50me distinct quality of affcct :  foremost among 
these were Tu Fu， who achieved the suprcme synthcsis ， and Han Y函， the most 
striking; in addition therc wcre those who werc mJstcrs of some single quali句，
such as Liu Tsung-yüJn [773-8 1 9] ，  Liu Yü-hsi [772-842] ， Li Ho [791 -8 1 7] ，  Li 
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Shang-yin [8 13-858] ， Tu Mu [803-852] ， and Lu Kuci-r肘ng (d .  ca .  881 ] .  

W caker poets simply went along with the historical forces of thc agc and fol

lowed what was current， unablc to 1ift themselves above it: these constitute 

what is known as thc “basic color" (p仰 著 -sc * ) of T'ang poetry . 

At the beginning of the Sung， poets followed closely the former T冶ng

mann白， and the generation of Hsü Hsüan [91 6-991 ] and Wang Yιch‘eng 

[954- 1 00 1 ]  represented pure music of the T'ang . A m句or mutation did not 

occur until the appearance of Su Shun-ch'in [ 1 008- 1 048] and Mci Yao-ch‘en 

[ 1 002- 1 06呵 ， both of whom Ou-yang Hsiu [ 1 007- 1 072] tirelessly praised in 

the highest terms .  Afterwards various authors appeared in ;;uccession， cach of 

whom achieved supremacy in some particular quality .  Modern critics simply 

lump them all together as “Sung poctry . " Nor is there uniformity in the poetry 

of the Southern Sung， Chin， and Yüan writcrs . Each of the maj or poe佑 ， such 

as Lu Yu [ 1 1 25-121C 呵 ， Fan Ch‘cng-ta [ 1 1 26- 1 1 93 ] ，  and Yüan Hao-wcn [ 1 1 90-

1257] ， was able to show his own distinct talent .  Of the carly Ming write泊 ，

Kao Ch'i [ 1 336一 1 374] was the most outstandi時 his work integrated thc 

various strcngths of T‘ang， Sung， and Yüan poctry， and cannot be ranked at a 

disadvantage in comparison to T'ang， Sung， and Yüan poetry simply on the 

grounds that he is a 扎1ing poet. 

Yeh Hsieh here sums up the history of Chinese poetry， bringing it up to the 
mid Ming， where discussion of the history of poetic theory supplants the 
history of poetry. Although by his time most sophisticated lovers of poetry 
were no longer entirely comfortable with the Ming archaist demand for ex
clusive devotion to the High T'ang， there was still a strong inclination to 
describe the history of poetry in terms of a relative ranking of periods . Yeh 
Hsieh displays shocking liberalism in completely denying any inherent value 
in a period ( at least before th巳 mid Ming ) :  his point of view is still that of 
literary history， but it is a literary history comprised entirely of individual 
poets. 

白 不 讀 唐 以 俊 書 之 論 出 。 於 是 稱 詩 者 必 日 店 諱 。 茍 稱 其 人 之 詩 為 宋 諸 c 無 異 1六 日唾 罵 。 謂 唐

無 古 詩 。 并謂 唐 [ 中 J I 晚 Jfj 無 詩 也 0 月益 。 亦 可 怪 矣 。 今 之 人 豈 知 有 能 知 其 非 者 。 然 建

安 盛 唐 之 說 。 鋼 習 沁 入 於 中 心 o r的 時 發 於 ，-1 吻 。 弊 流 rlú 不 可 挽 。 則 其 說 立 為 害 烈 也 O 原 夫

YF 詩 者 之 肇 端 。 而 有 事 乎 此 也 。 必 先 有 所 觸 以 興 超 主主 意 。 r(fí 後 揹 諸 辭 。 屬 為 句 。 敷 之 間 成

章 。 當 其 有 所 觸 而 興 起 也 。 其 :憲、 其 辭 其 11) 劈 竿 而 起 。 皆 白 無 而i 白 。 隨 在 取 之 於 心 。 出 lffí 't.i

情 為 景 為 事 。 人 未 嘗 言 乏 。 而 自 我 始 言 之 。 故 言 者 與 開 頁、 言 者 。 誠 可 悅 I而 永 也 。 使 即 此 :意

此 辭 此 句 昌盛; 有 小 異 。 肉， 見 焉 。 諷!泳 者 已 不 擊 節 。 數 見 則 益 不 鮮 。 陳 陳 露 見 O 齒 牙 餘 l盛 。 有

掩 鼻 而í jß，J 耳 。 譬 之 上 古 立 世 。 飯 土 畫畫 。 l接 上 鍋 。 當 飲 食 未 具 時 。 進 以 一 種善 。 必 為 驚 喜 。 逮

後 伊t �在 1需 荒草、 槍 之 法 興 。 羅 珍 J安 錯 。 無 所 不 至 。 的j 1向 以 上 畫畫 士 淵 之 跑 進 。 口ysp. 0 
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Ever sincc the appcarance of  Li Meng-yang's  position-that a person 

shouldn' t  rcad anythi月 泊er the T' ang-whoevcr is good at poetry will in

evitably have his work dcscribcd as "T冶ng poctry" ;  and if someonc's poetry is 

dcscribed as bcing “ Sung poctry ， " 哎 ' s just likc spitting on him. Thcy [thc 

Ming archaists J claimcd that therc was no truc old-styk verse wrìtten ìn thc 

T'ang， and further claimed that thcre was no poctry worth mentioning from 

thc mid T‘ang and latc T'ang . This should not  bc allowcd to  go unchallenged.  

I t  is impossible that our contcmporarics arc incapable of understanding how 

wrong this is; rather 1 think that thc theory of thc exclusive prceminence 

of  Chicn-an and High T'ang poetry ha5 becomc 50 habitual and firmly en

trenchcd that pcoplc simply takc it for granted . Peoplc rcpeat it without 

thinking and cannot bc rcscucd from sinking into such mindless common

places ， the rcsult bcing that thc harm done by such thcorics is vcry scvcre ﹒ 
Basically， when a person scts out to write poetry seriously， it  is necessary 

that therc first be some expericncc that s tirs his thoughts (y i 叮 ; only thcn does 

hc find words for them， j oin thosc words into lin亡s ， and allow thosc lines to 

unfold into a complcte poem. When it does happen that he cxpericnces som← 

thing and is s tirred， thcn his though的 ， his words ， and his l incs appcar out of 

thin air; and every onc of thcm movcs from non-cxistence into 凹的tcn凹， and 

hc takes thcm from his mind as he finds thcm there. These emerge as s tate可

ments of the affections (rh 'ing 汁 ， of scenc (ching * ) ，  and of event (shih 叮 . What 

no onc else has cvcr said before， 1 can say for thc fÌrst time from my own  sclf. 

For thls reason both thc pcrson who spcaks such words and the person who 

hears sllch words can truly dclight in thcm and prcscrve thcm . But ifyou bring 

out thc samc thoughts ，  words ，  and lincs a sccond timc-evcn if thcrc arc 

minor diffcrcl1ccs in the new vcrsion-then the person who rccites thcm will 

not be caught up cnthusiastically by the poetry. As thcy arc brought out again 

and again， they incrcasingly lose their frC5hness untiJ they becomc common

pJaccs that arc "overripe， " lcading othcrs to hold thcir noses as thcy pass by .  

We m叮 compare the situation to the culinary arts : in carliest antiquity 

peoplc ate fìτom carthcllwarc platcs and drank fr0111 carthcnware jugs ;  and 

sincc at this timc thc full rangc of cuisinc had not yct becll developcd， pcople 

wouJd always bc 

This and the following analogies are close to， but differ in significant ways 
from， Western notions of progress .  Furthermore， they do not at a11 adequately 
illustrate Yeh Hsieh's previous statements of how literary history operates， 
which is by constant mutations that are neither teleological nor cumul的ive
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and by mutations that are governed by only one rule-the avoidance of re
peating what has been done before ( although accidental recurrence remains a 
legitimate possibility ) .  The analogy of cuisine turns instead to another com 
mon model of traditional literary history : the development from simple 
forms to a complete range of possibilities .  Unlike theories of progress ( and 
indeed unlike Yeh Hsieh's own concept of linear mutation offered earlier)， 
this is not a series of discr巴te points that supplant one another but a gradual 
accumulation of variations . 1n the analogy between archaist poetics and the 
continuing use of earthenware utensils， original forms ( "containers吋 are re
tained when history has produced a great variety of "contents" and forms to 
correspond to them. The appeal to culinary snobbishness is less significant 
here than the valid point of the critique : 如1ing archaist poetics could not 
accept the burden of history， and the falseness of their archaic forms was 
always obvious . 

上 古 之 音 樂 。 擊 L 鼓 的 歌 「 康 衛 」 。 其 後 乃 有 絲 竹 抱 有眠 之 情Ij 。 流 至 於 今 O 極 於 h 宮 南 譜 。

聲 律 之 妙 。 日 累一 月 新 。 若 必 返 il，‘ 1M 聽 「 擊 壤 J 之 歌 。 斯 為 樂 乎 。 古 者 穴 居 而 樂 處 。 乃 制 為

宮 宰 。 不 過 衛 風 雨 耳 O 後 世 遂 有 璇 題 瑤 室 O 土 文 繡 ríl日 本; 梯 錦 O 古 省 儷 皮 立志 暐 o i去 做 易 之 以

玉 市 。 遂 有 千 純 百 壁 之 侈 。 使 今 日 告 人 居 以 1長 穴 。 行 鵑 以 儷 皮 。 孰 不l嗤 之 者 乎 。 大 凡 物 之

E軍 事 i曾 華 。 以 漸 市] 進 。 以 至 於 極 。 故 人 之 符 慧 心 思 。 ;在 古 人 始 用 之 。 文 漸 出 之 o IfrJ 未 第 A、

盡 者 O 得 後 人 精 求 之 間 益 用 之 出 之 。 乾 坤 一 日 不 息 。 則 人 之 智 慧 心 思 。 必 無 盡 與 第 之 日 O

惟 叛 於 道 。 民 於 經 。 乖 於 事 理 。 貝IJ 為 反 古 之 愚 賤 耳 O 苟 於 此 數 者 無 尤 焉 。 此 如 f台 幣 然 。 w

磋 Jj; 磨 。 屢 lfoÎ I市 益 精 。 不 可 謂 後 此 者 不 有 力日 乎 其 前 也 。 彼 鍵 在 喜 起 之 歌 。 詩 之 u 主 擊 壞 穴

居 儷 皮 耳 。 � J曾 華 於 三 百 篇 O 高 J瞥 華 於 糢 O 又 增 於 魏 O 自 後 蓋全 態 i恆 生卉 。 爭 新 競 異 。 千 狀 萬

態 。 差 別 井 然 。 茍 於 情 於 事 於 景 於 迎 。 隨 在 有 得 。 而 不 長 乎 風 人 永 言 乏 自 O 則 就 其 討 論 上

拙 可 坪 。 何 得 以 一 定 之 程 格 之 。 而 抗 古 風 雅 哉 。 如 人 適 千 里 者 。 唐 嘆 之 詩 自刊 第 4 步 。 三 代

之 詞 如 第 二 步 。 彼 漢 魏 之 詩 。 以 漸 而 及 O 重口 第 三 第 四 步 耳 。 ffê R幸 者 知 此 數 1志 為 道 ;金 投 ÝÉì 之

所 必 經 。 而 不 可 謂 行 路 者 之 必 於 此數 步 焉 為 歸 宿 。 遂 棄 前 途 而 弗 邁 也 O

1n the music of early antiquity， people beat on earthcnwarc drums and sang 

“The Crossroads . "  But latcr there developcd musical instruments using silk， 

bamboo，  gourds ， and lcath凹， which havc continucd in use down to the pres四

ent， reaching the u1timate sophistication in thc repertoire of southern melo

dies . Every musical subtlety has bccn explorcd， with ncw and different things 

appearing constantly . If now we had to return to antiquity and listen to the 

anClent “Stick-toss  Song， " would wc even consider it music? 

In antiquity pcople lived in cavcs and in trecs . Whcn they bui1t any kind of 

shelter， it was only to protect themselvcs against 5torms . Latcr ages developed 

porphyry capitals for their columns and chambers of malachite， stucco walls 

with intricatc decoration and brocaded timbers . In antiquity folded deerhide 

was used in ceremonies ; later agc5 replaced this with silks and j ade， until finally 

thcre wcrc extravagant displays of silk work and j ade disks by thc thousands . 
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If you announced to somconc in modcrn times that a person should live in 

caves or in the trces and should carry out ccremonies with deerhide， everyonc 

would laugh at you. 

There is a general tendency in things to become increasingly elabora伐，

always going a Iittle bit farther until they rcach an cxtrcme. The wisest and 

most bri11iant thoughts of human bcings were first put into practice and 

gradually devcloped by thc ancients ;  but some thoughts were not fo11owed 

to their 臼11est exte肘， so that thesc remaincd avai1able for later peoplc to give 

them carcfÌlI examination and to usc and develop more fu11y . As the processcs 

of thc univcrsc never re泣， not even for a single day， so wisc and brilliant 

human thoughts arc ncvcr cxhausted. rWhcn wc speak of how human thought 

always discovcrs somethi月 new， we do not mean] opposition to thc Way， 

violcnce to constant trutl芯 ， or running contrary to thc principlcs behind how 

things opcrate (sh ih 叫i特 ) : thcsc are nothing more than thc base s tupidity of 

merely negating the pas t .  If one can avoid making these mistakes ，  then one's  

thOllght becomes like the fashioning of a vessel: cutting，  grinding，  polishing ，  

so  that the morc you  work on i t  the finer it becomes . Nor  can we claim that 

after llS thcre wi11 bc nothing morc to add to what we ourselvcs have done.  

That song of earlicst antiquity in which Y ü expressed his happiness is the 

poetic eqllivalent of the earthenware plate ，  the music ca11ed “S tick-toss  

Song ， " living in a cave， or using dOllble folds of deerhide in ceremonies . 

Onc lcvel of claboration was addcd to it in thc Book 01 Songs， and another lcvel 

of elaboration was added in the Han; then another level was added in thc W白，

and a丘er that every s tance and beauty was explored， each person trying to be 

more novcl than the re仗， with a clear s tructure of diffcrences in a11  those 

thollsands of s tances and manners . I t  is perfcctly a11 right to consider thc rela

tivc qualities of a person's  poem， so long as that consideration focuses on 

whethcr the person achieved what he achieved by the disposition of hi5 affcc

tions (Ch ' itl/Z * ) ，  cvcnts (sh ih 勻 ， thc sccnc (ching * ) ，  and natural principle ( li 勻 ， and

in doing 50 did not do violcnce to the preccpt of the poets of the Book 01 Songs， 

to "make words last long" (yun，\?-yen) ; but thc pocm cannot be properly 

measurcd by 50mc fixcd and dcterminatc form， with the “Airs " and “OdC5"  

used as wcapons against Ì t .  

To use the comparison of a person going on a j ourncy of a thousand 

leaglles ，  thc pocms of earlics 
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The presumption behind this analogy to a j ourney lies at the heart of Yeh 
Hsieh's literary thought:  like Yen Yü he believes that the ability to write 
poetry well comes from following poetry's history; but for Yeh Hsieh， the end 
of that history is deferred indefinitely， or at least not yet reached圖 Yen Yü 
believed that the study of the history of poetry would reveal self-evident 
norms， norms beset by dang巳rs of corruption and decay; thus the history 
should be stopped at a certain point. The Ming archaists agreed with this 
position and radicalized it. For Yeh Hsieh， the values of poetry transcend a 
particular historical embodiment; history is merely change and difference， or 
accumulation and elaboration. If we read Yeh Hsieh carefully， however， we 
realize that even though there may be no moment of perfection， there was a 
Fall， a point after which poetic history unfortunately stopped: this point was 
the mid Ming， when archaist theory came to dominate the world of poetry， a 
moment of reversal. In his several recitations of the history of poetry， Yeh 
Hsieh does not take his descriptions of constant change beyond the early 
Ming; he does not bring the history of poetry up to the present day. In his own 
way， Yeh confronts the paradox of pluralism and relativism， that both are 
undermined by including their own negations. Yeh， of cours巴， chooses to ex
clude the negation， not to admit the Ming rejection of change as one possibil
ity of change; thus we have the uncomfortable stridency of his intolerant 
rejections of all intolerance. 

且 今 之 稱 詩 者 。 桃 唐 虞 而 神 商 周 。 宗 把 漢 魏 於 明 堂 是 也 。 {可 以 漢 魏 以 後 之 詩 。 遂 皆 為 不 得

入 廟 之 1ê 。 此 大 不 可 解 也 O 譬 之 井 田 封 建 。 未 嘗 非 治 天 F 之 大 經 。 今 時 必 欲 復 i�' r(rj 行 乏 。

不 亦 天 F 之 大 愚 也 哉 。 且 蘇 李 五 言 與 亡 名 氏 十 九 首 。 至 連 安 黃 初 。 作 者 既 已 增 華 矣 。 �Il 必

取 法 于 初 。 當 以 蘇 李 與 十 九 首 為 宗 。 則 ?lj; 吐 藥 產主 安 黃 初 之 詩 可 也 。

Those who claim mastery of poetry thesc days take the ancicnt Kings T'ang 

and Yü as their earlicst ancestors and do obcisancc to thc Shang and Chou 

dynasties 的 thc next level of their ancestry ， The sacrifìccs to their immediat亡

ancestors arc performed in the temples ofHan and Wei. But why is it that none 

of thc poems after thc Han and the W ci ever get to bc thc obj ccts of worship in 

their chapels?  l t  is utterly incomprchcnsiblc . Take the analogy of thc ancient 

feudal liege system and thc wcll-fìcld systcm [by which land was dividcd into 

nine parts， farmed by cight peasant familics ，  thc  ninth part going to the  statc] : 

thcse have always becn thc permancnt principlc for good government of the 

wholc world; but at the samc timc if one had to return to ancient ways and 

tried to put thcm into practic亡 ， it would also bc the biggcs t  s tupidity in the 

world. 

When we reach thc Chicn-an and Huang-ch‘u reigns ， we fìnd that the 

writers have added a new level of elaboration to the fìve-character間line poems 

of Li Ling ，  Su Wu， and the anonymous “Nineteen Old Poems . " If we must 

always take our rule (fa * )  from thc earlicst cxampl凹， then w e  should make Li 
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Ling， Su Wu， and thc “Nineteen Old Poems " the ancestor of our lineage-in 

which ca仗， it is quitc proper to reject the poetry of the Chien-an and Huang

ch'u. 

The target here is archaist admiration for the poetry of the Chien-an and 
Huang-ch'u. As is usually the case with polemicists， Yeh Hsieh is misunder
standing and simplifying his adversaries here : the archaists did not generally 
hold to the simple notion that earlier was better; rather they believed that 
each form developed to a point of perfection， then declined. Although he 
mentions various forms， Yeh Hsieh tends to think of poetry as a single whole. 

詩 盛 f泠 第3 1' 0 然 蘇 李 十 九 首 之 意 。 貝自 浸 衰 矣 。 使 郭 中 諸 子 。 欲 其 一 一 摹 做 穌 李 。 尚 且 不

能 。 且 頁)、 不 欲 。 乃 於 數 干 裁 之 後 。 胥 天 F 而 盡 傲 曹 劉 之 口 吻 。 得 乎 哉 O 或 H 0 r 溫 柔 教

厚 。 譜 敘 也 。 j獎 魏 去 古 未 遠 。 此 意 猶 存 。 後 此 者 不 及 也 。 J 不 知 溫 柔 敦 厚 。 其 意 也 O 所 以

為 體 也 。 揹 三三 於 用 則 不 同 。 辭 者 。 其 文 也 。 所 以 為 用 也 。 返 乏 於 體 則 不 異 。 漢 魏 之 辭 。 有

漠 魏 之 溫 柔 敦 厚 。 唐 宋 元 之 辭 。 有 唐 宋 兀 之 溫 柔 敦 厚 。 譬 之 一 草 一 木 O 無 不 得 天 地 之 陽 春

以 發 生 。 草 木 tJ 億 禹 詳 。 其 發 吐 之 情 狀 。 亦 以 億 萬 計 。 而 未 嘗 白 相 同 一 定 之 形 。 無 不 為: 然

皆 具 陽 春 之 意 。 t!去 得 日 。 若 者 得 天 地 z. 陽 春 。 而 若 者 為 不 得 者 故 。 且 過 柔 敦 厚 乏 旨 。 亦 在

作 品 niljl 而 IVî 之 。 如匠 、 執 而 泥 之 。 )1IJ 巷 伯 「 投 界 J 之 章 。 亦 難 合 於 斯 言 矣 。

Poetry tlourishcd in Yeh [the capital of the Ts ‘ao ' s  during the Chien-an] ， but at 

the same time the mode of thought (yí 叮 found in thc poetry of Li Ling ，  Su 

Wu， and the “Nineteen Old Pocms" sank into decline .  Had the writers of Ych 

been forced to imitate Li Ling and Su Wu in every detail， not only would thcy 

have been unable to do so， they furthermore would not have wantcd to do so .  

Now，  several thousand years later， can  we get  everyone in the  whole world to  

imitate evcry one  of the acccnts of the Ts 'ao ' s  and Liu Chen [d .  2 1 7] [Chien-an 

pocts ] ?  

Somc s ay  that what i s  t o  bc learned through poctry i s  " gcntleness and 

genuineness"  and that sincc the Han and Wci wcrc s till not far from antiqui句，

this intent (y i勻 的11 cndured then in ways that no later pcriod could match. 

What they fail to understand is that " gcntleness and gcnuinencss " is thc intent 

(y i叮-that is ，  how thc cmbodimcnt (作 ) is constituted-and that the realiza

tion (yw校) of this intcnt will not be always thc same. Wording (tz 'u 特 ) is the 

patterning (wcn* ) ， which is thc way in which it [the intent or cmbodimcnt] is 

rcalizcd; [and though thc wording may diffcr， J if we go back to the cmbodi

me帥， there is no differencc. The wording of Han and Wei poetry contains the 

Han and W ci vcrsion of gentleness and genuincness ，  but  the  wording ofT'ang ，  

Sung，  or Yüan poctry has thc T‘ang， Sung， or Yüan version of gentlencss and 

gcnumeness 
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Take， for cxample， evcry single plant and trce， a11 of which arc brought to 

lifc by recciving the bright forccs of the spring .  These plants and trces can be  

rcckoned in  thc billions，  and thc circumstantial manncrs (ch 'in，í?仁chuang) in  

which thcy come to life can also bc rcckoned in thc billions . Nevcr among a11 

these is there a singlc prcdctcrmincd ， identical shape (hsing 汁 ， yet a11 alikc are 

replete with the wi11 (intc肘， yi汁 。f the bright forces of spring .  No one can say 

that some of these havc received thc bright springtime forces of the world， 

while others havc not. 

In the same w呵， this principle of gcnuincness and gcntlencss is to be found 

in thc writer ' s  spirit (shen * )  and is made manifest there . If you try to grasp it 

too tightly and tie it down， thcn a case likc the stanza of " The OfIìcer of the 

Inner Palace" [Book of Songs 200] which speaks of “ throwing them [slanderers 1 

to the wolves and tigers " will be rather hard to reconcile with thc statement on 

“gentleness and genuineness . " 

For a similar critiqu巳 of literalist versus "free" interpretation of the Book of 

Songs， see the passage from Mencius， pp. 24-26 .  Yeh Hsieh accepts the Con自
fucian dogma， enunciated in the Book of Rites， that the Book of Songs im
parts a lesson of "gentleness and genuineness" ( wen-jou tun -hou) ，  and that 
this remains a value for all subsequent poetry. But the analogy of the infinite 
circumstantial variety of nature， Yeh Hsieh's favorite analogy， allows for the 
manifestation of the principle in a wide variety of ways . Even the overt hos
tility of the "Officer of the Inner Palace" is simply one manifestation of 
"gentleness and genuineness"  ( although Yeh Hsieh does not attempt an ex
plicit reconciliation of the principle and the tone of the passage ) .  One falters 
in attempting to translate a phrase such as wen -jou tun-hou， loaded by tradi
tion with a richness of association : it suggests a depth of honesty and good
ness， a genuineness of feeling， a generosity. 

從 來 豪 傑 之 土 O 未 嘗 不 隨 風 會 而 Lfj 。 而! 其 力 MiJ 當 能 轉 風 會 。 人 見 主j� 隨 乎 風 會 也 。 HlJ n 其 所

作 者 o 與 古 人 也 。 見 能 轉 !風 會 者 。 以 其 不 襲 古 人 也 。 則 FI 今 人 不 及 古 人 也 。 無 論 居 古 人 千

年 之 筱 o I!fJ þrJ 左 思 主 魏 未 述 。 其 才 豈 不 能 為 建 安 詩 耶 O 當耳 其 縱 橫 擲 隙 。 f俾 關 于- 古 。 絕 無 絲

毫 茵 劉 餘 習 。 鮑 照 乏 才 。 泡 出 儕 偶 o 1(fJ 中! 甫 稱 其 俊 逸 。 夫 俊 逸 則 非 建 安 � 色 矣 O 千 載 f毫 無

不 擊 的 此 兩 人 之 詩 者 。 正 以 其 不 龔 建 玄， 也 。 奈 何 去 ，f， 從 遠 。 翻 以 此 繩 人 耳Il o Jd 夫 風 雅 之 有

Lf 有 變 。 其 LF. 變 f系 于 時 c 謂 政 治 風 俗 之 由 得 rflT 失 。 由 陸 的j 持'J 0 此 U B寺 言 詩 。 時 有 變 的 詩 周

之 O 時 變 而 失 正 。 詩 變 而 仍 不 失 其 lE 0 故 有星星 無 哀 。 詩 之 UP、 也 。

In the past ，  bold and outstanding mcn have always cmerged， moving along 

with the currents of the times [fe句仁huí; lit . ， “ the conjunction offeng* "] ，  and 

thcir force has been capablc ofbending those currents (feng* -huí) . When people 

see that such men move with the currents of thc time， then they say that their 
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writings are thc authentic work of thc ancicnts . But when thcy see that such 

men are capablc of bcnding the curren肘， they will say that the modern writer 

is uncqual to the anci凹的 bccause he docs not follow them closely . Wc don ' t  

havc to go a thousand ycars aftcr thc ancicnts in  order to observe this 

phenomenol1 .  Takc the casc of Tso Ssu lca. 250-ca. 305 ] ，  who was 110t  far re

moved from the Wci period . Of course his talent was capable of producing 

poetry in thc Chien-an manner . But whcn we obscrve both his grand sweep 

and his anxious falterin軒， his  proud gazc that lookcd down on all thc  pas t ，  we 

hnd not thc icast trace of thc lingering poctic habits of writers like Ts‘ao Chih 

[ 1 92-232J and Liu Chcn. The talent of Pao Chao [ca. 41 4-466] rosc far above 

his contemporaries 多 and Tu Fu praiscd Pao ' s  " dashing aloofnes s . " A quality 

like "dashing aloofncss "  is hardly the basic color (pen-s♂ ) of Chien-an poetry . 

Thc reason why a thousand years after these poets everyone s till rcsponds 

instinctivcly to thcir work is that thcy did not follow the Chien-an closcly 

Why is it then that thc tàrthcr wc go from antiquity ， thc more we find this 

kil1d of criterion l1sed to restrict writcrs ? 

In the “Airs " and thc “Odcs " of the Book of Songs therc is both norm 

(d的19* ) and mutation (p ie月 * ) . When thcy speak of norm and mutation as 

being contingcnt on the times ， they arc referring to the way in which govcrn

mcnt and customs pass from success to failurc， from splendor to corruption 

This is speaking of poctry in tcrms of thc times :  therc are  [ social and political] 

nlut泌的ns in the ti凹的， and poctry gocs along with thcse .  When the  timcs 

nndcrgo a mutation and tàll from thc norl11 ， poetry undcrgocs a l11utation and 

yct does not fall from its norm . Thus 且ourishing without dcclinc is thc sourcc 

of  poetry. 

Yeh Hsìeh here takes up the canonical position articulated in the "Great Pre
face" to the Book 01 Songs， that poetry manifests the changes in the society 
around it. If the proper "norm刊 cheng* ) of poetry is to express the conditions 
of the age， then when the age undergoes a mutation， poetry must change 
along with it in order to pr巴serve its "norm."  This is close to Platonic and 
Aristotelian mimetic theory， that the "good" of an imitation is indifferent to 
the "goodness" of the thing imitated ( though Yeh Hsieh， like th巳 Mao
exegetes of the Book 01 Songs， would probably insist that the response to bad 
times would be lament-that ìs， the response of a good person-rather than 
simply a mirroring of bad times ) .  Thus in its essence or origins， poetry re
mains normative in undergoing mutations and therefore can remain in a state 
of flourishing even amid social dedine . The alternative would be a poetry 
that refuses to changε with the times， and thus falls away from its norm. 
Having discu且8位! the "source， " Yeh Hsieh next discusses the li日 流 ， the "cur
rents" or multipIe "streams" that follow from the source .  
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吾 吾 後 代 之 詩 。 有 正 有 變 O 其 正 變 係 乎 詩 。 謂 體 格 聲 調 命 意: 措 辭 新 故 升 降 之 不 同 。 此 以 詩

孟 a幸 O 詩 遞 變 前j 時 隨 之 。 故 有 漢 魏 六 朝 唐 宋 元 明 之 有 ;為 盛 衰 O 惟 變 以 救 正 之 衰 。 故 遞 衰 遞

盛 。 詩 之 流 也 。

1 would say that in the poetry of later ages there is both norm and mutation;  

but in this case ，  the way in which norm and mutation are linked to poetry is in 

differenccs in formal models ( tγ -ko 汁 in tonc (sherzg-tíao) ， in the ways in 

which concepts are formed (mírzg-y i持 ) ， in diction (tz 'u * ) ，  in novelty versus 

archaism， in movemcnts upward and downward. Hcrc we are discussing the 

times in terms of their poetrγ poetry undergoes a mutation and the times 

follow along with it .  Thus we have had alternations of flourishing and decline 

in the Han， Wei， Six Dynasties ，  T'ang，  Sung， Yüan， and Ming;  and only by a 

mutation wcre people ablc to redeem the declinc of the norm. Thus an alterna且

tion of flourishing and decline occurs in thc strcams ( l iu) of poetry . 

Part of the difficulty here is due to the fact that Yeh Hsieh has shifted the 
meaning of "the times" from cultural and political history to literary history. 
The changes between flourishing and decline that occur in this case refer not 
to large cultural processes but to "T'ang poetry" or "Sung poetry. " Hence he 
can say that when poetry changes， the times follow: this seems to be a state
ment about period style， rather than a grandiose claim regarding poetry's 
capacity to reform the world. The claim is essentially that poetry has ac
quired its own history and， at least in the aspects he mentions， is no longer 
tied to social history as the Book 01 Songs was . 

In its "source" or "root" aspect ( associated with early poetry)， poet叮 lS
set in the context of the civilization as a whole :  here， because it perfectly 
manifests the condition of the civilization as it passes through phases of 
norm and mutation， poetry is a continual flourishing that knows no decline . 
In poetry's 句tream" or "branch" aspect ( associated with later poetry)， there is 
both flourishing and decline : some purely external aspect of poetry ( formal 
models， tone， diction， etc 一the "stream" or "branch" aspects ) passes into 
decline and needs to be redeemed by a mutation that announces a new period 
and restores poetry to a flourishing condition. 

從 其 源 而 論 。 如 百 川 之 發 源 。 各 異 其 所 從 出 。 雖 萬 派 而 皆 朝 ;7� 於 海 。 無 弗 向 也 。 從 其 流 而

論 。 如 河 流 之 經 行 天 下 。 而 忽 播 為 九 河 。 河 分 九 而 俱 朝 宗 於 梅 。 則 亦 無 弗 同 也 。

To considcr poctry in terms of its source， it rcscmbles the way in which all 

rivers spring from their source; and though each differs in the way it goes ， 

even branching into thousands of tributaries ， s till all makc thcir way together 
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to the sea .  In this aspcct thcy arc a11 thc samc. But if we considcr poetry in 

terms of its strcams， it is likc the way in which the stream of Ye110w Rivcr 

passes through the whole world and then suddcnly divides into the Nine 

Courses ; and y哎， though the Y cllow River divides into nine parts， a11 make 

their way togcther to thc sca .  And in this case， too， a11 are the same. 

Yeh Hsieh's analogies sometimes obfuscate more than they clarity. In this 
case， his rhetorical desire to stress the ultimate unity that underlies surface 
differences in poetry overcomes his attempt to make a contrast， so that both 
analogies are pretty much alike. Poetry is presumed to have a unified source 
and a unified "end" ( all streams kuei， "return， " to the sea) but are manifest in 
human history and human space by difference 

體 考 j突 魏 以 來 之 譜 。 循 其 微: 流 升 降 O 不 得 謂 正 為 源 而 長 盛 。 變 為 流 而l 始 衰 。 惟 正 臼 flífr 衰 。

故 變 能 做 盛 。 如 建 玄， 之 詩 。 Jl 矣 盛 矣 。 相 沁 久 1m 流 於 衰 。 後 之 人 力 大 者 大 變 。 }J 小 名 小

變 。

If  we make a historical survey of poetry since the Han and Wei， tracing the 

movement from source to strcam，  along with poctry' s  periods of rise and fa11 ，  

we cannot correlate the two antithctical movcm凹的， claiming that norm is the 

sourcc and always flourishing ，  whilc mutation is the s tream and the point 

where poetry passes into dcclinc .  Rather there are times when thc norm suffcrs 

a gradual decline， at which point a mutation is able to rcinitiatc flourishing .  

Takc for an example the poetry of the Chien-a口 ， which was both normativc 

and flourishing in the highcst degrec: a丘er fo11owing along its course for a 

long time， its streams passed into decline. Aftcrward， those with grcat power 

produced great mutations，  while those with lcss powcr produced lcsscr 

mutatlOns 

Yeh Hsieh seems to understand the collective forces of history as essentially 
entropic. Against historical entropy are great individuals whose literary his
torical value is measured by the quantity of force their work exerts against 
entropy. In literature a11 change follows from such individuals .  

六 朝 諸 詩 人 。 問 能 小 變 。 rnT 不 能 獨 間 生 固 。 「主 初 i{t 其 卑 靡 俘 豐龍 之 習 。 句 i愉 字 比 。 非 古 非

律 。 持 之 極 衰 也 。 而! 陋 者 必 11 。 此 詩 乏 相 J位 于 正 也 。 不 知i 質 I�， 之 積 弊 而 衰 也 。 迫 開 寶 諸 詩

人 。 始 一 大 變 O 彼 陋 者 泊、 日 。 此 前 之 至 正 也 。 不 知 質 問 正 之 至 衰 。 變 n的 為 五 盛 也 。 盛 )去 諸

詩 人 。 惟 能 不 為 建 安 之 ，1; 詩 。 百一 乃 謂 唐 有 l111守 。 若 必 萃 漢 魏 乏 直空 調 字 句 。 此 i英 魏 有 詩 。 而

)去 1îl� "ì 詩 矣 。 11 彼 所 謂 陳 于 lMj 其 lii 詩 且有 市 詩 。 IE 惟 于 ffl 能 白 為 古 詩 。 所 以 為 于 昂 立 口寺

耳 。 然 吾 納 ;自 子 昂 0:1 詩 。 尚 蹈 襲 J幫 魏 臨 的〈 。 竟 有 全 似 阮 籍 詠 懷 之 f'f' 宿 。 失 自 家 體 段 O 猶 當
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f 昂 刁、 能 以 其 占 持 了兩 古 2年 。 J'J 翻 勿 耳其 其 自 1品 市 詩 O 不 ì!F 異 于 。 杜 甫 三主 持 。 包 源 流 。 綜 正

變 。 自 !有 以 前 。 在1 1 淒 魏 z i草本|、 古 雅 。 六 朝 之 五哀 闢 樸 纖 。 滄 遠 韶 秀 。 甫 詩 #\Ji -� 1、 備 。 然 出 於

甫 。 皆 甫 之 持 。 無 一 字 也，n� 前 人 之 誰 也 。 自 甫 以 後 。 在 皆 如 韓 愈 李 賀 之 奇 界 。 劉 禹 錫 杜 牧

之 tít 傑 O 劉 長 別l 之 流 利 。 溫 庭 筠 李 前 隱 之 輕 豔 o 以 至 宋 金 元 明 乏 詩 家 。 稱 巨 學 者 無 慮: 數 十

古 人 。 各 白 他; 有 翻 異 O 而 雨 無 可 三 為 之 間 先 。 此 其 巧 無 不 到 。 力 無 不 舉 。 長 星星 於 干 市 。 不

能 哀 。 不 可 哀 者 也 。 今 之 人 凶 翠 然 芳: 本i 矣 。 功、 生o tl 之 為 杜 。 乃 合 i要 魏 六 制 手1 後 1'<: 干 百 年 之

請 人 而 陶 鑄 之 者 乎 。

Here and thcrc among the poets of thc Six Dynasties ， there werc some who 

werc capable of producing lcsser mutations， yet they wcre not capable of 

showing us a fully individual and living face. Early in thc T 'ang ，  poets fol

lowed that tradition of clcvcr playflllness and sensllality， with a mechanical 

parallelism of words and lines that was neithcr old-style versc nor regulated 

verse :  this was poetry in thc cxtrcmc of decline. Yet therc are blockhcads who 

always say that thc early T'ang is poetry in its most perfcct norm because it 

continlles the traditions of predecessors . They do not recognize that here the 

norm has in fact rcachcd its nadir of declinc. A major  mutation fìrst occurs 

with thc pocts of the High T'ang， of thc K'ai-yüan and T‘ien-pao rcigns . And 

herc again those blockhcads say that this ， too ，  is poctry in its most perfect 

norm， not recognizing that in this case poctry had come to the ultimate in 

declinc by following the norm and that now it had come to fìourishing once 

again precisely by  a mutation away from that norm 

In regard to the question of whether the poets of  the High T 'ang were or 

were not capable of writing old-style verse in the Chien-an mann口， my opin

ion is that thc T'ang did indecd produce old-stylc verse worthy of the name. If 

this is taken to mean imitating the tone and lines of Han and Wei poetry ， then 

the T'ang did not have that kind of old-style vcrse-that belonged to the Han 

and Wei . Moreover， whcn such critics claim that Ch'en Tzu-a時 [661-702]

[mistakenly] considered his old-stylc vcrse to be authentic old-style vcrse， 

what thcy really mean is that Ch‘cn Tzu-ang was capable of producing his own 

old-style vcrse and thus it is Ch‘en Tzu-ang ' s  poctry [rather than a generic 

old-style versc] . 1， on the other hand， would go so  far as to say that Ch'en 

Tzu-ang ' s  poetrγ followed so closely in the tracks of thc Han and Wei poets 

that hc produced somc works which are cxactly like Juan Chi ' s  [21 0-263] 

“ Singing My Fcelings" ( Yung-hua i ) ，  and that， in doing 50 ，  he lost his indi

vidual stylc. Undcr the circumstances ， isn ' t  it strange for those critics to swcar 

that Ch‘en Tzu-ang ' s  old-style verse cannot bc considered real old-style verse ，  

and then no t  to  accept the old-style vcrsc hc  wrote in  his own manner? 

Thc poctry of Tll Fll cncompasses both sourcc and stream，  includes both 

norm and mlltation， and nothing that went bcfore him is left out of the scope 

of  his poctry-from the simplicity and ancicnt dignity of  Han and Wei poetry 

to the lushly ornamental t 
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ity that is a1so found in the poetry of that period .  However， whatever Tu Fu 

produced was Tu Fu's  own: therc was not a word or a linc that was not his 

poctry but the poctry of some predccessor .  

Aftcr Tu Fu， without evcn putting our minds to 哎 ， we can reckon in thc 

hundreds thc number of poets with powerful and shaping talcnts : the daring 

strangcness of Han Yü [768-824] and Li Ho [790-81 叫 ， thc outstandi時 manli

ness of Liu Yü-hsi [772-842] and Tu Mu [803-852] ， thc smooth fluency of Liu 

Ch'ang-ch'i時 [d. ca. 785] ， the playful scnsuality of Wcn T‘1月咀yün [ca .  8 1 2-

866] and Li Shang-yin [ca .  8 1 3-ca.  858] ， and from thosc poets on through the 

Sung， Chin， Yüan， and Ming .  Each was  a rarc and unique wonder， and yet  Tu 

Fu was the precursor of evcry single one of them. Thcrc was nothing to which 

his skill could not rcach， nothing that his strength could not lift; he flourishes 

forev凹， and can neither pass into decline nor be allowed to pass into decline .  It 

is an indisputablc fact that the prcsent rcvcrcnce for Tu Fu is unanimous;  but 

do peoplc rcalizc that what makes Tu Fu uniquc is his capacity to fusc  and 

shape a11 the pocts of thc Han， Wci， and Six Dynasti白， along with the pocts  for 

a mi11ennium after him? 

Despite his  doubts about his  own contemporaries' understanding of Tu Fu， 
Yeh Hsieh's explanation of his genius is very much in 1ine with one rnajor 
lineage of critical evaluation of Tu Fu. Tu Fu is the nexus into which all 
earlier poetry flows and is rernade; at the sarne time， the variety of Tu Fu's 
work is the irnpetus for the variety of poetry in corning centuries .  

唐 詩 為 八 代 以 來 一 大 變 o 車車 怠 吉克 唐 詩 之 一 大 變 O 歧， 力 大 。 其 忠、 雄 。 糊 起 特 為 鼻 iffli 0 宋 之 蘇

梅 歐 蘇 主 賞 。 tf 愈 為 之 發 其 端 O 可 謂 極 盛 。 而 俗 儒 且 謂 怠 詩 大 變 漢 魏 。 大 變 星星 窟 。 牛仔 格 而

不 許 o foJ 異 居 版 蚓 之 穴 O 習 聞 其 長 鳴 。 聽 洪 鐘 之 響 而 怪 之 。 織 竊 然、 議 之 也 。 自 1念 豈 不 能 擁

其 鼻 。 鈞、 其 吻 。 而j 效 俗 儒 為 建 安 閱 寶 之 詩 乎 哉 O 開 質 立 詐 。 一 時 非 不晶 。 .;1車 至 大 !替 貞 元 元

和 之 間 o ?�r 其 影 響字 句 者 且 百 年 。 此 百 餘 年 之 詩 。 其 傳 者 已 少 殊 尤 出 類 之 行 。 不 (專 者 更 nJ

知 矣 。 必 待 有 人 焉 起 而 接 正 立 。 則 不 得 不 改 絃 liH 更 張 之 。 敢 當 自 謂 陳 言 之 f寄 去 。 ?但 y!; D寺 陳

言 之 ;(;.!; 禍 。 必 Í'l lt'， 於 目 不 豆、 見 。 101 司、 推 開 右 。 使 大 f 人 之 心 思、 干干 慧 。 日 腐 爛 均 沒 於 陳 言

中 。 排 之 有 比 於 救 焚 段 話� 0 自I 不 力 守主 。 而 俗 儒 日 翎 何 ??t t且 ri 會、 所 斥 之 除 這 。 以 為 秘 異 。 ITn

l 口 投 受 。 口J 不 哀 I郎 。

T‘ang poctry was the singlc grcatcst mutation in eight dynasties ， and the poet

ry of Han YÜ was the singlc greatest mutation in T‘ang poetry . His strcngth 

was grc泣 his thought had a manly vigor; and he stands out sharp1y as an 

important foundcr . Sung pocts such as Su Shun-ch ‘in， Mei Yao-ch 'en ，  

Ou-yang Hsiu， Su Shih， Wang An-sh出， 3nd Huang T‘ing-chien a11 had their 

beginnings from Han Yü; and this can well be said to be flourishing in the high

est dcgrcc . Conventiona1 scholars ， howcvcr， think that sincc Han ' s  poetry rep-
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resents a major  mutation of the Han and Wei 1egacy， as well as of the High 

T‘ar嚕， his work is totally unacceptab1e . Such an opinion is no different from 

living in some insect ' s  hole and growing accustomed to the sounds made 

there， to think the resonant tones of a great bell are bizarre and mutter criti

cisms of it .  There is no question that Han Y ü， had he wanted ， cou1d have made 

himself imitate the accents of the “Chien-an" or “K冶i-yüan and T‘ien-pao" 

poetry that conventiona1 s cho1ars wrote. This is not to say that K' ai-yüan and 

T'ien咱們o poetry did not flourish each in its own time; but by the time of the 

Ta-li ， Chen可yüan， and Yüan-ho reigns [the latter part of the eighth and early 

ninth centuries 1 people had been going along with its influence and diction for 

a century. And of the poem s that have been preserved from this period of  

more than a century ， there arc vcry few works that are truly outstanding-we 

can well imaginc the qua1ity of thc works that were not prcserved! If  they had 

to wait unti1 someone appearcd who would prod them back onto thc right 

coursc (cheng 汁 ， i t  i s  obvious that this pcrson wou1d have t o  play i n  a new key. 

Han YÜ himse1f said that he should do his utmost to rid himself of common

p1acc language; when we imaginc the harm done by commonp1ace 1anguage at 

the tim亡， therefo間， wc rcalize this statement must havc arisen from something 

he cou1d not bear to see or hear . If the sharpness of mind of everyone in the 

world is progressively rotting away and sinking into commonp1ace 1angua阱，

then gctting rid of such 1anguage can be compared to putting out a fire or 

rescuing someone from drowning.  Isn ' t  it right in such a case to use force? It  i s  

indeed a pity that conventiona1 s cho1ars have gleefully taken those very com

monp1aces denounced by Han YÜ as their most treasured antiquities ， rare mys自

teries to be kept close and passed on from one foo1 to the next. 

Although Yeh Hsieh's reverence for Tu Fu follows contemporary critical con
sensus， the credit that he accords to Han Yü's poetry is singular. A minority 
of the best literary scholars had always considered Han YÜ to be one of the 
greatest poets of the T'ang， but few would give him the preeminence that Yeh 
Hsieh accords him here . The aggressively discursive qualities of Han's best 
poetry were far from the subdued delicacy that was conventionally con
sidered "poetic. " Yet this is just what Yeh Hsieh justifies in Han Yü's work : 
a force necessarily applied to break the in巳rtia of habit . 

故 晚 唐 詩 人 。 亦 以 陳 言 為 病 。 但 無 愈 之 才 力 。 故 日 趨 於 尖 新 纖 巧 。 俗 儒 即 以 此 為 晚 唐 詬

厲 。 嗚 呼 。 亦 可 謂 愚 矣 。 至 於 宋 人 之 心 手 。 日 益 以 傲 。 縱 橫 鉤 致 。 發 揮 無 餘 蘊 o 非 故 好 為

穿 鑿 也 。 譬 之 石 中 有 寶 。 不 穿 之 鑿 之 。 則 寶 不 出 。 此 未 穿 未 鑿 以 前 o 人 人 皆 作模 綾 皮 相 之

譜 。 何 如 穿 之 鑿 之 之 實 有 得 也 。 如 蘇 軾 之 詩 。 其 境 界 皆 開 關 古 今 之 所 未 有 O 天 地 萬 物 。 嬉

笑 怒 罵 。 無 不 鼓 舞 於 筆 端 。 而 適 如 其 意 之 所 欲 出 。 此 韓 愈 後 之 一 大 變 也 。 而 盛 極 矣 。 自 後

或 數 十 年 而 一 變 O 或 百 餘 年 而 一 變 。 或 一 人 獨 自 為 變 。 或 數 人 而 共 為 變 。 皆 變 之 小 者 也 。
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其 間 或 有 因 變 而 得 盛 者 。 1;在 亦 不 能 無 rl:J 變 !而] 益 衰 者 。 大 拭 市 今 作 者 O 卓 然 白 命 。 必 以 其 才

智與 古 人 相 衡 O 不 自 稍 為 依 傍 。 得 人 籬 F 0 以 糊 其 餘 唾 o 稱 之 而 似 O 貝1) 優 孟 A 冠 。 竊 之 而

不 似 。 貝Ij 畫 虎 不 成 矣 。 故 寧 什 {乍佈] 悔 。 白 領 l紋 。 如 皮 |海 諸 人 是 f!I 0 乃 才 不 及 健 兒 。 假 他

人 餘 焰 。 妄 自 偕 千三 稱 霸 。 賞 則 1. 1馬 耳 。 生 機 既 然 。 [面Hd 哼 哈m 0 ittì發 J 芳 。 疲 骨 丹、 打 。 而

猶 侈 口 而 談 。 亦 M 謂 耶 。 惟 有 IVJ 末 造 。 請 fíí} 泊 者 。 專: tHk 傍 1:W; 主i 1:� 事 。 不 能 得 古 人 之 興 會

神JljJ 0 勾 票1 字 禍 。 (衣 樣 王先 獻 。 如1 小 兒 干表 示 。 徒 打 i時 神 。 持 背 自在 似 o �II 幫、 IJX; 訕 。 令 人 喊 I而 卻

走 耳 c. 7'; 妄 白 稍 許 j 'l 0 此 得 11于 人 某 某 立 法 。 尊 )起 !去 者 。 早早 唐 上J 佬 。 俱 不 j封 兩 O 近 或 釘 1.'.)， 踐

劉 1.，� 標 傍 .，!j o 舉 世 從 風 。 tJ. 劉 長 蚓J l，� 正 ìJJ( 0 究 其 '且 不 jl，& L( 絞 劉 淺 利 車:ii 崗 。 易 於 亭、 做 η j美 叫

來 斥 元 。

The pocts of the latc T 'ang also hcld commonplace languagc to be a serious 

problem; but they lackcd thc strcngth of Han Yü' s  talcnt and thus spent tbeir 

days pursuing clcver novclty and fìnc points of craft .  It is this rhat conven

tional scholars consider to bc the most rcprehcnsible aspect of latc一于' ang

poctry， and in this again they show thcir s tupidity ， 

When we reach thc stylc of thc Sung poc肘， wc tînd that tht了y progrcssivcly 

brought moτe and more into thc open; thcy probed cvcrywherc they could and 

held cvcrything up for scrutÌny so  that nothing was kept hidden or in rcserve; 

and they obj ccted to pnrposc臼1 craft ，  carving and cutting，  Onc may makc an 

analogy to a j ewcl in rock : if you don ' t  cut  and carvc at 述， thc jcwel won ' t  be 

brought out .  Furthermorc， thc unclcar and superficial words that everyone 

produccs beforc thcy engage in thc craft of cutting and carving cannot 

comparc with thc rcal achievcment that comes when a piece is workcd on 

thoroughly 

In the case of Su Sh詣' 5 poetry， thc worlds (ch in，ít*  -chieh) brought to light in 

his poctry had never existcd bcfore: cverything that is in Hcaven and Earth， 

the delights ， the laughter， thc scorn， and the rage， are a11 driven to dancc 011 thc 

tip of his brush.  And the way his poetry follows his mood wherever it takes 

hil11 is the single grcatest mutation in poetry aftcr Han Y泣; it is a ftourishing of 

poctry in the highest dcgrcc 

Aftcrwards a mutation in poetry occurrcd ìn intervals ranging from twcnty 

years or so to morc than a cCll tury . Somctimcs a singlc pcrson produced a 

mutation all by himsclf; s0l11etil11cs scveral writers j oincd forccs to produce a 

mutatioll;  but all wcre minor as far as mutations wcre concerncd . Among 

thcsc pocts thcre wcrc somc who rcachcd thc statc of ftourishing by going 

along with thcse mutations ;  howcvcr， thcrc wcre，  of司 coursc司 some who went 

along with thc mutation and sank evcn more deeply into decline 

On thc who矢， whcn writcrs of past and prcsent havc acted with indepen

dence and sclf-assurancc， thcy havc fclt it ncccssary to wcigh their intclligencc 

and talents against the greatest oldcr writers ; they have becn unwilling ，  evcn 

in thc slightcst w呵， to be anothcr pcrson ' s  followcr or to acccpt the shcl ter 

of anothcr ' s  el11incnc亡， to glcan the droppings of greatness ， lf you plunder 
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anothcr writer' s  work and cnd up resel11bling hil11 ，  then you are likc Yu Mcng 

in thc borrowcd robcs of Shu自sun Ao [roughly cquivalent to Patroclus in the 

arl110r of Achilles] ; but if you plundcr anothcr writer ' s  work and don ' t  end up 

rcscl11bling your sour白， thcn you have the provcrbial papcr tiger. Such 

writcrs are quite happy to bc a l11el11ber of an entouragc and lcad a regil11ent :  

P ‘ i  Jih-hsiu and Lu Kuei-l11eng are cxal11ples . But if h i s  ta!cnt is not equal to a 

truc warrior 's  and the writcr l11crely borrows the dying flal11e of  another， 

falsely usurping the throne and dcclaring hil11sclf overlord， thcn he is nothing 

l110rc than a clay statue. Since thcre is no rcal lifc in hil11， just a painted appear

ancc， oncc thc floods of a hcavy rain COl11C ，  ncither flesh nor bone will rel11ain .  

Even if thcy make grand and extravagant clail11s ，  what does it finally l11atter? 

At  last we havc the final phasc of thc 此1ing dynasty， when evcryone who 

clail11ed to understand poctry gave their cxclusive attcntion to copying earlier 

works . Unablc to achicvc either thc intuitivc understanding (hsíng *  -hu í )  or the 

principlc of spirit (shen * - l í叮 of thc early writers ，  they tried to l11il11ic  thel11 as 

closcly as possible by stolcn lincs and plundercd phrascs ， likc the senselcss  

babbling of a vcry young child lcarning to spcak:  even though thc sounds 

resel11blc adult spccch， they don ' t  l11can anything .  Such poets l11akc us groan 

and flce. But they themselvcs dcclare in their blind sclf-admiration， “This 

work has achieved such and such a method (fa * )  of the oldcr writers . "  

Nothing later than the High T‘ ang cver passcs the lips of thosc who revere 

it. Somc rcccnt critics have even clevated thc poetry of Ch'ien Ch‘i [722-780] 

and Liu Ch'ang-ch 'ing [d. ca .  785] as their s tandard ， and an entire generation 

has bcen swayed by their influence ({eng* )  to take Liu Ch'ang-ch'ing as the 

normative (cheng * )  tradition. But the real fact of the mattcr is that the fluency 

and facile perfection of Ch'icn Ch'i ' s  and Liu Ch'ang-ch‘ing ' s  poetry makes 

them casy to imitatc .  And on no bctter grounds than this ， these recent critics 

will scoff at Sung poetry and dismiss Yüan poctry . 

Liu Ch'ang-ch'ing and Ch'ien Ch'i are supremely "minor" poets， and Yeh 
Hsieh's insight into the reasons for their popularity explains one strain of 
shockingly bad poetic taste in the Ming and Ch'ing : because the study of 
poetry was so closely tied to composition， there was a tendency to develop 
values implicitly based on teachability. A similar force can be seen at work in 
the admiration for minor ninth-century poets in the Southern Sung. 

又 將 祟 :末， 詩 者 。 竊 陸 游 范 成 大 與 元 之 元 好 問 諸 人 妙11 秀 使 麗 之 句 。 以 為 秘、 木 。 昔 李 攀 龍 襲 漢

魏 古 詩 J;!: 府 。 易 一 二 字 便 居 1.:t 己 的 。 今 有 用 偉 范 及 元 詩 句 。 或 顛 倒 一 二 字 O 或 全 竊 其 面

日 。 以 盛 誇 於 ttt 0 儼 主 騷 壇 。 傲 院 今 古 。 豈 惟 風 雅 道 衰 。 抑 "J 窺 其 背fcj 智 矣 。 大 凡 人 飾、 才 則

心 忠 不 出 。 如、 膽 則 筆 墨 畏 縮 。 無 識 則 不 能 取 舍 O 無 力 則 不 能 自 成 一 家 。 而且 謂 古 人 可 悶 。

世 人 可 欺 O 稱 格 稱 律 o tft 求 豆子， 也J 0 動 以 法 度 緊 殿 。 扳 駁 錄 悶 。 內 既 無 具 。 援 一 古 人 為 門
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戶 。 籍 以 壓 倒 眾 口 。 究 之 何 瞥 見 古 人 之 具 i面 甘 O 而 辨 其 詩 之 源 流 木 末 正 變 盛 衰 之 相 囡 哉 O

更 有 竊 其 腐 餘 o í'白 白 論 說 。 互 相 祖 述 。 此 典 詩 選 之 厄 O 故 禍 不 揣 。 謹 以 數 千 年 詩 之 lE 變 。

盛 衰 之 所 以 然 。 略 為 發 明 。 以 俟 古 人 之復 起 。 更 列 數 端 於 左 。

或 間 於 余 日 。 [ 詩 可 學 的I 能 乎 。 J FI 0 I 可 。 J 日 o I 多 讚 古 人 之 詩 。 而 求 工 於 詩 師

傅 焉 。 可 乎 。 J 曰 o I 否 。 」 日 。 「 詩 既 可 學 而 能 。 而 又 謂 讀 古 人 之 詩 以 求 工 為 未 可 。 竊

惑 焉 。 其 義 安 在 o j;余 應 之 日 。 「 詩 之 可 學 而 能 者 。 盡 天 下 之 人 皆 能 讀 ，"i. 人 之 詩 而 能 詩 。

今 天 下 之 稱 詩 者 是 也 O 而 求 詩 之 工 而 可 傳 者 O 肘 子l' 在 是 O 何 則 。 大 凡 夫 姿 人 力 。 次 敘 先

後 。 雖 有 生 學 困 生日 之 不 同 。 而 欲 其 詩 之 工 /fii 可 傳 。 則 非 就 詩 以 求 持 者 也 。 我 今 與 予 以 詩 言

詩 。 于 因 未 能 知 也 。 不 若 倩 事 物 以 譬 之 。 而 可 曉 然 矣 。

But there have also becn somc who advocatc rcvcrcnce for Sung poetry and 

who steal the gentle， comfortably beautiful lincs of Lu Yu [ 1 1 25- 1 2 1 C月 ， Fan 

Ch‘cng-ta [ 1 1 26一 1 1 93] ， and Yüan Hao-wen [ 1 1 90一 1 2571 of thc Yüan， taking 

thesc pocts as their secrct treasures . Earlier Li p'an世lung [ 1 5 1 4- 1 570] imitated 

the old可style poctry and yüehJu r folk ballads 1 of thc Han and Wei by changing 

one or two words and thcn giving it out as his own work . Today we have 

people who use Lu Yu， Fan Ch‘eng-ta， and Yüan Hao-wen by turning a 

phrase around here and thcrc or stealing thc overall appcarance of  onc of their 

poems; for this such writers have becomc the talk of the age and lord it over 

the world of poctry， casting haughty glances at evcryone el吠， past and pres自

ent. Not only is this a decline in the Way of poetry (feng * -ya 著 ) ， 1 don' t  even 

sec any particular skill in it 

It is gencrally true that if a pcrson lacks talent (ts 'a i* ) ， his thoughts (S5U 叮

don' t  come out readily; jf the person lacks courage， then pen and ink shrink 

back in anxiety; if the person lacks j udgme肘， then he doesn' t know what to 

keep and what to discard; if the person lacks force， he can ' t  establish himself as 

a fully independcnt fìgure. Some pcoplc think， however， that the older writers 

can be fcigned and the present deceived : such pcoplc make much of formal 

s tructures (如 叮 and regulations (lü) ; and in trying to get good li肘s and 

phrases ，  they always apply thc most rigidly s trict rules and weigh them by the 

most minute measures . Lacking what is nccessary within themsclv的， they put 

themselvcs under thc protective authority of onc of thc older writers and use 

that writer to imprcss thc crowd to awed silcnce . But if we look a little more 

deeply， we rcalizc that such pocts have never really sccn the truc appearance of 

the older writ亡的 ， nor do they understand thc relation bctween source and 

s tream， roots and branch口 ， or flourishing and decline.  l:3ut to go further and 

rob the last tattcrs of flcsh from thosc oldcr writers ， to discuss poetic theory in 

grandiloquent tones ， and to sct up thesc lineagcs of master and transmitter

these things suggest that the fate of poctry is in great dangcr. We must scrupu

lously cxamine how norm and mutation and flourishing and decline have 

takcn place in the past fcw millcnnia;  by clarifying this in general terms ， we 
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may hopc that the kind of poetry produced by the older writers will risc again . 
1 havc set forth a few points regarding this in the following sections 

Somconc put the qucstion to me whcther an ability for poetry might bc 

dcveloped by study， and 1 responded that it could. But that pcrson went on to 

ask， “May a person then seek succcss in poetry and a literary ocuvre worth 

sharing and preserving by reading much in the poetry of the older writers ? "  

This time 1 told him “No ! "  H e  again : “ I 'm afraid 1 don' t  quite understand what 

scnse there is in admitting that an ability for poetry can be developed by study， 

but further maintaining that success in poetry cannot be achicved by reading 

much in the poetry of the older writers . "  

1 answered him thus :  Y ou ask why it is that an ability for poetry can be 

developed by study， so that cvcryone in the world can rcad the poetry of the 

older writers and， by doing so ，  themselvcs dcvelop an ability for poetry， such 

people bcing the sort who nowadays claim expertise in poetry al1  over the 

world.  And yet when it comcs to the question of seeking success in poetry and 

something worth sharing and preserving， then thc case is different and is not to 

bc accomplishcd in the same way. In this gcneral question of relative prece且

dencc and degree in thc relation bctwccn natural endowmcnt and what can bc 

accomplished by individual c丘b此， even though innate knowlcdgc and hard

won e丘ort arc quitc diffcrcnt， the real issuc ís that if you want true success and 

somcthing worth prescrving， then you cannot seek poetry in poetry. If I were 

to spcak to you right now about poetry i日 its own terms，  thcrc would be no 

way you could undcrstand; it is better to take some event or obj ect as an 

examplc， and then it wil1 be clear . 

This passage is almost a touchstone of Yeh Hsieh sty1istically， in the struc
ture of his thought， and in the statement of his position. Yeh Hsieh wants 
essentially to change the grounds of discourse， to shift the question to some
thing that cuts across the common issues of Chinese 1iterary thought . This is 
hard enough in any language : most people are willing to be reflective about 
an answer， but they cling passionately to the question. In the tradition of 
classical Chinese discourse， to reject simple alternatives and redefine the 
problem was a herculean task. 

Yeh Hsieh's interlocutor poses the time-honored question of the relative 
importance of innate abi1ity as opposed to what can be accomp1ished by 

study. In doi月 so he assumes that "study" refers to poetry as a domain in its 
own right， separate from all others : the legacy of Yen Yü has reached fruition， 
and people take for granted what Yen Yü had to say polemically-that poetry 
is a fully autonomous realm. Yeh Hsieh wants to reply that poetry can be 
perfected by study ìn the sense that a person can grow and learn， that a refl凹，
tive understanding of the world will improve poetry， yet that no amount of 
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the study of poetry per se will contribute to writing major poetry. In short， 
here and elsewhere， Yeh Hsieh tries to oppose the legacy of Yen YÜj and the 
most difficult part of such opposition is that he must set aside a whole range 
of hot critical questions which grew out of positions in "Ts'ang-lang's Re
marks on Poetry. " He accomplishes this by setting up an apparent paradox， 
then showing that the paradox is paradoxical only by making certain assump
tionsj by revealing the assumptions， he is able to call them into question. 
These concerns are clear in the following passage， which explicitly concerns 
itself with "ground" or foundations . 

今 有 人 焉 。 擁 數 篤 金 而 謀 起 一 大 宅 O 門 堂 樓 熙 。 將 無 - 不 極 輪 笑 之 美 。 是 宅 也 。 必 非 憑 空

結 撰 。 如 海 上 之 蟹 。 如 三 山 之 雲 氣 。 以 為 樓 臺 o 將 必 有 所 託 基 焉 。 而 其 基 必 不 於 荒 江 窮

盡星 。 負 郭 僻 巷 。 揪 隘 卑 濕 之 地 。 將 必 於 平 宣 高 敞 O 水 可 舟 械 。 陸 可 車 馬 者 。 然 後 始 基 而 經

營 乏 。 大 廈 乃 可 次 第 而成 。 我 謂 作 詩 者 。 亦 必 先 有 詩 之 基 焉 。 詩 三三 墓 。 其 人 之 胸 襟 是 也 。

有 胸 襟 。 然 後 能 教 其 性 情 智 慧 O 聰 明 才辨 l汰 出 。 隨 遇 發 生 。 隨 生 即 盛 。

Let us say there is a person with a vast fortune who plans to ercct a huge 

mansion， whose gates and halls and buildings and corridors will all be thc 

ultimatc in beauty in height and many chambers . Now such a mansion cannot 

bc constructcd on cmptiness ，  likc a miragc ovcr the sea or like cumulus clouds 

resembling mountains . There must be a foundation for the terraces and tall 

buildings to rest on. 如loreovcr ， that foundation cannot be  in the ftood plain of 

a river， or in a narrow ravine ，  or backed up against the outer ramparts of a city 

wall， or in some back alley， or on low and soggy ground.  It  must be set on 

some level， high， and spacious ground， near waters so that it can bc reached by 

boat ，  and with ftatlands for the movement of horse and carriage: only in these 

circumstances can you begin the foundation and carry out the construction，  

completing the great hall in its  proper order. 

1 would say that anyone who would write poetry must first have the 

foundation for poctry . And the foundation for poetry is in that person's  capac

ity for feeling .  Only a白er thcrc is a capacity for fecling can thc person's  naturc 

(如mg莓 -ch 'ing * ) ， his intelligenc亡， his sharpncss of w前， and analytical talents be 

brought forth ， coming into being according to what he has cxpcricnced (yü) ， 

and ftourishing as they comc into being .  

"Capacity for feeling， " hsiung-chin， is analogous to the notion of  "sensibil
ity" of late-eighteenth-century England and Europe.  It is a fostered capacity 
to let oneself be moved by things， under the assumption (a questionable 
assumption) that such capacity for response is "natural， " as opposed to the 
artificial barriers to feeling imposed by social convention. 
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千 古 詩 人 推 杜 甫 。 其 詩 隨 所 遇 之 人 之 底 乏 事 之 物 。 無 處 不 發 其 JE 君 王 。 憂 禍 亂 。 悲 時 日 。

念 友 朋 o fÞ i'j. 人 。 懷 遠 道 O 凡 歡 愉 。 關 愁 。 離 合 。 今 苦 之 惑 。 0 -- 觸 顯 而 起 。 因 遇 得 題 o

因 題 達 情 。 問 情 敷 句 。 皆 閃 甫 有 其 胸 襟 以 為 基 。 ÞII 星 宿 之 海 。 萬 源 從 出 。 如 j贊 縫 之 火 。 無

處 不 發 。 如 月巴 士 決 壤 。 時 雨 一 過 。 天: 喬 百 物 。 隨 類 !而 興 O 生 意 各 別 。 Ifr! 無 不 具 足 。 即 由日 甫

集 中 樂 遊 圈 七 古 一 篇 。 時 甫 年 續 三 卡 餘 。 當 開 寶 盛 峙 。 使 今 人 J.;í !lt 0 必 鋪 陳 颺 頌 O 藻 麗 雛

結 O 無 所 不 僅 。 身 在 少 年 1易 中 。 功 名 事 業 。 來 日 未 苦 短 也 。 何 有 乎 身 世 之 感 。 乃 甫 此 詩 。

的íj 半 ÐIl 罩、 事 無 多 排 場 。 忽、 申;專 「 年 年 人 醉 」 一 段 。 悲 白 髮 o 荷 旱， 夭 。 而 終 之 以 「 獨 立 蒼

茫 J 0 此 其 胸 襟 之 所 苦于 託 例 如 也 O 余 叉 嘗 謂 E哥 王 義 之 獨 以 法 書 立 極 。 非 文 辭 fl' 手 也 。 蘭 亭

之 集 。 時 貴 名 甘ft 畢 會 。 使 時 手 l� 序 。 必 版 力 鉛i 寫 。 設 美 萬 端 。 決 無 一 請 稍 涉 荒 涼 者 。 而 義

之 此 序 。 寥 寥 數 話 O 託 意 於 拉p 觀 俯 者是， 字 的 禹 彙 。 係 之 感 慨 O 而 極 於 先 生 三三 痛 。 則 義 之 之 胸

襟 。 文 何 如 也 。

Tu Fu is the most admircd poct of all til11e， and his poel11s follow directly from 

the pcoplc， s cenes ， cvents ， and things hc experienced (yü) ; and through these 

everywhcre there appeared his conccrn for the rulcr， his worrics about thc 

horrors of war and rcbellion， his sadness at til11C'S  passagc， his longing for his 

frien血， his lal11cnt for people of forl11er tim白， and his thoughts on his far 

travcls .  Everything that touchcd (仰的 him-whether delight or melancholy 

or separation or reunion or the contrast between past and present-every 

single one of these arose through an encountcr with something of the sal11C 

kind (lei叮 [i . e . ， an encounter with something that produccd a categorical asso

ciation with those different kinds of feelings ] . He found his topics according to 

what he experienced and communicated what he felt (ch 'ing叮 according to the 

topic. All this occurrcd because Tu Fu had for a foundation [of his poetry] his 

own unique capacity for feeling .  Like the Sea of Constellations [the source of  

the Yellow River] from which ten thousand springs flow;  likc a fire  started by 

flint and tindcr that breaks out  evcrywhere; like rich soil and loam which， once 

thc scasonal rains pass over， burgeons with li丘， each thing arising (hsú懲辦 )

according to its kind ( lei勻 ， and thc life in each of those things differe肘， but 

every one of them adcquate and complete. 

Frol11 Tu Fu's collected pOCl11S takc thc old-stylc pOCl11 in seven-character 

lin口 ， “Lo且yu Park" :  whcn Tu Fu wrotc 此 ， he was only just  ovcr thirty， and it 

was thc full splendor of the K' ai-yüan and T‘ien-pao rcigns .  Had one of our 

modcrn poets written 此， the pocm would havc bccn a rhetorical celebration in 

the highcst degree， with evcry intricatc ornament imaginable . How could such 

a writ口， finding himsclf in a world of young men， with an ambition for great 

accomplishmcnts and fame， not yct disturbcd by thc shortness of thc days 

ahead of him， be s tirrcd (如何 特 ) b y  thc prccarious rclation between self and 

world? But Tu Fu， in the first half of the poem， dcscribes the s cenc and the 

occasion without great elaboration， then suddcnly shifts into thc section begin-
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nmg “every year the pcrson is drun丸 " where hc worries about white-haired 

old age， feels his debt to Hcaven， and cnds up "s tanding a11 alonc in a bleak 

cxpanse . "  The way Ìn which Tu Fu's  capacìty for fcclilJg is invested (chi - t 'o) in 

this is incomparable . 

1 would a1so suggcst that Wang Hsi-chih [321 -379] of the Tsin dynasty set 

thc highcst s tandard in calligraphy， but was not a rnastcr of 1iterarγ composl

tÌon . The gathering at Orchid Pavilion was an asscrnbly of a11 the farnous and 

noble rnen of the age; and when thcy had Wang Hsi-chih， the greatest master 

of the a阱， write the preface for the pocrns composcd at the gathcring ，  surely 

hc would do his utmost to dcscribc the assembly with a thousand points of 

ftattcry and prais亡， and without J single word that touchcd on anything in thc 

IcJst dJrk Jnd desolate. Yet in his preface W Jng Hsi-ch油， with just  a fcw 

words of sornber melancholy， invcstcd that attitudc ( t 'o-)' ;叮 in the obj ects of  

the universc， seen abovc and bclow; he contil111Cd with thc unhappiness that 

this s tirred in him， and concluded with the pain of thoughts of dcath . Wang 

Hsi-chih ' s  capacity for fccling was a1so incornparable. 

What strikes Yeh Hsieh most strongly about Tu Fu's poem and Wang Hsi可
chih's "Preface for the Orchid Pavilion Gathering" is not 80 much natural 
feeling ( for the enthusiasm of a social group is a180 natural feeling) as the 
且bility to violate literary and social expectations and， in doing so， to compel 
the reader to acknowledge the truth of what was said. The capacity to violate 
expectations is for Yeh the confirmation of the writer's independence， Yeh 
Hsieh's highest value ， And the natural response defined against social de
mands always seem to Yeh more "natural" than the natural response that 
comes in conformity to social demands ; the latter is suspect 

也 是 言 之 。 有 是 胸 襟 以 為 墓 。 r盯 後 可 以 為 討 丈 。 不 然 。 直在 日 誦 萬 言 。 吟 千 凶 。 浮 智l嵩 辭 。

不 從 中 出 。 釘l 剪 穌 之 花 。 根 得 既 無� 0 生 意 白 絕 O 何 異 于 f� h是 riTl fl 字 也 。 J'; 們 本 者 o wt 布 其

萃 矣 。 必 將 取 材 。 而 1、L JP � 樓 之 木 。 拱 f[I; 之 枷iJt辛 。 ljy 之 j丘 地 闖 關 村 市 之 間 而 能 勝 也 O 當 不

f申 述 H 勞 ι ;j( 坪Ij 湖 之 恨 1'1拉 υ 江 漢 之 豫 孽 。 若 各 "Y 以 為 棟 J，� 段 。 :'í'， 者 可 以 為 他 為 柱 。 jj 勝 任

而j 愉 快 。 )'; 兒 山 自IHu [出 之 帆 。 則 夫 作 泊 者 。 既 令 胸 襟 。 必 取 材 於 古 人 。 原 本 於 三 百 篇 楚

驗 。 ì受 j年 1]令 模 魏 / ， 中i� m 宋 諾 大 家 。 皆 有E 會 其 布 的7 。 得 其 ，rli!lJ哩 。 以 是 為 泣 。 lF 不 傷 捕 。 7命 /f;

傷 任 。 麗 司、 傷 J字 。 I(� 不 傷 僻 。 決 !�� :\，:IJ 緝 令 剝 之 病 。 乃 時 于 i乎 每 取 捷 徑 於 近 代 常 !時 之 間 人 O

成 以 兩 位 。 或 以 處 名 。 稱 其 |防 故 字 句 。 以 為 他、 本 o ui可 做 得 所 宗 主 。 口p 可 以 得 其 人 之 贊 揚 獎

的 。 正j-: ?卡 未 嘗 見 il， 人 。 TnJ 才 名 L� 甲 成 矣 。 和] 異 J-; 寸 之 木 。 而 遠 j可 以、 rJt 牛妻 耳15 。 幸? 此 等 之 材 。

然 而鼠 不 可 為 大 )吏 。 f!iJ 數 橡 茅 把 之 居 。 用 之 亦 不 勝 任 。 將 兒 韌j l;苦 地 O 腐 爛 而 不 可 友 。 故 有

基 之 f去 。 以 主主 取 材 為 急 急、 也 。 既 有 材 矣 。 將 用 其 材 。 必 荐 )刊 之 前l 後 呵 。 得 工 師 大 院 指 揮

之 。 材 乃 不 忱 。 為 險 為 樑 。 為 樣 為 悅 。 悉 前 r(1J 無 絲 毫 ，� 憾 。 ，11: 然 一針 。 布 方 老 圈 。 :在 國 者

力 。 本 H束 之 材 rnJ 為 柄 。 怔 柱 之 材 而 為 恆 。 ;大: 下 劉丹 小 ;主 Iil一 人 寧 少 耶 。 tU 固 自 成 誦 古 人 之 詩 數

鳥 的 。 涉 田品 經 史 使 亦 不 F 驗 ? 正常 口 o i-1t ;客 車 則 B {Ff! I谷 J，jj" 偽 。 空 H正 J{'.J 牽 η 隘 小 膚 冗 種 種 諸
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習 。 此 非 不 足 於 材 。 有 其 材 的] 無 記 心 。 不 能 用 1m 杜 之 之 故 也 O 夫 (午 前 者 。 要 見 �; 人 之 自 命

處 。 著 眼 處 。 (11' 息 處 。 命 辭 處 O 出 于 處 。 無 一 -riT 苟 。 而 痛 去 j乏 自 己 本 來 描í fI 0 立f1 醫 者 之 治

結 疾 o 先 盡 蕩 其 的i 垢 。 以 理 其 清 處 。 的l 徐 以 古 人 之 學 識 神 :fIf 充 之 。 久 之 而 又 能 去 古 人 之 前

目 。 然 後 匠 心 而 出 。 我 未 嘗 摹 擬 古 人 O 而I 古 人 互 為 我 役 。

Considering the question in the light of thesc two writers ， a person can pro間

ducc poetry and prose worthy of the name only whcn the capacity for fceling 

is present to serve as the foundation [of a writer ' s  work] . Othcrwis亡 ， cven if 

you compose ten thousand words a day and chant a thousand poems ， they wil1 

be insubstantial echocs and shallow rhetoric that do not come from within; like 

flowcrs cut from colored silk， since they havc no roots ，  therc wil1 be no life in 

them. Is this any different from building a house in empty space? 

When building a house， once you havc laid the foundation， then you mus t  

get timber [ ts 'a i 瓣 ， “material ， " “ talent" ] . Timber that comes from a trec that 

grows on a tiny tomb-mound13 or from some catalpa or pawlonia whosc 

trunk can be encircled with two hands ，  the sort of wood that can be had close 

by at gates and village marke的， can never bear their weight .  Y ou should not 

shrink from seeking your timbcr in far places nor from going to great trouble， 

but rather try to get teak and ebony1 4  from the lands of Ching and Hsiang and 

camphor from the region where the Yangtze mccts the Han . Some of this 

wood can be used for the beams and timbers ;  the rest can be madc into pil1ars 

and columns; when you have somcthing that can bear the s train comfort? b峙，

then you can avoid the problems of splitting and warping .  

In writing poetry， once you have the capacity for feeling ，  then you should 

gct your materials (ts '仰著 ) from the older writers : take the Book oJ Songs and thc 

Li Sao as your sourcc， and steep yourself in the currents of thc great writers of 

the Han， Wci， Six Dynasties ，  T‘ar啥， and Sung . Bc able to understand the 

implications in thc work of every one of thcm， and grasp their spiritual prin且

ciples (shen * - l i叮 If you write your poetry in this way， it won ' t  be common

place when it is normative (chen，R * ) ;  and when it is unusu泣， you won' t  run the 

risk of having it turn out to be mcrely bizarre; your beauty won't  slip into 

vapid prettine鈴 ， and your erudition wil1 avoid obscurity ; finally， you wiI1 

completely escape the problcm of plagiarism 

In contrast ，  the so-cal1ed masters of this age always take short-cuts by 

going to well-known contemporary writers or to writcrs of recent times ， 

eithcr bccausc of thcir high social position or bccause of their baseless reputa

tion.  From thcse they steal the formal s tructurcs ( tγ -ts 'a i) of poems along 

with lines and phrases ，  makÍng those works thcir secret treasures . 1 5 Their in

tention is that， having takcn a certain person as an authority ， thcy can obtain 

that pcrson's  praisc and encouragement.  In their whole lives ， they may never 

have secn the poetry of the oldcr writers ;  but s till thcy can develop a reputation 

for talcnt (ts '圳 特 ) very young . Therc seems little diffcrence between this and a 
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sapling of an inch in diametcr all at once finding itself higher than thc pinnacle 

on which it grows . I t  goes without saying that matcrial (“ ‘叮叮 of this sort can ' t  

be used to  make a great hall; it could not  evcn take the weight of a few rafters 

and a thatched roof. A day will come when it will collapsc to the ground ，  

rotten inside and unablc to  support anything .  Thcrcforc， after laying thc 

foundation， it is of the greatcst importance to be good at sclecting the right 

materials 

When you have thc matcrial， you must bc ablc to make usc of it; for it  will 

be successful only if well used. If you get a mastcr architcct to direct thc work， 

thc material won' t  bc wastcd . The beams ， raftc郎 ， columns ， and pillars will all 

be exactly right， and thcrc won' t  bc the lcast causc for dissatisfaction .  Other

wisc you will find that there are not a few inferior carpcnters in thc world who 

round what should bc sguarcd and sguare off what should be roundcd， who 

wastc thc timbcrs for making roof bcams by making of thcm raftcrs for th，、

eavcs ，  and who waste the timber for the upright supports by making thcm into 

decorative pillars . In the samc way it really docs happen in our agc that somc

one will have thoroughly rcad through tcns of thousands of poems by thc 

older writers and will have madc his way through hundreds of thousands of 

words in the Classics， historics ， and literary collections ，  but s till when hc scts 

his own brush to paper， he will come out with colloquialisms，  weary com

monplaccs ， woodcnness ，  crampedness ，  narrowncss ，  shallowness ，  and every 

kind of bad habit that you can imaginc . ln this case， it is not that the matcrial 

was somehow inadequatc; thc reason is rathcr that he lacks thc master crafts

man's  mind and， unable to make use of 此， wastcs the good material hc has . 

In writi月 poet門， 1t lS esscnt凶 to see thc proj ccts that the oldcr writcrs set 

for themsclv白， wherc they focused their attention， whcre they formcd con

cepts (抖著 ) ， whcre they detcrmined how to phrase things (mi1l5l-tz 'u * ) ，  and 

whcre they put their intentions into practicc . A pcrson who wants to learn to 

write poetry can ' t  be haphazard in any of these mattcrs ， and must painfully get 

rid of his own original appearance in thc work. This is likc whcn a doctor sets 

out to CLlre a case of boils， hc firs t washcs away the dirt that has collectcd to 

make it clean and clear . 1 6  Gradually that space will be filled with the learning，  

j udgmcnt， and spiritual principlcs (shel1 九li汁 。f the oldcr writcrs .  Thcn， aftcr a 

long time，  hc can again ge 

Th泌 的 one， very explicit version of the formation and education of a writer in 
traditional China : the successful presentation of self in literature is always a 
return to self， a self mediated and perfected by having been other. The tradi-
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tion is first assimilated until ìt replaces thε raw， uneducated self; finally the 
self reemerges with the tradition internalized and organized by this second 
self. There were many theorists who firmly believed one should never aban
don the raw， primary self; but everyone who believed in education believed in 
some version of the model Yeh Hsieh proposes here . Some theorists failed to 
articulate the element of return to self strongly enough ( among them the 
Ming archaists ) ， but no one believed in the complete repression of the self in 
favor of the older writers . 

彼 fr '主 者 。 既 善 用 其 材 而 不 枉 若 乃 成 矣 。 三1': 1走 不 "f 無 丹 艘 祐 率 之 功 n → 經 俗 1_ 京R) 染 o iit 

;j;，ù 有 識 所 1嗤 。 夫 叫 純 淡 則 無 味 。 純 朴 則 近 哩 。 勢丹、能 如 畫 家 之 有 不 改 色 。 古 稱 才卡 夫; 自干 不 為

功 O 女 辭 吝 o 斐 然、 之 章 采 也 。 必 本 之 前íJ 人 。 抖2 其 麗 而 則 。 典 而 r!-1 才可 lì司 從 事 焉 。 HlJ 華 質 並

茂 。 無 夸; 精 制 炫 之 態 。 乃 可 員 也 c 't'i tt U 富 鹿 為 工 。 本 無 奇 蔥、 。 而 飾 l:I 奇 字 。 才� .JI' �. 物 。

!而 1)11 以 其 名 圳 忱 。 味 如 | 嚼 蠟 。 展 誦 末 泥 。 (13 覺 不 悅 。 此鄉 且? 小 兒 ;;o:J去 。 1i 品在 有 不 府 為 也 。

故 能 事 t( �{是 色 布 采 終 焉 。 然 余 吏 治 進 此 。 衍了 電 者 。 自 始 基 以 至 設 色 。 其 為 毛 也 。 既 成 “ 你

餘 事 矣 。 然 自 /，長 街 而 全 li; 門 。 於 是 的! 章 。 而 '1" 門 。 文 於 是 而 中 堂 o jfrj 俊 生主 。 IlÍl 閱 閻 o IM illi 

悸 。 而 實 席 東 廚 之 玄 。 ;JI 司、 井 然 秩 然 也 。 然 使 今 日 造 宅 焉 如 是 。 明 il 易 地 而 更 造 - 宅

焉 。 1(11 1，月2 如 是 。 將 (Î I 共 宅 而 無 不 管 如 是 。 貝。 亦 可 厭 極 矣 。 其 i蓋 在 於 善 變 化 。 變 化 iH 易 祠

哉 。 終 不 可 易 rlfl 房 於 掌 乏 時íj 0 易 中 室主 於 樓 之 後 。 入 門 fill 見 廚 。 而l 聯 賓 坐 於 1't'J 樹 也 。 村f 數 者

一 一 各 符 其 J'lr 。 而j 悉 出 於 天 然 位 置 。 終 無 相 撞 杏 出 之 病 O 是 之 謂 變 化 。 變 化 1M 司、 失 其 丘 。

于 古 詩 人 。 惟 杜 甫 t.t 能 O 高 考 主 孟 諸 子 。 設 色 11:-. 矣 O 皆 未 iiJ 語 J)， 變 化 也 。 夫 作 計 焉 。 三至 能

成 家 之 前一 起 矣 。 此 猶 清 任 和 三 于 之 學 。 各 極 ;民 主 。 而 集 大 成 。 學 而 不 可 知 之 立 的 市中 o 'iit 

夫 子 。 tl 時j 0 詩 三�.Ili申 者 也 O 夫 惟 神 乃 能 變 化 。 子 百 多 讀 古 人 之 ;i J jlfj 求 L IJ'� 持 者 。 乃 問 於 今

二三 純 討 有 口自 也 。

Abk to makc good usc of his matcrial and not wastc 此 ， this pcrson who would 

build a housc can now completc the dwclling .  Bu t  the dwclling ， once com

pleted， must now bc paintcd. 1 7 If it suffers thc tawdry dccoration of  tasteless 

workmen， it ' s  going to be sneered at by anyone with judgment. ln poetry， a 

pure blandness will lack any flavor (wei吋 ; a pure simplicity will come close  to 

being too rustic; and this disposition (sh ih 叮 in poetry docs not bear compari

son to thc way some paintcrs avoid c010r. In the old da戶， they said that a 

work could be considercd successful on1y if it had literary patterning in the 

lar耶lage (wen * -tz 'u 勻 and litcrary patterni時 in the language means some 

overt coloratíon (chang*  - ts 'a i * ) .  

I f  you always takc your prcdcccssors as the basic， whilc selecting what is 

bcautiful and normativcly standard in their work， taking what is canonical and 

ancicnt as your task， then your work will bc rich with both fruit and flower， 

but only truly to bc valucd if you avoid a gaudy， overwrought manner. If  you 

take mere opulence as skill and achicvcmc肘， mcrely with unusual words and 

nothing unusual in thc idcas (yi 吋 lying at thc b泌的 of the work， then the thing 

itself will not bc distinctivc， on1y its name . Its flavor will be like chcwing wax: 

“ The Orígins of Poetry " 567 



before you finish rcciting 泣， you feeJ like you simply can ' t  stand it any morc. 

This is thc techniquc of villagc children; a persol1 of judgmcnt should be 

cmbarrasscd to do it . Thus a real mastcr knows when to stop when adding 

color (s♂ ) and glitter (ts (叮叮 .

I would， moreovcr， líke to cxtend my analogy a bit further . The person 

who would build a house has now progrcsscd from laying the foundation to 

the painting; as a dwelling ，  i t  i s  complett了， and there 1 5  nothing Ieft to be done. 

From the stre仗， wc cnter the gate and there is the hall ，  thcn thc middle gat巴，

and then thc middlc hall ， thc rcar hall ， Jnd on to thc wom凹'5 apartments and 

small chambers and rooms for gucsts and the kitchen : cvcrything ís laid out in 

pcrfect order. However， if I construct a dwelling on this plan today， and 

tomorrow construct yct anothcr dwelling Ìn a diffcrcnt placc 0 11 thc same plan， 

and then construct ovcr a hundred dwelling日 ， evcry onc of whích is on cxact1y 

the samc plan， in that case it would be exccedingly boring .  Thc way hcrc lics in 

a skill in transformation (p ien 秘 h川 桔 ) . Transformation is not somcthi時 that Ís 

casy to talk about. Aftcr all， you can ' t  put thc small chambers in front of the 

halls ， or move thc middlc hall to a place behind the storied buildings ，  or come 

into the kitchen when you enter the main gate， with all your guests seated in 

the wom凹's chambers . 1 8 What we would call transformatÌon is to have every 

one of the necessary l1umber of  rooms and buildíngs each in its proper plac亡，

all occupying a natural positíon， yet still to avoíd thc problcm of sameness and 

repetitiousncss .  Of all thc pocts of history， only Tu Fu was really able to 

achicve transfonnatiol1 without falling away from thc 110rmative (cheng* )  

Poets such a s  Kao Sh出， Ts ‘cn She11 ，  Wa時 Wci， and Meng Hao弋j an got 110 

further than the painting;  we cannot really talk of transformation in any of 

thcm. In writing poetry， it is enough if one reaches thc stagc of autonomy and 

distìnctivc identity. 1 9 This is like the three disciples who displayed the differcnt 

sagely qualitics of purity， responsibility ， :md harmony， each reaching the full也

est development of his own quality ; yct to combinc aJ1 qualitics in a sagclincss 

that cannot bc comprchcnded is what is rcfcrred to as divinity or spirit (shen汁 ，

and that was Confucius alonc. I n  th(、 realm of poetry ， Tu Fu has that quality of  

spirìt or divini呵; and only spirit i s  capable of transformatÌon. So  whcn you 

spcak of trying to be successful in poctry by rcacling much in 

“INNER SEC TION" 

Chapter 2 (Remaínder) 

或 13 ü r 先 句: 二� �命 "守 。 傑 源 於 LF 變 為 夜 之 所 以 然 。 不 定 的 ι 前 志 為 盛 o 1'H奏 者 為 裳 。 rírí 謂

明 二 字 之 論 為 非 是 。 父 以 H令 人 之 校 終 必 魏 o 貌 似 盛 層 者 c 熟 胡 同l 言 。 千 首 律 。 為 之 皮 覆

以 開 生l 好�� ô' 0 發 其 價 蒙 。 IF fl!J 之 。 似 乎 矯 |十 而 過 IL 0 徐 思 之 。 頁 膏 育 之 針 花 也 。 然、 則 [í� �守
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者 。 11 豎 模 魏 初 感 唐 詩 勿 郎 自 ['1 0 恐 從 是 人 干 。 未 免 月1\ 調 隙 言 相 依i 而 至三 。 我 之 心 思 終 於 不

:r: Ul c 不 合 J11J 於 店 以 俊 乏 汗 的] 從 事 焉 。 可 以 發 其 心 思 。 做 其 和[� 明 。 [有、 不 墮 蹈 襲 相 似 之 故

轍 。 D1 乎 。 」

Someone said : “Y our discussion of poctry has rcally cxamined the funda

mcntal qucstions of norm (cheng* )  and mutation (p ien 勻 ， and how ftourish

ing and declínc occur. 1 see now that wc cannot with ccrtainty singlc out 

earlier writing as ftourishing and latcr writing as decline 恥10rcovcr， you 

say that the theories of Li Mcng-yang and Li P ‘an-lung of the Ming are incor

rect; and you would rcversc thc trcnd by which people these days try to dupli

cate the Han and Wci or apc the High T'ang with tired commonplaccs that 

make a thousand poems all sound alike.  By rcversing this trend， you hope to 

open a space in which pocts can movc frccly and bring thcm out of confusion 

and ignorance. 

“When 1 first heard what you were saying ，  it secmed to me that you were 

bcing rash and going too far; but when 1 rcftectcd on it at leisure， 1 could scc 

that this was really surgery pcrformcd on just thc right spot .  But then whcn 

we study poetry， we should perhaps put away our books of Han， Wci， carly

and High T‘ang poetry for the time being and not evcn sct eyes on them， lest 

we not bc able to avoid the tircd commonplaces that comc from reading them， 

commonplaces that will keep our own thoughts from ever cmcrging .  What 

would you say to the notion that it would be bctter to work with thc poetry 

after the T ‘ang ，  which may bring out our thoughts and open our intuitive 

understanding (shen 仁ming) so that we can avoid falling into the old rut of  

imitation?"  

Anyone who has ever tried to  explain a complex position that demands the 
listener set aside conventional r巳sponses knows that even the grossest mis 
interpretation， as offered by the imaginary interlocutor here， is not  beyond 
expectatlOn. 

余 i=:l 0 r 呵 。 是 {可 言 也 0 余 之 論 譜 。 請 近 代 之 習 。 大 壞 Fr 逅 的l 宗 述 。 排 變 而 祟 lE 0 為 失 其

中 l而 過 其 宜 。 故 言 �}f� {十 的íj 各 之 必 盛 。 在::1受 著 之 必 哀 。 計 了 之 三 。 將 謂 {臭 者 之居 於 j路 。 而 前

者 反 居 於 哀 乎 o {!r 見 歷 來 之 論 訪 者 。 必 H 蘇 平 不 如 三 百 篇 。 建 灰 黃 初 >F ÍI口 蘇 李 。 六 韌 不 在日

使 安 黃 初 。 居 不 如| 六 韌 。 而 斥 宋 者 。 全 局何 不 僅 可、 如 屑 。 而f 7亡 又 不 如 宋 。 惟 有 明 二 三 作 者 。

高 自 {京 宣 O 惟 不敢 自 居 於 三 百 筒 。 而 使 魏 初� �蕊 唐 居 然 兼 總 而 有 之 而 不 少 J哀 。 平 心 而 論 。 斯

人 也 。 實 漠 魏 唐 人 之 優 i孟 耳 υ 竊 以 為 相 似 而 i鈞 。 無 寧 相 具 而 具 。 故 不 必 泥 前 !Jk 後 衰 草晶 論

也 。 夫 自 三 百 篇 而 下 。 三 千 餘 年 之 作 者 。 其 間 節 節 相 生 。 如 環 乏 不 斷 。 如 凹 時 之 序 。 表 旺

梢 。青 r(rí 生 物 l(rl 成 物 。 息 息 不 停 o 1ft� "J 或 間 也 。 舌 的 言 陸 事 增 草 。 問 時 i巨 變 。 此 之 謂 也 。 故

不讀 「 明 其 J 0 r 擊 l襄 」 之 歌 O 不 知1 三 百 篇 乏 土 也 O 不讀 三 百 篇 。 不 知 漠 魏 詩 之 工 也 O 不

讀 漢 魏 詩 。 丹、 生:11 六 朝 詩 之 工 也 。 小讀 六 朝j 汗 。 不 知 借了 詩 之 工 也 。 不讀 唐 詩 。 不 知 宋 與 元 詩
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之 工 也 。 夫 惟 前 者 自立 之 。 而 俊 者 承 之 而 且在 之 。 時íj 者 部j 之 。 ml 後 者 因 之 而 廣 大 之 。 使 前 者 未

有 是 言 。 買IJ 後 者 亦 能 如 前 者 之 初 有 是 舌 。 有íj 者 已 有 是 言 。 則 後 者 乃 能 因 前 者 之 言 而 另 為 他

言 。 總 乏 o f，愛 人 無 前 人 。 何 以 有 其 端 緒 。 前 人 無 後 人 。 何 以 竟 其 引 伸 乎 。 譬 諸 地 之 生 本;

然 O 三 百 篇 則 其 根 。 蘇 李 詩 則 其 萌 芽 由 贅 。 建 安 詩 則 坐 長 至 於 拱 把 。 六 朝 詩 則 有 枝 葉 。 唐

詩 則 枝 葉 眾 蔭 O 宋 詩 則 能 開 花 。 rñí 木 之 能 事 方 畢 O 自 宋 以 1妥 之 詐 。 不 過 花 閃 而 謝 。 花 謝 而I

復 憫 。 其 節 次 雖 層 層 積 累 。 變 換 而 出 O 巾] 必 不 能 不 從 根 抵 而 且 者 也 。 故 無 根 則 由 草草 和j 由

生 O 無 由 張 則 拱 把 何 由 長 O 不 由 拉克 把 則 何 自 而 有 枝 葉 豆 豆主 而 花 聞 自射 乎 O

1 replied，  What are you saying ! ?  In my discussion of poetry 1 said that it 

has bccome a modcrn habit generally to dismiss what is recent and revcrc what 

is rcmote from us ，  to set aside all mutation and exalt what is normative . And 

since 1 found this vicw unbalanccd and wrong， 1 said that carlicr writing is not 

necessarily in a state of 役。urishing and that later writing is not necessarily in a 

statc of dcclinc. But what you have just  suggcsted amounts to saying that later 

writing is in a constant statc of f1ourishing，  whilc car1ier writing 時 ， conversc旬，

the one in the state of decline! 

Virtually everyone I ' ve rcad who has writtcn about the theory of poetry 

says that the Book of Songs is superior to the poetry of Li Ling and Su Wu， and 

that Li Ling and Su Wu in turn are superior to thc poctry of thc Chien-an and 

Huang-ch'u rcigns ;  thc poctry of thc Chicn-an and Huang-ch ‘U IS  supcnor to 

the Six Dynastics ， and the Six Dynastics is superior to the T‘ang.  It  is even 

carried to thc point that critics who complain loudly about Sung poetry will 

not only say， as might be cxpccted， that the T‘ang is superior to the Sung， they 

will also add that even the Sung is superior to the Yüan. There are two or threc 

Ming writcrs l the archaists 1 who accord themselves thc highcst position ;  of 

course thcy wouldn' t  dare set themselves on a par with thc Book of Songs， but 

they would say that they have encompasscd the fu11 range of the Han， Wci， 

ear1y and High T'al嗯， and necd not yicld to their precursors in the least .  

In the morc than three millennia si肛e the timc of the Book of Songs， wr忱的

have appcared onc aftcr another， as in unbrcaking circlcs or like thc cycles of 

the four seasons . Declinc and prospcring fo11ow one anothcr， 的 things arc 

born and brought to completi凹 ， continuously and without any intermission. 

This is what 1 was rcfcrring to whcn 1 spokc car1ier of improving on what had 

been done previously and of mutation occurring at the propcr time. 

If you don't read thc archaic songs likc “Bright and Good" or “ Stick-toss 

Song， " you can' t  understand thc achicvemcnt of the Book of Songs . In the 

samc way， if you don't read the Book of Songs ， you can ' t  understand the 

achievemcnt of Han and Wci poetry. If you don't read the poetry of the Han 

and Wci， you can ' t  undcrstand thc achievement of Six Dynasties poetry， and if 

you don' t  read the poetry of the Six Dynastics ，  you can ' t  understand the 

achievement of T之Il1g poetry. Ifyou don't rcad T'ang poctry， you can' t  under-
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stand the achievemcnt of Sung and Yüan poctry. What is written carlier opens 

the way; what is writtcn latcr carrics it on and amplifics it .  What is written 

earlicr founds something;  what is written later follows and broadens it. If there 

is somcthing that the earlicr writcrs have never said， thcn a latcr writer can 

bccomc like the earlicr writcrs in bcing the first to say something .  On the othcr 

hand， if the carlier writcrs havc alrcady said a certain thing，  thcn the later 

writer can develop what the earlier writers s aid and say something else .  If 1 

may put it in gcneral terms ， if later writers lacked predccessors ， they would 

not have any point to s tart out from; and if those carlicr writers didn ' t  have any 

succcssors ，  thcre would bc no way to complete the processes they set in 

motlOn. 

Compare it to the way in wl山h a trec grows out of the earth . The Book of 

Songs is its roots ;  the poctry of Li Ling and Su Wu are its first sprouting ;  the 

poetry of thc Chien-an is its growth into something an armspan in girth; the 

poctry of the Six Dynasties arc its boughs and foliagc;  the poetry of the T 'ang 

is the shadow cast  by i t s  boughs and foliag亡; in thc poetry of the Sung， it is able 

to flower and all thc capacitics of the tree are completc .  In the poetry after thc 

Sung， the flowers blossom and fade， fadc and blossom again; and even though 

these sequences occur ovcr and ovcr again， cach stage appcaring out of the 

mutation of the prcccding stage， the life always comcs from the root .  Had 

there been no root， how could thc firs t  sprout have appeared? And had it not 

becn from the sprout， how could the trunk ， an armspan in girth， have grown? 

And had it not been from the trunk， how could the boughs and foliage have 

naturally appeared， casting shade and forming flowers that blossom and fade? 

This is perhaps the most delightfully misguided elaboration of the tree anal回
ogy in traditional literary thought. At some point， botany overwhelms literary 
history and forces Yeh Hsieh to all sorts of things he really does not want to 
say. T'ang poetry is reduced to the highly anomalous status of shadow， and 
real literary history is ended with Sung poetry， after which everything be
comes mere repetition (repetition of the stage achieved in the Sung ) :  such a 
notion of life as repetition without history is precisely the point he has been 
argumg agamst. 

若 日 O 審 如 是 o &IJ 有 其 根 1Jr 足 矣 。 IL 恨 之 所 發 。 不 必 間 也 O 且 有 由 英 及 拱 把 成 其 為 木 O 斯

足 矣 O 其 枝 葉 與 花 。 不 必 間 也 。 則 很 特 矯 於 地 |而 具 其 體 耳 。 自 懿 萌 芽 健 兒 其 形 質 耳 。 拱 把

僅 生 長 而 J三 達 耳 。 而 枝 葉 垂 替 。 花 開 花 謝 。 口I 遂 以 巳 乎 。 故 止 知 有 根 芽 者 。 不 知 木 之 全 用

名 也 。 丘一 如l 有[ 枝 葉 與 花 者 。 不 知 木 之 大 本 者 也 。 由 是 言 之 O 詩 自 三 百 篇 以 至 於 今 。 此 中 終

始 相 戚 相 成 之 故 。 乃 豁 然 明 矣 。 豈 可 以 臆 董 市i 妄 b訢 者 哉 。 大 抵 近 時 詩 人 。 其 過 有 二 O 其

� 0 著這 老 生 之 常 談 O 襲 古 來 所 云 忠 厚 和 平 。 1草 樸 典 雅 O 陳 陳 皮 膚 之 語 。 以 為 正 始 在 是 0 元
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音 復 悵 。 動 以 道 性 情 。 托 比 興 :1，'11 言 。 其 詩 也 。 非 庸 買Ij 腐 O 非 腐 WJ 哩 。 其 人 民 復 鼻 孔 撩 天 。

搖 唇 振 履 。 面 包 E的 心 胸 。 殆 雪里 處 可 以 位 置 。 ùt 其 虎 豹 之 野 生� 。 其 一 。 好 為 大 言 。 遺 棄 一

切 。 按 採 字 句 。 。 抄 集 韻 腳 O 視 其 成 篇 。 句 句 "J 畫 。 諷 其 … P 句 。 字 字 可 斷 。 其 怪 展 到l 自 以

為 李 賀 。 其 濃 抹 則 自 以 為 李 商 隱 。 其 說i 險 則 自 以 為 皮 控 。 其 呦 細 則 白 以 為 韓 孟 o 土 耳 建

安 。 并 學 「 初 J r 踐 J 0 1安 全 小 子 。 花 為 新 奇 。 競 趨 而 妓 芝 υ m 云 牛 鬼 蛇 神 O 變 自主 罔 雨 。

按 之 風 雅 主 義 。 風 者 J'í 不 吋 以 餒 。 雅 者 則 已 喪 具 雅 。 (ÓJ i可 吉 耶 。 吾 願 學 持 者 O 必 從 先 刑 以

察 其: 源 流 。 識 主t 升 降 。 1頁 三 百 篇 11[i J:rI 其 去了 美 矣 。 盡 善 矣 O 然 4 r 今 之 人 所 能 為 。 tllJ 今 乏 人 能

為 之 。 IfIJ 亦 無 為 之 乏 理 。 終 亦 不 必 為 之 矣 O 繼 之 而 讀 摸 稅 之 詐 。 三是 矣 苦 矣 。 今 之 人 m、 能 為

之 。 IlfJ 無 可、 可 為 之 。 然 不 必 為 之 。 或 偶 為 之 。 而 不 必 似 之 。 父 繼 之 而 讀 六 朝 之 計 O 亦 可

謂 美 矣 。 亦 可 謂 善 矣 。 我 可 以 擇 而 間 為 之 。 亦 可 以 忍 市j � 之 。 又 繼 之 而 讀 !古 人 �� �在 。 章i �三

盡 善 矣 。 我 可 盡 其 心 以 為 之 。 文 將 變 化 而申 明 的j ;i ;主 。 父 繼 之 前i 讀 宋 之 卉 。 元 之 詩 。 美 立 筠

irli 仍 美一 。 善 之 變 的I 仍 荐 矣 。 吾 縱 其 所 由11 0 lílJ 真正 不 可 為 之 。 可 以 進 退 出 入 而 為 之 。 此 �i 今 之

J 廿日 承 之 極 致 。 lííJ 學 詩 有 循 序 反 彼之 恆 致 也 。

Someone may say， If we considcr it from this point of view， then it is quitc 

enough that wc havc thc root5 ， and we nccd not conccrn ourselves with any

thing that devclops from thc root5 . Or they may say， It is quitc enough and the 

trcc is complctc whcn wc have the sprout and the trunk， and we necd not 

conccrn oursclves with boughs ， folia阱， and ftowers . This would leave us with 

a lot of large roots coiling in thc carth as complctc forms ( tγ) ，  or wc would 

only sec the plain shapcs of sprouts ， or nothing more than large trunks grow

ing to full height. Is  it a11 right then to stop beforc we have boughs and foliage 

casting their shade and ftowers that blossom and fade? To undcrstand only that 

therc are roots and sprouts is not to undcrstand everything that a tree does . In 

thc samc way， to undcrstand only that therc arc boughs ， fo1iagc， and ftowcrs is 

not to understand thc grcat roots of a trce. From this we may concludc that the 

processes of co叫inuity and completion in thc poctry， from the Book of SOll，(?5 to 

the prescnt， are absolutely clear; and a person may not rashly and willfully 

scparate out somc part of the process .  

Generally spcaking ，  modcrn pocts crr in  two different ways . The first sort 

accept thc ordinary opimons of thcir clders and try to conform closely to 

various shallow mottocs that have long bcen in circulation， such as “a  s tcad

fast warmth of manncr and harmoniolls evcnncs丸 or “primal innocence and 

authoritative dignity . "  Thcy takc thcse to be the normative way to bcgin， 

and think that in this way poetry ' s  original tones will swell up again; and a11 

the timc they make comments abollt thc atfections and a pcrson's  naturc being 

led forth， or lodging their thoughts in comparisons and affective images 

(p i峙 ，扣ill，(? * ) . But as for the poems they writ亡， if they 're not utterly ordinary， 

thcn thcy ' re pcdantic; and if not pedanti仁， then provincial . The men them

sclves provokc Heavcn with thcir nostrils ，  ftapping their lips and shaking 

their sandals ;  yet in the way they prcsent themsclves in poctry， 的 in thcir 

hearts ， they have hardly any place thcy can stand securely : it' s just  as in thc old 
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saying that thc furlcss hides of tigers and lcopards are no different from those 

of dogs and shecp . 

Thc sccond sort love to write in a grandiosc manner and abandon any sense 

of wholeness ;  writers of this 50rt gather words and lines and get togethcr their 

rhymc word5 . Whcnever you look over an entire piece， every line can be di

vided from every other; and when you rccite a line， every word can be split 

off. They takc their harsh and bizarrc mom凹的 to be likc Li Ho， thcir murky 

moments to be like Li Shang-yin， thcir rough and obscurc moments to bc like 

P'i Jih也siu and Lu Kl叮叮mcng， and thcir dis sonantly clumsy momcnts to be 

likc Han Y ü and 如leng Chiao .  1n their opinion， the poetry of  Chien-an is 

trash ，  and thc poetry of the early T‘ang and High T'ang， worthlcss .  Y oung 

people and the later-born are bcguilcd by pocms likc this ，  fmding them full of  

fresh wondcr， and arc all eagcr to imitate thcm. If we weigh this “demonic" 

[dcmons with ox-hca血， spirits with snake bodi凹 ， goblins ，  and spooks] poetry 

accordi時 to the moral values (yi叮 of thc “Airs" (Feng * )  a吋 “Odes" ( Ya 持 ) ， 

may it not be observed that the aspect offeng*  cannot sway (jeng* )  others ， and 

the aspect of ya 祥 loses a11 dignity ( ya 特 ) ?

1 wish that thosc who study poetry would always start with the prior mod

cls in ordcr to invcstigate both poetry ' s  source and thc strcams that flow from 

that sourcc， and to bc ablc to judgc what is an improvement and what is a 

falling away . Read the Book of Songs and understand that thc poems there are 

indced both pcrfectly beautiful and pcrfectly good，  but at the same time that 

they are not something a modern poet can write . And cvcn if modern poets 

werc ablc to write thcm， the natural principlc ( l i叮 behind thc writing of such 

poetry is absc肘， and ultimatcly wc necd not try to writc it. Next 1 should rcad 

the poetry of the Han and Wci， which is bcautiful and good;  a modern poet 

may hope to write such poctry and is in no way prcvented from writing it ，  but 

he does not have to try to writc such poctry . And if someonc should chancc to 

writc that sort of poetry， his work does not havc to closely rcsemble it .  

Next read the poctry of thc Six Dynastics ，  which may indeed bc spoken of 

as beautiful and good;  herc 1 can pick and choosc and occasionally write this 

sort of poetry， but 1 can also ignore it. Ncxt rcad thc poems of the T ‘ ang 

writers ，  which are perfectly beautiful and pcr[cctly good; herc 1 can write such 

poetry by thoroughly knowing thcir min缸， or 1 can rcach it by a spiritual 

intuition in transformation (p íen仁h
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We must observe that the course of the poetic education has now been re
duced to poet叮 through the Sung. 

[京 夫 創 始 作 者 之 人 。 其 興 會 所 至 O 每 無 意 而 出 之 。 口fJ 為 呵 法 "J 則 。 如 三 百 篇 中 。 里 巷 歌

謠 O 思 婦 勞 人 之 吟 詠 居 其 半 O 彼 主主 人 非 言表 所 諭 讀 講緯 推 求 而 為 此 也 。 艾 非 有 所 研精 恆 忠、 腐

毫輾 翰 開 始 得 也 。 情 偶 至 而 感 O 有 所 感 而 鳴 。 斯 以 為 風 人 之 旨 O 遂 適 合 ;於 聖 人 之 旨 。 而 刪

乏 主司 經 以 護 教 。 非 必 謂 後 之 君 子 。 雖 誦 讀 講 習 。 研精 極 思 。 求 言 之 幾 於 此 而 不 能 也 。 乃

後 之 人 。 頌 美 訓| 訓 釋 三 百 篇 者 。 每 有 附 會 。 而 於 漢 魏 F刀 盛 唐 沈; 然 O 以 為 後 人 必 不 能 及 。 乃

其 弊 之 流 。 且 有 逆 的I 反 之 。 推 祟 宋 元 者 O 菲 薄 唐 人 。 節 取 「 中 J I 晚 」 者 。 遺 置 漠 魏 O 員Ij

執 其 源 前! 還 其 流 者 。 固 已 非 矣 。 得 其 流 而 棄 其 源 者 。 文 非 之 非 者 乎 。 然 則 學 詩 者 。 使 竟 從

事 於 宋 元 近 代 。 而 霞 漢 魏 唐 人 之 詩 而 不 悶 。 不 亦 大 乖 於 詩 之 旨 哉 。

Originally， thc pcoplc who first founded the writing of poetry expressed 

whatcver camc to their mind in the circumstance (hs ing九hu i) ， and always 

without prior intcnt ( yi 付 出的 can be taken as a rulc (ja * ) and as a modcl. 

For example， about half thc Book of Son，�s is madc up of folk lyrics from the 

villages ， the songs of women fillcd with longing ， and toiling mcn . These were 

not writtcn by people who constantly rccitcd， rcad， studied， explained，  and 

racked thcir brains ;  and they were not completed only after polishing and 

brooding， with brushes worn out by draft after draft. Thc mood (ch 'ing吋

happened t o  come t o  them， and they wcre stirred (如η 著 ) ; when thcy wcrc 

s tirrcd by something，  thcy sang out :  this was the aim of the writcrs of  thc 

“Airs ， " which subsequcntly fit in perfcct1y with thc aim of the Sage， Con

fuci肘， who cditcd them as a Classic to transmit his teaching to later agcs . 1 
should point out that 1 am not s月1ing by this that superior people of later times 

are incapablc of coming up with a single phrase that approachcs thc Book of 

50ngs ， no mattcr how much they recitc， read， cxplicat亡， and practi白， polish 

and givc the task their most intcnse thought. But people of later times always 

give distortcd explanations in their praises and cxcgcscs of thc Book of 50ngs; 

and they trcat thc Han， Wci， carly and High T'ang in exact1y the same way， 

thinking that people of later times can ncver match this earlicr poctry . Then 

therc arc thc very worst sort， who simply take the antithetical position:  somc， 

paying thc highcst honors to the Sung and Yüan， while belittling the T'ang; 

o thers ， taking the mid T' ang and latc T‘ ang as their standard whilc ignoring 

the Han and Wci . To hold fast  to thc source whilc ignoring thc streams that 

ftow from it is complctely wrong， but to takc thc strcams and rej cct the source 

is wrong in thc highest dcgrec . So in s tudying poetry ， don't you think it runs 

quite against the aims of poctry to cnd up spending your timc on the Sung ， 

Yüan， and more recent pcriods ，  while ignoring thc poctry of Han， Wei， and 

T‘ang writers ? 
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Chapter 1 (Selections) 

陳 熟 ?中 新 。 二: 者 於 義 為 對 待 。 對 待 之 義 。 自 太 械 生 兩 儀 以 後 O 負1月 事 如 物 不 然 日 月 寒 暑 晝

夜 。 以 及 人 事 之 萬 有 。 生 死 貴 賤 O 貧 富 高 卑 。 上 下 長 徑 。 遠 近 新 舊 。 大 小 香 臭 。 深 淺 明

暗 。 種 種 兩 端 。 不 可 枚 舉 。 大 約 對 待 之 兩 端 o 各 有 美 有 惡 。 非 美 惡 有 所 偏 於 一 者 也 。 其 間

惟 生 死 貴 賤 貧 富 香 臭 。 人 皆 美 生 而 惡 死 。 美 香 而 惡 臭 。 美 富 貴 而 惡 貧 賤 。 然、 逢 lt 之 盡 忠 O

歹E l'iJ 嘗 不 美 。 江 總 之 自 首 。 生 何 撐 不 JEl o 幽 蘭 得 糞 而 且巴 。 臭 以 成 美 。 梅 木 'E:i'守 則 萎 O 為: 反

為 蔥、 。 富 貴 有 時 而 可 惡 。 貧 賤 有 時 而 見 美 。 尤 易 以 明 O 即 莊 生 rfr' 云 「 其 成 也 毀 。 其 毀 也

h\(.j 之 義 O 對 待 之 美 惡 。 果 有 常 才一 平 。 正þ �!\ 新 舊 二 義 。 以 凡 事 物 參 之 o �諮 用 以 耐 間 為 贅 。

是 舊 勝 新 。 美 人 以 新 生H 為 佳 。 是 新 勝 苦苦 O 肉 食 以 熟 為 美 者 也 。 果 食 以 生 為 美 者 也 。 反 是 WJ

兩 惡 。 推 之 詩 獨 不 然、 乎 c 告7 寫 胸 襟 。 發 揮 景 物 。 境 皆 獨 f辱 。 意 白 天 成 。 能 令 人 永 言 三 歎 。

尋 味 不 窮 。 妄 其 為 熟 。 轉 益 見 新 。 無 適 而 不 可 也 。 若 五 內 空 如 。 毫 無 寄 托 o ]:)、 勦 襲 浮 辭 為

熟 。 搜 尋 險 僅 為 1 0 J勻 風 雅 所 績 。 論 夫: 玲、 右 傾 逆 之 義 。 并 可 與 此 參 觀 發 明 矣 。

Conventionality and novelty constitute an antithetical pair of principles 

( yi * ) .  Even since the Primal Unity ( T'ai-ch i )  and the Primal D叫lity (liang回抖，

Yin and Yang) ， this has been the wa y of all things (wu 勢 ) and events (泊的 特 ) : sun 

and moon， heat and coJd， day and night， and cverything in human affairs ，  life 

and dca吭， nobility and bascness ，  povcrty and wealth ， lofty and low， supcrior 

and inferi肘， long and short， far away and closc at hand， new and old， large 

and small ， sweet-smclling and foul-smelling ，  deep and shallow， clear and 

obscure-thcrc arc so many dualities 1 can' t  name them all . 

General1y spcaking， cvcry antitheticaJ pair contains both positivc and nega

tive elemen俗， but the positivc is not concentrated on one sidc nor the negative 

on thc othcr . In the case of somc of these antithetical pai眠 we know that 

everyonc finds life， sweet fragrancc， wcalth and nobility to be the positive 

terms ， while their opposites arc ncgativc. But Fcng Ch'ou-fu [ Tso ，  Ch‘eng 2] 

and Pi Kan reprcsented an uttcr steadfastncss in which death became positive， 

while for someone likc Chiang Tsung， who survived to old age by scrving one 

dynasty aftcr another， staying alivc should bc  considercd ncgative .  If you put 

lnanure around an orch泣， it grows lushly : somcthing foul-smclling becomes a 

positive element .  There are occan trccs that give off a swcct sccnt when they 

are decaying:  sweet fragrance hcre is negativc. And it is cxccedingly easy to 

show that there are times when wealth and nobility are negativc， while pov

erty and low station are positive . This is thc principlc behind those words of 

Chuang-tzu: “ lts ful益llment is its destruction; its dcstruction， 如lfillmcnt. " 

Finally 1 doubt if any onc term in an antithetical pair has a monopoJy on the 

positive or the negativc .  

The opposed principles of freshncss and convcntionality， or new and old， 

may be applied to almost anything;  but in antique vessels ， it is the Shang and 

Chou vcssels that are most precious， a case wherc the old is superior to the 
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new; in bcautiful womcn， ncw acquaintance is be哎， a case in which new is 

superior to old. Meat is bcs t whcn it is agcd; fruit is bcst when it is fresh; in 

both cascs thc oppo月ites are negativc elements . lf wc cxtend this to the case of 

poetry， we find that it is no ditTercnt.  Whcn a pcrson fully expresses what is in 

his heart， bringing in ever ything in the scenc bcfore him so that the worlds 

( chirzJ:著 ) of his poems are hi日 alone and his thoughts ( )'尸 ) arc naturally formed， 

a poetry capable of making others recite it with sighs of admiration and savor 

its f1avor inexhaustibly， thcn any conventional aspects will be forgott凹， and 

will always seem frcsher and ncwer， apt in every way . In contrast ，  if there is 

nothing inside a pcrson Jnd nothing hc cares about transmitted through his 

writing brush， thcn such convcntionality will be nothing more than empty 

phrases plagiarized from somcone cls亡 ， and this frcshness wiU bc nothing more 

than a straincd scarch tòr obscurity and striking effcct s :  both are rej cctcd by the 

art of poctry (jl:'啃著 ya特 ) . Thc ζonccpts of forward and retrograde motiol1 in 

prosc thcory can be brought in hcrc to clarify this 

作 品 各 {J一 抒 寫 性 情 。 Lit å吉 夫 人 能 生u 乏 。 夫 人 能 言 乏 。 而 未 盡 夫 人 能 存在 之 者 矣 。 fF �;�f 有 悴

的 。 必 有 的 目 。 此 不 (FJ 木 :2、 夫 人 能 然 ;三 。 并 未 盡 夫 人 能 如! 乏 !而 言 之 有一 也 υ ÞI H 土 甫 之 前 。 隨

舉 其 篇 倒 共 一 -^ ü) (， 無 處 不 可 見 其 憂 閥 妥 君 。 憫 時 傷 亂 。 遭 頗 (r!i 而 不 苟 。 處 窮 約 的] 不 濫 。

崎 仰而 只 戈 諮u城 之 地 。 而j U， 1 1 1 川 ! 京 物 O 灰 月月 盃 涵 。 抒 憤 陶 情 。 此 杜 甫 之 I輛 自 也 。 我 …J 宜 之 o

fH 之 的ri li 0 躍 然 於 的 。 請 其 討 - fl 0 一 日 與 之 對 。 讀 其 詩 終 身 。 日 日 與 之 對 也 。 故 有l 票 可

樂 的J "1 敏 也 2 平 牌 )岳 之 篇 {l) 0 無 處 不 口l 見 其 骨 相 接 峭 O 俯 視 ( 切 。 進 則 不 能 容 於 韌 。

退 文 不 肯 獨 荐 於 野 O 疾 惡 甚 蹤 。 愛 才 若 揭 O 此 韓 念 之 面 目 也 O 舉 蘇 軾 之 一 篇 句 。 1輯、 處 不

"J 見 其 凌 '!，'é lm 天 馬 。 游 戲 如 飛 111[ 0 風 流 儒 雅 。 無 人 不 得 。 好 苦 而l 樂 與 o 嬉 笑 怒 罵 。 囚 的 立

氣 持 備 。 此 蘇 軾 立 面 甘 也 。 此 外 諸 大 家 。 雖 丹r 就 各 有 丟失 別 。 l市 面 日 無 不 於 詩 見 之 。 其 中 1J

李: 見 有 。 11 、仁 見 者 O 如 陶 潛 。 李 向 之 詩 。 管 全 兇 l師 臼 。 不 給 了î 言 則 直i 目 見 。 七 言 則 Ifri �1 不

見 。 此 外 |面 鬥 可 見 不 可 見 。 分 數 多 寡 。 各 各 不 同 。 然 未 台 全 不 可 見 者 心 日賣 古 人 卉 。 以 此 f丘

之 。 無 可、 得 也 。 余 嘗" 1於 近 代 - 二 閑 人 O 展 其 詩 卷 O 自 始 至 終 。 ♂J; 末 當 不 仁 。 乃頂 之 事責 過 。

不 未 能 說 其 間 H rnJ 告 。 '晶晶 不 敢 謂 作 者 已 rJ 是 1位 。

Pcoplc can comprchcnd the truth of thc statcl1lcnt that writing poctry resides 

in describing one ' s  a丘ections and nature (hsing* -ch 'ing ' ) ;  peoplc know how to 

say 哎 ， but arc not cntirely capable of gOÌng along with it. lf  011e'5  nature and 

affections arc in thc wrìting of poctry， thcn thc pocm must al50 havc a “face" ; 

in this case， not only arc peoplc il1capable of going along with 哎 ， 的ey can ' t  

cntircly comprehend thc truth of it and articl1latc it 

Takc thc poctry of Tl1 Fu as al1 cxamplc: if you pick a poem or  linc at 

random from his work， you will always be able to sce his worries about thc 

country， his lovc for his rulcr，  and his distress about thc times and the civil 

wars . Whcn he was knocked f!at on his [3心， hc did not act rashly and improp-
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crly; when he found himsclf in s traitened circumstances ， he didn' t  go to excess ;  

on perilous paths through warring rebel factions ， he described his  indignation 

and shaped his  nature ， writing about the  landscape with i t s  seasonal creatures 

or about friends and a cup of winc . This is Tu Fu's truc face .  As soon as 1 read 

such poen芯 ， Tu Fu's truc tàcc leaps out beforc me. If 1 spcnd thc whole day 

reading his poems， then 1 sit face to face with him for thc wholc day; and if 

1 spend a lifetimc reading his pocn芯， 1 spend every day facc to face with him; 

1 can look up to him， take delight in him， and respect him 

If I take up any pocm or linc by Han YÜ， 1 can sec his craggy physiognomy 

throughout， looking down on cverything .  When given 0品仗， he cannot  

accommodate himself to the court; out  of ofÌÌ白， he is not satisfÌed to practicc 

private virtues in the wildcrncss . Hc is tÎcrce in his hatred of evil and loves 

talent in men as if hc wcre thirsty for thcm. This is the true face of Han Y ü .  

If 1 takc up any poem or line by Su Sh出， everywherc in it 1 can sce him 

flying through the sky like one of thc horses of Heaven ， playing around likc 

one of thc immortal bcings ，  a fusion of passionatc stylishncss (feng* - l iu) and 

Confucian dignity ( ya * )  that is involvcd with cverything .  He loves goodness 

and has an easy dclight in 哎 ; and with cheer， laughter， ragc， and sharp words of 

disapproval， he cncompasses the full range of moods (ch γ )  of the four sea

sons . This is Su Shih' s  truc facc 

After thcsc three， although each of thc grcat poets gocs in his own direc

tion， every one of them shows his true face in his poetry . There are those who 

show their true face complete峙， and therc arc those who show only half of it .  

In the poctry of T‘ao Ch'ien and Li PO we always see the face completely . 

Wang Wci ' s  face can be seen in his poetry in flve-character lines ，  but not in his 

poetry in seven-character lincs . Bcsides thesc poe的 ， everyone differs in how 

much or little his  true face can be seen;  but in no onc is it true that the face 

cannot be seen at al1 . If you read the poetry of the older writers along thcsc 

lines ，  then you will grasp cvcrything in thcm. 1 have read the poetry collec

tions of several well-known writcrs of rcccnt timcs from bcginning to cnd， 

and always found the pocms to bc good work; but reading them ovcr several 

tímes ， 1 never could make out what their faces looked likc .  1 don' t  think that 

this is how a real author should be . 20 

i芳 是 ， 心 聲 。 不 口J 違 心 而 1+1 0 亦 不 能 違 心 而 出 。 功 名 之 士 。 決 不 能 為 泉 石 淡 泊 之 音 O 輕 浮 之

子 。 必 不 能 為 敦 龐 大 雅 之 f響 。 故 陶 潛 多 素 ，心 立 誦 。 于1 白 釘 還 1廿 之 句 。 杜 甫 興 廣 廈 陣主 間 之

由、頁 。 蘇 軾 師 四 海 弟 昆 之 言 。 凡 如 此 類 。 皆 應 聲 而í tI \ 。 其 心 。fI 日 月 。 其 詩 如 1 日 月 之 光 。 隨 其

光 之 所 至 。 .êP 13 月 見 焉 。 故 每 吉、? 以 人 見 。 人 又 以 詳 見 。 使 其 人 其 心 不 然 O 勉 強 造 作 。 而 為

欺 人 欺 世 立 諦 。 能 歇 一 人 一 時 。 決 不 能 欺 天 下 俊 tft 0 '51:: 之 。 閱 其 全 映 O 其 陋 必 呈 。 其 人 既

晰 。 其 氣 必 品 。 安 能 辰 1是: 辭 乎 O 故 不 取 諸 中 心 rrrl i'f 菜 if fr 。 必 無 是 理 也 。
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Poetry is the voice of mind (hsin汁 : it should not come out at odds with mind， 

and indecd it cannot comc out at odds with mind . Men famous for thcir public 

accomplishmcnts arc uttcrly incapable of the clcar and Iimpid toncs of streams 

running ovcr s tones; those who live a lifc of carcfrec sensuality are always 

incapable of sounds with the honcst grandcur of the "Grcat Odes . " In T'ao 

Ch‘lcn ' s  words about " many simplc一hearted people ， " in Li  Po '  s lines about 

lcaving thc world bchind， in Tu 日1 ' 5 excitement in  his dcsirc to build a great 

mansion of  tcn thoLlsand room5 [ for all the poor scholars of thc world] ， and in 

Su Shih ' s  s tatemcnt that all in the world arc brothcrs-in cascs likc thcs亡 ， the 

voice always comes Oll t  as a responsc (yinJ? * ) . Thcir minds arc likc the sLln and 

moon， and their pocms arc likc thc Jight of sun and moo11 :  whcrcver the light 

reachc丸 thc sun and moon can bc scen . Thus evcry poc臼m is sccn through thc 

person， and， in tu山1口r也T丸I

son a叩nd hi臼5 ml叩nd arc ot出hc盯rWlsc a泣叩nd t出hcy s討tr間a沮叩m t怕o cω0115衍trucαt words t出ha抗t Wl山 11 l 
f品001 ot出he叮rs all吋d fool thc wholc world， though thcy fool ol1e person or one 

pcriod ，  thcy still ca11not hopc to fool the whole world cvcr thcrcaftcr . If you 

think about 缸， that kind of pcrson's  ignoble qualitics wiU be cvidcnt if yOLl go 

over thc whole corpl1S of his writings . And si11cc the pcrson is ig11oble， his 

ch γ will always give out. And when thc ch '尸 gives Ol1t， how can his lines 

sta y vital and com pclling? N ot to find in 01芯 ' s own mind but s till to aspire， 

without rcal grounds， to bc an author-thcrc has ncvcr bccn any such natural 

principlc ( l i 著 ) 2 1

討 道 之 不 能 長 振 也 。 由 於 古 今 人 之 詩 評 O 章1' 1市 !!正 章 。 紛 而 不 � 0 六 朝 之 J守 。 大 約 的 襲 'T

句 。 無 特 立 大 家 之 才 。 其 的 評 詩 l盯 著 為 文 者 。 如l 鍾 山東 。 如 劉 跡 。 共 百 不 過 吞 吐 抑 揭 O 不能

持 論 。 然 11嶸 立 舌 日 o r 過 來 作 者 。 說 須 新 中 。 牽 戀 補 袱 。 黨 文 巳 甚 。 J 斯 互 為 能 rj寸 常 時 1去

世 H 新 之 幣 。 總 乏 言 t三1 0 r 沈 吟 鋪 辭 。 英 先 於 呵， 。 故 辭 之 待 骨 。 在口 體 芝 樹 妝 。 I !切 吉 為 能

探 得 本 原 。 此 二 請 外 。 兩 人 亦 無 所 能 為 論 也 。 他 如 湯 蔥、 休 「 初 FI 芙 蓉 J " 忱 的 「 彈 丸 脫

手 」 之 百 O 主直 可 引 伸 。 然 似 屬 一 斑 之 見 。 終 非 大 家 體 段 。 其 餘 皆 影 響 附 和1 。 沈 Ý':H 習 氣 。 不

足 道 也 。 唐 宋 以 來 。 諂 評 詰 者 。 或 慨 諭 風 氣 o d2 指 論 人 。 一 箭 一 �h 0 Ë世 辭 複 句 口 不 可 怖

數 。 其 間 有 ft 有 睞 。 打 得 有 矢 。 刻 的 安 然 1 .1 0 l' 約 占 領、 生1I 復 鏈 。 f�; 惟 復 不 變 。 HlJ 陷 於 相 似 。

宣 凸 集 中 。 視 之 眩 Il 0 1吋 且要 宋 人 以 燕 右 為 王文 。 j 當IJ 禹 錫 }二l o r r 1JJ令 才 。 遠 Ij 於 泓 口 平 高

相 為 丹) 。 而 詩 道 你'i 0 ! 守主 i'ië、 裕 門 。 「 譬 如 1 n )J 0 終 -JI 常 見 o rlu 光 崇 尚， 刺 。 」 皮 日 休 I J 0 

「 才 3倚 天 地 之 氣 。 分 為 凹 的 。 宗; 色 各 異 。 人 ;三 才 變 。 豈 與 於 是 υ 1 1'-1， 1 數 [liJ 品 。 足 以 做

有 u泛 俗 υ � UJ令 諸 家 悠 悠 之 前í 0 lírJ 台 於 詩 人 二三 日 為 何 乏 。 其 餘 -k lJ"一 則 偽 。 企口 可是 如1 蹟 不 少 。 rlu

最 廠 於 聽 閉 口 j'jl� 蔽 學 有 lf 甘 心 思 者 。 則 骸 羽 品 味 3iiJ I長 翁 J之 李 攀 能 諸 人 是 也 。 羽 之 百 門 。

「 學 請 者 JJ. 古龍 為 主 。 入 門 在1、 11 0 立 意 須 向 。 以 模 魏 晉 廠 研 1、 的li 。 不 作 問 j匕 天 T可 以 F 人 物 b

:b l司 返 回 。 UIJ fl 卜 劣 品 早在 。 人 Jt mH 肘 。 J 夫 羽 毛s- J}1 �� ，j 在! 識 是 矣 。 既 有 誠 。 則 當 以 漢 魏 六 朝

仝 府 反 宋 之 �-，]-: 0 悉 !凍 於 訓 。 彼 必 i可 能 生[1 m 丹: 擇 O 生1 1 所 依 蹄 。 所 謂 倍 于 拈 來 O 無 不 是 道 。 去

-.z� 模 最Jr 盛 居 們 RiJ 丘 凡 是 寸土 三‘ 家 村 普 師 之 學 討 益 。 7示 熱 於 司令 悶 得 於 J安 安， 久 矣 。 此 都l 康 TI]二 之

路 。 巴格!所 幸 趟 。 即 答 {'í- 亦 能 相 隨 1兩 千J σ 和I 待 于f 11故 jfIJ 方 的j 乎 。 只 以 為 計 算、 識 。 則 一 一 步 趨 漢

魏 盛 店 。 IifJ 無 處 不 是 汗 斑 。 右J 有 識 。 即 可、 j長 跑 糢 魏 傲 的 。 lj'fJ 訪 時 志: 是 智 慧 。 仍 不 害 於 漢 魏
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盛 唐 也 。 羽 之 F:r 0 f，口j 其 謬 反 而 意 且 矛 盾 也 。 彼 樣 與 辰 翁 之 言 O 大 不 類 是 。 而 辰 翁 直在 覺 悄恍

無 切 實 處 O 詩 道 之 不 振 。 此 三 人 與 有 過 焉 。 至 於 明 之 論 詩 者 無 慮 百 十 家 。 市j 李 夢 陽 戶I 景 明

之 徒 。 自 以 為 得 ;其; lE lírJ 實 偏 O 得 其 中 的) 實 不 及 。 大 約 不 能 遠 也 於 前 三 人 之 主義 臼 。 而 李 攀 龍

iit 又 甚 焉 O 二巨 IU 貞 詩 評 甚 多 。 雖 祖 述 前 人 之 口 吻 。 |訂j 綴 拾 其 皮 毛 。 然、 間 有 大 合 處 。 由11 云 。

「 剩 竊 摹 餒 。 詩 之 大 病 。 割 綴 古 話 。 痕 遊 宛 然 。 斯 醜 已 極 。 」 是 病 也 。 莫 甚於 李 攀 寵 。 世

貞 生 平 jf 重 服 膺 攀 龍 。 iìT 謂 極 至 。 而 此 語 切 中 攀 龍 之 隱 。 昌 言 不 諱 。 乃 知 當 日 之 互 為 推 重

者 。 徒 以 虛 草草 倡 和 。 藉 相 倚 以 壓 倒 4� 人 。 l而 此 心 之 明 。 白 不 可 掩 耳 。 夫 白 湯 惠 休 以 1 M 日

芙 蓉 J 綴 謝 詩 。 後 個 評 詩 者 。 祖 其 語 ;忌 。 動 以 某 人 之 詩 如 某 某 O 或 人 或 神 仙 或 事 或 動 植

物 。 造 為 ι 麗 之 辭 。 而 以 某 某 人 之 詩 。 一 一 分 民] 如 之 O 法 而 不 附 O 耨 而 不 切 。 未 嘗 會 於

心 。 格 於 物 。 徒 取 以 為 談 資 。 與 某 某 之 請 f口j 與 。 明 人 遞 習 成 風 O 其 流 愈 盛 。 自 以 為 兼 總 諸

家 。 而 以 要 言 詞、 次 之 O 不 亦 可 晒 乎 。 我 故 R 0 歷 來 之 5'1 詩 者 。 雜 而 !ft� 章 。 紛 而 不 一 。 詩 j草

之 不 能 常 振 於 古 今 者 。 其 以 是 故 嗽 。

The reason poetry has bcen unable to rouse itsclf to some lasting vitality is 

that thc criticism of poctry， for its entire history， has been disorganized and 

lacking in unity. Thc poetry of the Six Dyn的ties was largcl y caught up in the 

closc imitation of words and lines ， and there was 11 0  talent who stood out as  a 

major  poet .  Thc books v，、rritten on the criticism of poetry during that timc ， 

such as the works of Chung Jung and Liu Hsieh， do not go bcyond making a 

few cvaluative points and arc incapablc of sus taining an argument .  Chung 

Jung， howevcr ， did say one thing that hit dcad ccnter， concerning the love of 

novclty that has been such a weakncss both in that period and in latcr agcs : 

“Writcrs of reccnt timcs try to outdo onc another in making novcl refcrenccs ; 

there is a SCl1SC of constant res triction and pieces patched togcthcr; this is a 

great cankcr on litcrature. "22 And Liu Hsich has some lines that cnable a p叮叮

son to fìnd the rcal source: “Nothing has priority ovcr bone in disposing the 

words (tz 'U) ， as one intones thcm thoughtfully: the way in which the words 

depend upon bonc is like the way in which the skeleton is sct in the human 

form (tγ ) .  "23 But beyond these two passages ，  neither critic offcrs anything 

worth considcring .  Of other critics ，  there are a few phrases worth quoting ，  

such as T'ang Hui-hsiu ' s “lotus in  thc fìrs t  frost '引 or Shcn Yüch ' s “ a  shot 

[with a slingJ lcaving thc hand" ;  both， howev位， arc ordinary points of view， 

and not the formulations of major  fìgurcs . Othcr than these the rest of the 

critics of the period all say the same thing and are complctcly swallowed Up by 

conventional practice; they are not worth mentioning .  

The various critics of poetry from the T‘ang and Sung on have either given 

ge肘ral overviews of thc question of manner (feng* -ch γ ) ， or they have 

directed their discussion to a single poet .  W c can ' t  go into every work and 

statemer詞， or every commcnt (given either as single or parallel predicates) .  

Among these some are apt， and somc crr; somc get it just  right ，  while others 

miss the mark. The following cxamplcs are statcments that set standards ， with 

thc capacity to dispcl confusion and heal ul1couthncs s .  They get it just  right by  
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setting themsclves apart from the vague rcmotcness of most critics and saying 

what i s  apt  for the airTls of thc pocts . Take for cxample Chiao寸an: “An author 

must undcrstand recurrence and mutation; if there is recurrcl1ce without muta

tion， then thc writer falls into the trap of being just like his precursor .  But if 

this happens in thc collcctcd works of onc of thc older writers ， it can dazzle the 

eye-a situation just  likc thc story of the man of Sung who thought that an 

ordinary rock 丘。m the statc of Yen was a fil1e piccc of uncut j ade . 鬥 There is 

Li叫u Yi'ιl.ιE一屯-

Cω0111C臼S “台趴.om J戶udgmcωI1t . I叮f t出hc two a盯re used tωo cωomp抖lem甘10臼I1t 011 ε anoth址ler丸 ， t出he叩11 1 

the wa叮y of poetry i芯s cωompJet紀e . 刊 A吐nother cxamplc from Li T令y泣: “ 1t is likc thc 

the sun and moon that havc always appcarcd sincc thc bcginning of timc， but 

whosc light is always I1CW. " Yct al10ther examplc comes from P‘i Jih也SlU

[ ca . 834-883 ] : “Talent is like the way in which thc ch ' í 勢 。f Hcavcn and Earth 

is dividcd into fèmr scasOl刊 ， cach of whose sccncs and color5 is  distinct ;  the 

l11utations of human taJ亡nt are no dìfferent fr0 111 thìs . " As for thc rc仗， if they'rc 

not  strident， thcll thcy offer acadcmic cOl11monplac凹 ， and not a fcw SCCl11 deaf 

and dim-sighted ‘ But thc oncs with the worst in位uence are those who try 

to block up thc cars ， cycs ， and thoughts of a pcrson trying to lcarn about 

poetry : hcrc wc havc Y cn Y函， Kao Ping [ 1 350- 1 423 ] ，  Lìu Chcn-wcr嗯 ， Li 

P ‘Jn-Iung [ 1 5 1 4- 1 570] ， a付 出eir ilk . Yen Yü writes ， “Judgment is thc domi

nant factor in thc study of poctry. Thc bcginning 111ust bc corrcct， and your 

mind must bc sct on thc híghcst goals .  Takc for your tcachcr thc poctry of thc 

Han， W ci， and High T'ang ;  don ' t  act thc part of thosc aftcr thc K‘ ai-yüan and 

T'icn-pao rcign日 . If you retrcat fro l1l this in thc lcast ，  thc vilcst poetry del1lon 

will enter your brcast . " Now Y cn Yü is quite correct when he says that judg

l11cnt is an essentÌal requisite in thc s tudy of poetry; but when sOl1lconc has thc 

capacity for judgmcnt， a11 thc poetry from thc Han， Wci， Sìx Dynasti凹 ，

T 'ang， and Sung should bc sct bcforc him ， Jnd hc will always know what to 

choosc frol1l them and what to be drawn to : “ trusting the hand to pick up thc 

right  thing" is always the best way. But this rcfrain of thc “Han， Wci， and 

High T'ang" is alrcady all too familiar to s tudcnts of poctry likc fivc-foot  

adolescents and schoolmastcrs from 
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wcng are pretty much the sam亡， except we realizc that Liu Chcn-wcng has 
parts that are evcn more vague and correspond even lcss to thc tàcts . The 

excesses of thcsc three critics havc made their contribution to the present 

lifelessness of poetry . 

By the Ming，  there wcre well ovcr a hundred theorists of poctry . The 

group around Li Mcng-yang and Ho Ching-ming felt that they had really 

achicvcd the norm (cheng * ) ，  whilc ill fact their work was skcwed; they thought 

they had found a central position， but they had not .  For the most part thcy did 

not cscape far from the pitfalls into which the three critics previously discussed 

had fallcn . Li P ‘ an-lung was cvcn worse. Wang Shih-chen [ 1 526一 1 590J wrotc a 

great deal of criticism on poetry; and even though he placed himsclf in thc 

lineage of thc other Ming archaist critics and made use of the external aspects 

of thcir work， wc still find moments of supreme reasonablcness hcre and thcre 

throughout his work . For example ， Wang writ凹， “Plagiarism and imitation 

are n1句 or faults in poct內， and the ugliest thing of all  is for a writer to patch 

together phrascs from thc older poets ， lcaving obvious traces . "  No one is more 

guilty of this than Li P‘ 紅1-1ung . All his lifc Wang Shih-chen paid thc greatest 

deference and honor to Li P‘ an一lUl1g ; but in thc lines abovc， he cuts right to the 

heart of Li P ‘an一lung's failings : these are clear words that don't  flincb from the 

truth. Tbis makes it clcar that the statcmcnts of mutual admiration made 

in tbose days were only empty sounds sung in harmony; thcy let them 

overwhelm ordinary pcoplc through their mutual associatiol1 .  Evel1 so Wal1g 

Shih-chel1 could 110t  hide his clear ul1derstal1dil1g .  

Ever since T‘ang Hui-hsiu tricd to catch the quality of Hsieh Ling-yün' s  

poetry with the phrase "a lotus i n  first sunlight ， " critics o f  poetry i n  later 

generations have modeled their commcnts on the intent (抖 著 ) of his phrase and 

often describe the poetry of a given writcr through somc comparison ;  they 

takc something human or something pcrtaining to thc gods and immortals or 

somc event，  animal， or plant， and thcn fashion it into an clcgant phra駝， appor

tioning each one as a metapbor for the work of a particular poet .  These are 

quite arbitrary and never really match the poet in qucstion; nevcr do they 

coincide with our understanding of the poet nor do they give the true form 

(ko * )  of their obj ect ;  their only purposc is to provide material for litcrary chit自

chat and have nothing to do with any given poem . 
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GI05sary 
of 
Basic 
Terms 

The following glossary is very s巳lective， treating primarily singlc character terms 
that are important or recur frequently in the texts treated or both. When these 
words appear in the translations and commentaries， a romanization with an aster悶
isk ( 叮 is given. Compound usages are often more important in the technical ter
minology of literary theory : when important compounds appear in the text and 
commentary， they may be given in romanization and sometimes will be dis
cussed in the commentaries . While many compounds eventually achieved the 
status of independent words ( rather than merely combining the semantic values 
of their constituent characters )， it is important to know the semantic value of 
their components in order to understand their later meaning. The glossary below 
is mainly for these primary elements . The reader should keep in mind that the 
following descriptions only broadly sketch the rang巳 of these terms， which 
ch阻ge through history and become more semantically determinate in any par
ticular context. 

chang 章 : the second character in the compound wen 弋chang， a "literary work， " 
or collectively， "belles lettres ."  Chang has two primary semantic areas : 1 )  to 

make evident or manifest， and 2 )  a unit， stanza， paragraph， or section. Etymo

logical atte血pts to explain the meaning of chang often make reference to the 
first of these semantic areas; the second， however， is usually the more impor回
tant in its application to literaηT contexts . Chang is one term for a "stanza" in 
stanzaic poetry and is also the term for a "paragraph" in prose .  ln other cases， 
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it is set in opposition to chii 句 ， a "line川 chang the whole "unit" of which a 
chii is the part. Hence in later poetics， chii而* is the "method for writing lines 
and couplets"; chang-fa 耨 is the way in which those parts go together to form a 
whole poem or work of prose. See especially We且也sin tiao-lung， "lts Source 
in the Way" and "Paragraph and Period . "  

cheng JI :  "proper， " "upright， " "correct， " μorthodox， " "normativc， " o r  "the norm . "  
One antonymn o f  cheng i s  hsieh 邪， "deviant， " "，、rarped， " "immoral . "  This 
primary moral sense of cheng* someti血的 lingers in the background of its 
most common literary use， as the primordial standard or form against which 
mutation (pien * )  is measured.  Thus， in the Book of Songs， there arc the cheng

Feng* ，  "the Airs proper， " "the Airs in their primordial form， " "the Airs of a 
moral society. " The subsequent literary phase， according to thc "Great Pre枷
face" to the Book of Songs， wiU be pien * -Feng* ，  the "mutated Airs， " often 
carrying a strong sense of devolution. Cheng and pien * come to be the most 
common terms with which to understand literary historical change. Even
tually， in certain contexts， these two terms can be used to describe works 
written in the same peric泣， in which case cheng is an ahistorical norm， and 
pien 提 is a "variation on" or "deviation from" such norms. There is a long and 
idiosyncratic discussion of these terms in the supp1ementary translations of 
Yeh Hsieh's "Origins of Poetry . "  

chi 機 the "trigger" o r  firing mechanism o f  a crossbow， and by  extension， any 
mechanism. Chi comes to have a rich range of meanings . Sometimes it is 
"the occasion， " like Greek kairos， "the right moment. "  From the sense of 
"mechanism， " chi often comes to refer to the presence of "motives"  in human 
action， premeditation; thus to "forget motives， " wang-chi 忘機 is to act unself
consciously， without secret motiv巳s. One common way chi is used in literary 
theory is as the most subtle， incipient phase of a movement in a natural pro
cess; in this case it is best translated as "impulses" or， in the perception of chi， 
"intimations . "  Chi are faintly perceived， but through them one recognizes the 
ongoing and oncoming processes of Nature . In a somewhat different usage， 
derived from the sense of "mechanism， " chi is a "100m， " and as such plays a 
role in the common textile metaphor for poetry. 

ch 'i 氣 "breath， " "air， " "steam， " μvapor， " "humor， " "pneuma， " μvitality， " some
times translated as "material force" or "psychophysical stuff" ( the romaniza
tlOn 1S 
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or "sluggish" ch 'i . At other times ch 'i admits a full range of distinct qualities; 
for example， a "relaxed" ch 'i， a "herce" ch 'i ; in which case it is close to "man
ner. " See especially Ts'ao P'i， "A Discourse on Literature. "  For a discussion 
see David Pollard， “Ch 'i in Chinese Literary Theory， " pp . 43-66. 

chih 質 "content， " 九ubstance" in a piece of writing， as opposed to wen 弋 可at
tem."  Chih is a1so used to characterize style， in which case it is something 
that is "plain， " "direct， " and treats the heart of the matter with a minimum of 
elaboration and omament. Chih exists in the world and is usually not "con

t巳nt" in the sense of authorial intent or concept.  Such authorial intent， yi 弋 is
a private apprehension or structuring of chih ; chih are "the facts . "  

chih 志 "to b e  intent upon， " "what i s  intently on the mind. "  The traditional 
etymological explanation of ch泌 的 "that to which the mind goes . "  It fre
quently has the political association of "ambition" or the mora1 sense of 
"va1ues， " "aims， " or μgoals . "  üften， however， in poetry chih is used in a broad
er sense of whatever is on the mind intense1y and involuntarily. Chih is both 
some content in the mind and a subjective relation to that content. 1n the 
"Great Preface" to the Book 01 Songs， chih is th巳 pr巳articulate correlative of a 
poem， which becomes a poem on becoming extemal in 1anguage. See discus
sion on pp. 40-41 .  

chih-yin 知音: litcrally， "the one who knows the tone， " a person who can under
stand the true significance of a piece of poetry or music by knowing what was 
in the mind of the producer of th巳 poem or piece of music.  Thc term derives 
from a famous anecdote of which there are versions in the Lieh-tzu 列子 (see

above p .  286 )  and in the Lü-shih ch 'un-ch 'iu f'， 氏 春秋 and the term was 
soon extended to mean an "understanding friend， " someone who can grasp a 
person's true nature from various kinds of extemal evidence. In the Wen-hsin 
tiao-lung the term is used to describe the "critic" or "idea1 reader" of a literary 
work. 

ching 景 "scene， " a particu1ar scene of the outer world. It often means a scene 
perceived from a particular plac巳 at a particu1ar time， thus implicating the 
“point of view" of a subject; but it is a1so often used as broadly and loosely as 
the English "scene. "  While a ching imphcitly 10cates the perceiver， the term 
ching refers sp凹的cally to that aspect of the extema1 wor1d which is indepen
dent of a subjective attitude toward it; in this case， it is taken as the com
p1ementary antithesis 0 
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affections which would be rendered in English as the "passions . "  Wu-ch 'ing 
無惰 ， "no passions， " "no affections， " can refer either to μh巳artl巴ssness" ( in a 
romantic situation) or to a dispassionate coolness， in which no subjective 
colori月 intrudes upon perception. In the compound ch 'ing-hsü 情緒， it refers 
to "feehngs" stirred by some particular object or 巳xperience. Generally， ch 'ing 
is a much broader term than liemotion" or "passion . "  In speaking of a line， a 
couplet， or a whole poem， ch 'ing refers to a subjective coloring in a statc
ment or description; or it refers to cases in which a stat巳 of mind ( or an 
action implicating a statc of mind) Ìs the topic of discourse .  In other cases， 
ch 'ing refers to the subjectivity or "subjective nature" of a particular person ; 
in this sense ch 'ing is verγ close to hsing* ，  "individuatíng nature， " with 
which it has been etymologically associated. In addition to being 1 )  a particu
lar "su切的tive state" bound to a particular circumstance， and 2) the "subjec
tive disposition" of a particular person， ch 'ing is also the general category of 
"subjectivity， " or the human "affections" in general. Ch 'ing is commonly 
used in antithesis to ching弋 "scene. " Yeh Hsieh's μOrigins of Poetry" draws 
on yet another usage of this term， as "circumstance" or the "circumstantial 
quality" of external things . For a full discussion， see Siu-kit Wong， " Ch 'ing in 
Chinese Literary Criticism. "  

ch被 趣 "interest， " 勻xcitement， " 50mc elusive liveliness in poetry， o r  imme
diate appeal. Sometimes translated as "flair. "  

fa 法 : “rule， " "regulation， " "method， " also the Chinese term for "law . "  The term 
fa became particularly important in criticism of the Sung dynasty and after
ward as "productive method， " the "rules" to be observed in composition. 
There are general "rules" for writing， and each poet and each kind of poet叮
(everything that has a tγ ) has his， her， or its own fa . Tu Fu， for example， is 
seen as having his own fa and， on a more restrictive scale， his own fa for 
wntI日g heptasyllabic regulated verse.  Although the attention to fa was in 
some degree simply interpretive， enabling a stud巳nt to see why Tu Fu wrote 
as he did， fa was ultimately understood primarily in a productive sense， prom
isíng to enable a later writer who grasped Tu Fu 's fa to write as Tu Fu did. Fa 
was a term of common parlance in poetic pedagogy， and most critics used it 
unreflectively. ln "The Origins of Poetry， " however， Yeh Hsieh r 
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feng often carried the sense of "influence" or "affective capacity. "  When wri
ters speak of the "lingering feng of the ancient poets， " the reference is both to 
the survival of the ancient poetηT and to its literary or cultural influence. 
Ch 'i * ， "breath， " may infuse a poemi but when it is set in motion outward and 
stirs others， it is "wind/

， 
feng. When used as a descriptive category， as in the 

"Wind and Bone" chapter of the Wen-hsin tiao-lung， it is some animating 
force in the text directed outward， the text's capacity to "move" and "move 
others. "  See discussion in Donald Gibbs， "Notes on the Wind: The Terin 
'Feng' in Chinese Literary Criticism/' pp. 285-293 

hsiang 象 "image/
，

the normative visual schematization of a thing or of the 
巴mbodiment of an idea (such as a phase of change， a hexagram in the Book of 
Changes ) in such a schematization. According to the neo-Taoist philosopher 
Wang Pi 王粥 (226-249L writing in reference to the "1mages" section of the 
Book of Changes， hsiang is that which necessarily mediates between con
cepts ( yi叮 and language. Hsiang is neither the particular thing ( though it may 
be perceived as immanent in particular things ) nor the "idea" of a thing， but 
rather a sensuous schematization of the normative thi月﹒ 1n literary usage， 
beginning in the Southern Dynasties， hsiang becomes strongly associated 
with "appearances" j  and thus the term is sometimes used imprecisely to refer 
simply to the phenomenal worldj for instance， hsiang-，叩i 象 外F μbeyond
hsiang/' means simply "outside of the sensuous world叮 and wan-hsiang 萬象F
"the myriad images/' refers simply to all the phenomena of the sensuous 
world 

hsin 心 : μheart/' μmind/' the seat of consciousness and of both affective and 
ratiocinativc capacities. Hsin is often said to be only a "speck/

， 
literally a 

"square inch/' fang-ts 'un 方寸

hsing 興 : μstir/
，

( sometimes given in romanization in the translations ) .  The use 
of hsing spans the distinction between "stirring/， kan 弋 and "response， " 
ying* :  something in the outer world may hsing a person， and what then 
occurs in the person is also hsing. Hsing may be used to refer to the response 
to a poemj and a poem may be used to hsing， to elicit a response from readers . 
1n the tradition of interpretation that grew up around the Book of Songs， hsing 
refers to an "affective image" which will elicit a particular response from the 
reader. Although it is often possible to uncover some underlying metaphorical 
relation in this pro 
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of his own hsing as fully indívíduated ( though its description may be in terms 
of a normative type ) .  Hsing can always be translated as μnature， " though the 
English term "nature" is much broader and encompasses several ql日te dis 
tinct semantic areas in Chinese， only onc of whích ís hsing. See especially 
Wen-hsin tiao-lung， "N且ture and Form."  

hsü 虛: "cmpty， " "plastic. " The antonymn of  hsü  is 沾沾 著 ， "solid . "  1n  addítion to 
the meaning of "empty" in the common English sense， hsü means "plastic， " 
in the sense of something that takes the form of whatcver "solid" it encoun 
ters or which contams it， as water or air does. 1n poetics hsü is the attribute of 
ch 'ing* ，  the "affections" (which， in "investing" themselves in certain things 
of the world， take the shape of those things as water might fill a container) .  
Hsü i s  used t o  characterize certain kinds of lines and passages， those marked 
with subj巴ctivíty. Such μemptyn lincs are often those which contain hsü-tzu 

虛字 ， "empty words， " grammatical particles that mark the mediation of a hu可
man consclOusness 1n 且 statement and thus give it a subjective colori月﹒ For
instance， the use of yi， 、lready， " implies a sense of human timc comparison 
and anticipation that will make the line normally "empty. " See especially 
Chou Pi， "Poetry in Three Forms， " prefaces . Paradoxically， in certain com
pounds such as ch 'ing-hsü i吉虛， "clcar and 巳mpty， " hsü may refer to a quality 
of dispassion and artistic distance 

hua 化 : "transtorm， " one of the many words of "change" in Chin巳se. Hua is often 
used transitively or with transitive implications; and it is sometimes used in 
a political and ethical sense to refer to the Sag巳's or ruler's μeducating" and 
"civilizing" the people (or even the natural world) 

kan 感 : "stir， " used both transitively as μto stir something" and passively "to bc 
stirred. " The passive is the most common use in poetics . Kan is the affect of 
an encounter， often resulting from some natural bond or sympathetic reso
nance between the subject and whatever is encountered. It is important to 
distinguish kan， the receptive aspect of an encounter， from ying* ，  thc "re 
sponse" to being stirred. Toined as a sequential compound， kan -ying， the two 
terms describe the essential process by which poetry occurs as a response to 
an experience of the world. For a discussion， see Munakata Kiyohiko， "Con 
cepts of Lei and Kan自lei in Early Chinese Art Theory， " pp . 105- 13 1 .  

ko 格 : Ko has two primary sen 
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and sparencss of style， with a t巳rse and forceful argument. "Lacking bone" 
suggests a puffiness， lacking a sense of purpose， force， and direction. See 
especially Wen-hsin tiao-lung， "Wind and Bone . "  

lei 類 : "category， " "categorical analogy. "  In Chinese lei means that a set of things 
belong to the same category or inherently share certain properties. In English 
that relation will often seem to be an "analogy";  that is ，  since the Western 
tradition does not see the two terms as belonging to the same class， the fact 
that they share certain properties will make the relation between them seem 
merely analogical . It is important to keep this in mind when considering the 
use of lei， and to remember that in Chinese a natural relation is asserted， even 
if in English that relation seems merely analogical， a speculative or literary 

association. For a discussion， see 此1unakata Kiyohiko， "Concepts of Lei and 
Kan-lei in Early Chinese Art Theory， " pp. 1 05- 1 3 l .  

H 理 : "principle" o r  "natural principle . "  Li i s  a central term in Chinese philoso
phy， and its precise significance at various periods is a matter of dispute. To 
describe it in a general way for our purposcs， li is the underlying principle of 
both synchronic and diachronic structuring in thc world; that is， li is both the 
principle d "how things go" as well as of "how they are . "  Li is sometimes 
spoken of in a unitary sense:  a unified li that pervades all things . At other 
times， li is spoken of as individuated by category， 巳ach thing or category of 
event having its own li . Li is immanent in the phenomenal world， knowable 
in experience and in poems growing out of experience. Thus， in po巳try， li is 
sometimes the counterpart of "meaning" as a motive in writing ( conveying li ) 
and as an end of the epistemological process in reading. It should， however， be 
stressed that "reading for meaning" is less a part of Chinese reading theory 
than Western 

1i 麗 "beautiful， " closely related to li 儷， meaning "paired" or "parallel . "  An 
allied t巴rm is mei 美 . While li as "beauty" and mei are spoken of in regard to 

literature， they are by no means of primary importance， and the English reader 
should be careful not to invest their appearance with the complex history of 
"beauty" in Western aesthetics.  Although li is often given as the determina
tive quality of poetry and poetic exposition， this is a sensuous beauty and 
allure rather than an aesthetic beauty of form. 

miao 妙 . 吋ine， " "subtle， " "fine points . "  Etymologically miao is associated w 
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or personal situation. In the W巴n-hsin tiao可lung， Liu 日sieh distinguishes 
hsing耨 from pi on the grounds that the operations of hsing* ，  "affective 
image， " are covert and based in ch 'ing.' ，  while the operation of pi is overt 
and based in "natural principle"  (li 叮

pien 變 : "Mutation， " one of the many terms for "change . "  Pien often implies that 
there has been some norm or primary state which has undergone a change， a 
"mutation. "  Unlike μvariation， " which implies 血ultiple chang巳s around a 
single norm， pien imp1ies serial stages that move ever farther away from the 
norm or pnmary stat巳. Like Eng1ish "mutation， " pien is a process of change 
understood ìn relation to a norm or primary stat巴. Despit巳 the awkwardn巴ss
and occasional ludicrousness due to the associations of the English term 
"mutation， " 1 have retained this translation in hopes that the reader will keep 
in mìnd the specific kind of change that the word often denotes， especially 
used as a technical t巳rm in literary theory. Sometimes pi叩 carries the nega
tive connotation of "devolving. " See cheng' \  

shen 神 : “Spirit" or "divinity. "  Originally this term applied t o  the μgods， " but it 
was early transferred to the incorporeal aspect of the human， the μspirit . "  Acts 
of imagination were generally understood as the movement of sh帥 j a rich or 
fantastic "imagination" loosely corresponds to shen "moving to remote dis
tances . "  In later poetics shen is used to describe a magical domain in aesthetic 
experience that eludes analytic comprehension， as in ju島shen Ãji申， "to enter 
[the realm of] spirit， " "divinìty， " a term originally used in the Hsi-tz'u chuan 
of the BOOK 01 Changes， and given as the highest poetic value ìn Yen Yü's 
"Ts'ang-Iang's Remarks on Poetry . "  Se巴 also Wen-hsin tia。可lung， "Spirit 
Thought . "  

晶晶 質 : "solid， " μactual . "  Sometimes used i n  opposition t o  hsü， shih refers t o  the 
fixity of definite form (as opposed to the "plasticity" of hsü * )  and to the exter
nal solidity of a ching* ， μscene" (as opposed to the "empty" emotional color
ing of the scene) .  A lin巳 is shih if it describes external things and has no 
"empty" words that subordinate the description to the way the subject feels 
about it or interprets it . To gìve an example of an early usage， Liu Hsieh writes 
in the Wen-hsin tiao-lung: "The forc巴 of one's talent ìs located within and 
begins with ch γ in the bloodj ch γ 'solidifies '  ( shih ) intent ( chih 叩'. That is， 
initially chih 特 is "empty， " the mere form of an inte 

Forms， " prefaces .  
shih 勢 "inertial form， " μnlomentum， " "force， " μvector， " "natural bent. " In one 

sense shih ìs used to refer to political power， based not on moral force but on 
the power to intimidate . This basic meaning of "force" comes to be extended 
to a wide range of usages. The term was an important one in military theory 
to describe the dynamics of battle. Shih can also be the shape or stance of 

something with an implicit energy or "line of force" :  a mountain， for ex 
ample， may be said to have a shih that "thrusts upward" into the sky or 
"presses down" upon a river. We may decide upon reflection that such quali 
ties finally depend upon the perceiver's interpretation of the scene， but this 
reflective truth is less important than the fact that the shih of somethìng 
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presents itself to a perceiver immediate旬， as if it inhered in the thing or scene 
itself. Before its appearance in lit巳rary theory， shih is an important term in 
calligraphic theory， brush strokes seeming to have inherent "inertial forms" 
or "lines of force. " Shih may be μnatural bent， " insofar as its  "force" is the 
inherent disposition of a thing interacting with its circumstances. Shih may 

be the directionality of a complete movement ( e .g . ，  the flight of an arrow) ，  or 
it may be the directional force that inheres in a form at any moment in the 
process of movem巳nt ( i .e . ，  th巳 arrow at some point mid-flight) .  Thus in some 
cases in 1iterary texts， shih is a kinetic "manner， " the way a particular form 

( tγ ) naturally unfolds. 1n other cases shih refers to a quality of movement 

within the text that would be described in English as "structure" ( though it is 
important to remember that here it would be conceived as a quality of move

ment rather than a hypostatized set of relations ) .  See especially Wen-hsin 
tiao-lung， "Determination of Momentum. "  

曲的 事: "event， " "occurrence， " "matter. "  1n technical poetics， "to use an event， " 
yung-shih 用事， simply means to make a reference to some story， historical 
event， or position taken by an earlier writer (and should be distinguished from 
textual allusion) .  1n some theoretical discussions， however， particularly in 
Yeh Hsieh's μOrigins of Poetry， " shih is used in a broader and more philo
sophical sense. 1n Yeh Hsieh， shih is the particular μoccurring" of something 
in the outer world (as opposed to li * ，  the general 、rinciple" ) ， which con
tributes to the determination of the fa 弋 the necessary "r址e， " of a poem. 

shu 數 literally "number， " used in the Wen-hsin tiao-lung as something 1ike 
μorder" or "principle， " that is， as that level of distinction ( division into 
enumerated categories) that admits no further significant division. 

se 色 "color" or μvisag巳. " Se is the visual aspect of something independent of its 
form， although it may be a way to describe shape without resorting to deline
ated form. Liu Hsieh， for example， says that s巴 ( and not visible forms)  are the 
medium of painti月， suggesting an aggregation of boundariless color areas as 
in some Expressionist painting. Se is also the alluring surface of the things of 
the world and has strong associations of sensuousn巳ss， even of sensuality : to 
"love se， " hao-se 好色， is the classical phrase for sexual lust. Se plays a some
what different role in the fabric metaphors used to descri 
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a Confucian "Way/' a Taoist "Way， " a Buddhist "Way， " a "way" of poetry， 
μways" for almost 巴very kind of human activity. It should be stressed that a 
"way" is not a body of thought， beliefs， or rules， but a course to be followed or 
which things follow of themselves :  insofar as a “way" exists， it exists in 
potential or actual cnactment. 

tê 德 : 心nner power， " "virtue". Tê is a difficult term， traditionally taken as cog
nate with another tê 得F μto attain . "  Tê is the power， often the moral power， 
which a person or entity has within， a power that enables that person or entity 
spontaneously to move or influence other people or the outer world. Liu 
Hsieh speaks of th己 的 of wen * :  this is the inher巳nt power of w仰 著 by which it 
becomes manifest in the world. 

“ 體 "nonnative form， " "embodiment， " "body . "  T'j is the word one would use 
to speak of "the human body， " but not the word normally used to speak of a 
particular person's body (unless speaking of it in terms of the norm) .  A par
ticular hsi且g* ， "individuating nature， " becomes manifest in a corresponding 
t 'i .  T'i is a very common term in Chinese literary thought， but it crosses 
several distinctions that seem necessary in Western literary thought， while at 
the same time making other distinctions that do not exist in the Western 
tradition. It may be a μgenre" :  poetry， memorials to the throne， letters， and 80 

forth are al1 distinct t 'i .  "Subgenres" based on thematic or occasional classi
fications are also t 'i :  for instance， parting poems， banquet poems， and autumn 
meditations. T'i may r巳fer to particular vcrse forms within a large generic 
classification， crossing many subgenres and occuring on various levels :  
regulated verse as 且 whole， as well as its subdivisions like pentasyllabic or 
heptasyllabic r巳gulated verse are all t 'i .  For all such usages， th巳 wide and 
ambiguous word "genre" will serve as an adequate translation; but t 'i also 
covers one aspect of the word μstyle ."  T'i has the sense of 且 normative style， 
as when we speak of an "archaic style" or an "exotic style . "  It does not de
scribe "the style of this poem" (although it can identify a categorical， nor
mative style that appears in an individual poem) .  As a normatìve style rather 
than particular stylistìc usage， t 'i is the term used for an author's overalJ 
style and for a period style .  Finally， t 'i also applies to normative mann巴rs of 
behavior and personality typcs ( 勻he type of person he is" ) .  In short， t 'i is 
a μnormative form， " and its impor 
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tive， and each person has a fixed amount. In Yeh Hsieh's "0rigins of Poetry， " 
however， the anomalous possibility is raised of increasing one's ts 'ai . See 
especially the discussion of ts 'ai in "Ts'ang-lang's Remarks on Poetry . "  

tsao-hua 適化 : "Creation， " sometimes freely personified as a "Creator. "  Because 
of what the term "creation" has come to mean in thc Western tradition， it is 
perhaps an improper translation: tsao-hua is not a purely voluntary making 
from some prior intent， but rather the initiation and continuous carrying 
out of structured change in the world. Although tsao-hua is many times 
spoken of in regard to origins， it is continuous and ongoing. “Creation" in the 
Western sense has been complctcdi if tsao占ua ceased-and there is no escha
tology that admits that poss加lity-the world would simply stop . An analogy 
between poets or poetry and tsao-hua resembles the now dead Western 
metaphor of literary "creation" and divine creation in its link between litera
ture and cosmogony!cosmologYi but the differences between Chinese and 
Western cosmology are such that the Chinese application of tsao-hua to liter
ature means somcthing quite different. 1t should be added that even though 
th巳 association of poetry and tsa。目hua cventually became commonplace， it 
never became a dead metaphor as the idea of "creation" has. 

t'ung 通 : "continuous passage through to some point， " “continuity， " "comlnuni
cate， " "comprehend" (both in the sense of to "include all" and in the sense 
"understand") ，  to "make understood. " T'ung refers to something passing from 
one stag巳， position， or time to anoth巳r. 1n many cases， t 'ung is used in opposi
tion to the concept of "blockage . "  1n other cascs， as in Liu Hsieh's discussion， 
t 'ung means "continuity， " and is used in opposition to "mutation， " pien * ，  to 
des巳ribe the way certain aspects of a literature show continuity through time. 
See especially Wen -hsin tiao-lung， “Continuity and Mutation. "  

tzu-jan 自 然 : one o f  the words commonly translated a s  μNature . "  The most lit
eral translation of tzu-jan is "so-oιitself" : things being the way they are and 
events occurring the way they do because that happens to be the way they are 
or the way they occur. Distinguish hsing恃 ， "individuating nature， " the en
dowed disposition or nature of a particular entity. A particular hsillg* will 
follow a certain process of development and will assume certain characterisω 
tics according to tzu-jall， th 
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of the "continuation" of th巴 text in the mind after reading is over， a time in 
which the significance of the text gradually unfolds . See especially Ssu-k'ung 
T'u， "Letter to Mr Li， " pp. 356-357  above. 

wen 文 "pattern， " "literature， " "the written word ."  Wen originally referred to 
the "pattern" on a piece of jade and was early extended to mean pattern in 
general . Wen is thc term for "culture， " "refinement， " "learning， " the "civil" 
aspect of the state as opposed to the milita耳 "H巳aven's wen" means "astron
omy or astrology"; μEarth's wen " me且ns "topography" ;  in this set， "human 
wen" is "literature， " or in a more ext巳nded sense， "culture . "  Wen is SOlue
times simply the written word. 1n the fifth century， wen becomes distin
♂1ished from non-litcrary prose ( "non-litcrary" in a Chinese sense， certainly 
not in a Western sense ) ;  and sometimes wen is the term for μprose， " as dis
tinguished from poetry. In the common organic tree metaphor for literature， 
wen is the visibl巳 outward pattern of the leaves， which， observed carefully， 
reveals the hidden shape of the trunk and branches :  wen is the organic ex
ternal manifestation of some "substance" ( chih * )  or μnatural principle" (li叮

( e .g. ，  growth or "treeing吋 See espccially Lu Chi， "The Poctic Exposition on 
Literature"; and Wen-hsin tiao-Iung， "Its Origins in the Way ."  

wu 物: μthing， " "phenomenon，" and eventually "other" ( as in  Liu Yi-tsai's use  of 
the term in identifying with another person ) .  Wu varies in usage from an 
"animal" to a "physical thing" to any "object of consciousness . "  The term 
"object" is perhaps the English term with the closest semantic range ( exclud
ing the meani月 of "animal吋

ya 雅 "dignity， " "elegant， " "gracious . "  One of the major sectional divisions in 
the Book 01 Songs， the "Odes， " translated by Ezra Pound as "elegentiae. "  As a 
stylistic category， ya suggests dignity， restraint， and a certain archaic quality 
( this latter quality affirming timelessness and the capacity of literature to 
transccnd the fashions of the day ) .  The antonymn of ya is su 俗 "mundane， "
"uncouth， " “commonplace， " "vulgar， " "popular， " "low. " 

yi 意 "concept， " "idea， " "meaning ."  Yi is perhaps the most difficult technical 
term of poetics to translate， because it crosses a wide variety of quite distinct 
English concepts in unexpected ways. Yi has a wide range of usage， rang
íng from the clever interpretation of some material (much like the late 
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nificance， " sometimes "meaning. " This yi is often interchangeable with yi 悟 ，
"concept， " with which it became homophonous during the Sung. Yi is "truth" 
in thc sense of μa truth， " and is applied primarily to humans and large univer
sals rather than to things : a tree has its li 九 μnatural principle， " but there is 
both li 耨 and yi in the fact that water takes the shape of whatever vessel con
tams lt. 盯著 ， "concept， " occurs primarily in mind; yi， "a truth， " is recognized 
by mind but ex泌的 extemal to it. It  is  possible to speak of a poet's having ch 'i
yi 奇意 ， "a strange concept叮 but it is not possible to speak of a poet's articu
lating ch 'i -yi 奇義， a "strange truth. "  Where this yi cannot be comfortably 
translated as "a truth， " 1 have used various other translations， including 
"significance. " 

ying 應 : 可esponse . " See lwn * ﹒  
yu 遊 : “roam， " "wander fr巳ely. " Although this i s  not an important technical 

term， it recurs often in the discussion of literature. It is a verb of going with
out direction， for one's plcasure . 
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Notes 

INTRODUCTION 

1 .  The t巳rm literary though t is used here as the broaùest possible term to encompass 
literary theory， poetics， and criticism， while placing literary taxonomies on the margins .  

2 .  Tzu，  translated here a s  the "literature o f  knowledge，" was one o f  th巳 four divisions of 
traditional Chinese bibliography， the others being Confucian Cl且ssics， history， and belles 
lettres 

3. The terminology of poetics is largely shared by th巳 various languages of the Euro
pean tradition. This is not to suggest that there are no historical and national differences; 
but such differences are comprehensible in terms of a history of classical origins and post
classical relations between national literatures; or those words are ιomprehensible in regard 
to shared questions from that common background. Though the local pride of various Euro
pean "national literatures" makes the proponents of each quick to assert that no other liter
ature has a word quite like X， the for巳e of term X can easily be understood in reference to a 
shared set of questions or i日sues.

CHAPTER ONE 

1 .  In Yen Yü's "Ts'ang-lang's Remarks on Poetry" the Chinese tradition eventually 
produced its own version of the "æsthetic， " the experience of poetry as essentially separate 
from all ordinary experience. As we will see in the critique by Wang Fu-chih， however， such 
a view of poetry could provoke deep hostility. 

2.  The commentary tradition has taken this passage differently， int巳rpretl1lg wen 祕 as a 
"passage" and tz'u ' as the text as a whol巴. This yields a simple warning not to misunder 
stand the part by failing to take into account the whole context. Such an interpretation， 
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while eminently reasonabl巴， ignores the tendency to describe language as a triadic structure 
of manifestation in many texts of thc Confucian school. 

3. See Ch'en Shih-hsiang， "In Search of the Beginnings of Chinese Literary Criticism，" 
in Semitic and Oriental Studies: A Volume Presen ted to William Popper on the Occasion 
of His Seventy-titth Birthday 

4. The term chih 志， translated here as "r巳cord， " is usually taken to mean a written 
text. 

5. I capitalize the word images when referring to the technical category of "Images" in 
the Book ot Changes . This technical usage， however， easily blurs into the broader applica
tlon 哎 "images" in other kinds of language and in the world . 

6. A good analogy might be made between a certain mode of Chinese exegesis and the 
"strict style" for dcvcloping a theme in Baroquc music 且 proposition is elaborated back
wards and forwards， its parts filled out， to see what it will yield 

7. For the modern reader， these Images will seem to be mere cultural coding; that is， we 
see their significance as arbitrarily granted rather than inherently embodied in them lunlcss， 
of course， one is 且 Ju月1且n) . But for Wang Pi and others who knew and trusted in the Book of 
Changεs， the lmages did seem to embody the significancc of the hexagrams inherently; and 
they rcasonably assumed that such significance would be universally manifest through thc 
Images. That assumption made thc statcment of the adcquacy of the Image to give the 
fullness of concept tunctionally true and the modern description of "cultural codi月" func
tionally untrue. 

CHAPTER TWO 

1 .  For a discussion of the complicated relation between the "Gr巳at Preface" and the 
μLesser Prefaces， " see Steven Van Zoeren， "Poetry and Personality : A Study of the Her
meneutics of the Classic ot Odes I Shiii且g)， " Ph.D.  diss， Harvard， 1 986 

2 .  For discussions of the tradition， see Van Zoeren， and Paulinc Yu， The Reading 01 
Imagery io the Chinese Tradition pp. 44-83 

3. The Chinese phrasing is tautological : feng特 is feng\ 
4. "The virtue of the superior person is wind; the virtue of the lesser person is gr且S5;

grass in the wi吋-it will surely bend down" IAnalects XII. 1 9 ) .  
5 .  I t  should be notcd that this becomes particularly significant in the theory of the 

"Four Beginnings， " ssu-shih 四始， an ideal ord巳r of the Book of Songs involving progress on 
four distinct levels carried out in the four major sections of the classic 

6. A cOlllplete bibliography of English discussions of the μSix Principl巴s" can be found 
in John Timothy Wixted， “The Kokinsh ü Prefaces﹒ Another Perspective，" Harvard Tournal 
ot Asiatic Studies 43 . 1 :228-229 1 1 983 ) ，  footnote 30. 

7. For a discussion of tll， see Dore J可 Levy， "Constructing Sequences : Another Look at 
thc Princi ple of Fu 賦 'Enumeration， ' " in Harvard {o日rnal of Asiatic Studies 46.2 : 4 7 1 -494 
1 1 986 )  

8 .  Classical rhetoricians in  the West were quite aware of  an  affective rhetoric， the 
evocation of a mood for pcrsuasive purposes， similar to the citation of the Book of Songs in 
Warring States oratory. Indian poetics also has a rather different rhetoric of moods .  There is 
且 similarity here in the project of moral education in the interpretation of the Book of SOl1gS; 
i.e.， language is intentionally μused" to produee a certain response. However， thi日 lIltén可
tional use of language to shape response largely disappear巳d from later Chinese poetic 
theory Iwith the exception of the theory of Yüeh-fu ) ，  which was prilllarily concerned with 
the involuntary manifestation of the poct in the poem. 

9 .  The graph 樂 has two pronunciations : 10 meaning "delight" and yüι11 meaning 
"Illusic. "  Hsün-tzu is playing on the visual tautology 

10 .  1n the Chinese， "movement" is tung-ching: "movem巳nt and rest . "  
1 1 .  "Guided，" tao， is here written with the same graph as the Way， Tao， and i t s  selllan

tic valu巳 in this context is closely related to that Jarger sense of "according with the Way . "  
12 .  "Dissolution" hcre is liu， literally "f1ow. "  The notion o f  things "flowing together， " 

的sociated with "letting go" and sexual mingli月， 1S
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1 3 .  It is unclear here whcther wen 瞥 refers to the vcrbal texts of the Odcs and Hymns or 
the "patterning" that is given to sounds so that they become musical notes 

14. "Balancer， " ch 'i， is Iiterally "equalizer， " that which holds the relations betwecn 
things in balallce可 1t creates all illstillctive sellse of when to come forward alld whell to 
withdraw， etc. ，  thus mailltaillillg humall relatiolls alld social relations 句II all evell keel . "  

15 .  HSÜll-tzu here rctums to  the opelling statement of  the chapter in  a new way. III  the 
opellillg the graph 樂 W且s "delight， " which is "illevitable" ill human emotioll. Here it i s  
"music" alld is somethillg that "callnot be dispensed with" ( the Chinese phrasillg of  "inevi 
table" and μcannot be dispensed with" is the same) .  

1 6 .  The reading wen 特 here i s  all cmcndation 
1 7 . The metaphor of Iiquefaction suggests promiscuous mingling， with overtolles of 

dissolution 
1 8 .  Ch 'ing梧 的 all emendation. The original text read ching 靜 ， μcalm."

CHAPTER THREE 

The text us巴d is found in chüan 52 of thc Wen hsüan 
1 .  Ts'ao P'i was very proud of the Authoritative Discourses; alld after he became 

Emperor of the Wei， in the car1y 2208 he sent copies to Sun Ch'üan， King of Wu， alld to the 
southem literary man Chang Chao， who w且s Lu Chi's maternal grandfather. See H的rashida
Shinnosuke， Chìigoku ch白sei bungaku hyδro且shi， p. 75. Ts'ao )ui， Ts'ao P'i 's successor on 
the Wei throne evell had the Authoritative Discourses， carved in stone. 

2 .  "A Discourse on Literature" has neither the relatively tight form of a formal essay 
nor the looser arrangement of most chapters in the large collections of discourses cl且ssificd
a8 tzu， "the literature of knowledge. "  Its internal structure and the other extant fragments 
suggest that although it was only part of the original chapter， it was 且 contmuous part 

3. The Hsün-tzu would be an early 巳xample of such a collection; the Hsin-lun 新論 of
Huan T'an 桓譚 and the Lun-h巴ng 論衡 。f Wang Ch'ung 王充 are prominent Eastern Han 
examplcs. The Chung-lun 中 論 of Hsü Kan， referred to at the end of Ts'ao P吐'8 "Discourse， " 
was the immediate predecessor of the Authoritative Discourses and probably Ts'ao Pγs 
primary model. 

4 .  Fu Yi， writer of prose and fu， and Pan Ku， historian and writer， were perhaps the 
most eminent literary men of the second half of the first centu旬. 1t is not clear whether the 
"relation of a younger brother ( literally 'middle brother， ' implying the existence of others 
still younger) to an elder brother" refers to a personal friendship or comparison of quality. It 
is also unclear whether or not some degree of prec巳dence might be implied in the pairing. If 
it is a comparison of quality， the sequence may suggest， contrary to all later opinion， that Fu 
Yi was the superior. 

5. Chang Huai-chin， Wen fu yi-chu， p. 58， interprets the hsiu 休 here as "be excellent" :  
thus "he couldn't d o  a very good job ."  This makes the point clearer， but violates the com
mon usage of tzu-hsiu 自 休 . Furthermore， Fu Yi's being "unable to stop himse!f" in writing 
seems to lead into the next paragraph， with reflection on the motives for such compulsive 
wntmg: “people are fond of making themselves known. "  

6 .  Some scholars have seen such lines a s  being directed against Ts'ao P γ s  talented 
younger brother， Ts'ao Chih， with whom Ts'ao P'i felt no little political and literary com 
petitiveness. Ts'ao Chih， as one literary man "belittling" another， was supposed to have 
mocked Ts'ao Pγs friend Ch'en Lin with the prov巳rb， "A painted tiger can 
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are quantitative degrees of attainment; following the comprehensive categoη is a series of 
limited modal categories， each with its own hlerarchy of attainment 

8. There is a problem here in the double use of 白 見 In the first case， it is clearly 
tzu-hsien， "to m且ke oneself known， " as in the passage from the biography of YÜ Ch'ing. In 
the second case， it is tzu-chien， "to be self-aware， " literally "to see oneself . "  

9 .  Literally， "they gallop Yi's and Lu's， " the names of  two famous steeds of  antiquity 
10 .  Chün.. tzu 活子， the Confucian "gentleman" or "superior man， " originally meant a 

"lord's son，" a "prince. "  Ts'ao P'i， a chün-tzu in the archaic and literal sense， aspires to the 
role of chün-tzu in the Confucian sens巴，

1 1 .  The phrase ch 'i ..ch γ 齊 氣 has been the subject of considerable debate. As Li Shan 
explained it in hi日 commentary to the Wen hsüan : "The customary literary style ( wen * - t 'i * )  
of the Ch'i region i s  slow and relaxed; this problem appears in Hsü Kan's writing. "  The 
Wu-ch'en commentary to the Wen hsüan follows Li Shan. Following this interpretation， we 
translate the sentence: "Hsü Kan has the ch 'i * characteristic of th巳 region of Ch'i; neverthe
less he is Ts'an's equal . "  Modern scholars have shown considerable dissatisfaction with this 
interpretation and hav巳 proposed alternative suggestions， such as "a lofty ch 'i 圳

， and μa 
proper ch γ " On p. 75 of "Shih-lun Ts'ao P'i tsen-yang fa-chien wen-ch'i， " in his Ku-tie丑
wen-hsüeh lun t 'an-so， Wang Meng-ou argues for a similar interpretation， identifying ch 'i 
and chai 齊. The problem with both these interpretations lies in the jan 然 that introduces 
the apodosis : jan should mean μnevertheless， " thus suggesting that ch 'i -ch 'j is a negative 
characteristic. It was no doubt this presumption that led Li Shan to his forced interpreta
tion. I have loosely followed the Li Shan version; but my own opinion is that ch 'i -ch 'i 
simply means "equal in ch γ ， " i .e . ，  Wang Ts'且n's 巴qu且l. In addition to the beauty of simplic句
ity， this interpretation is favored by th巴 use of ch 小的u 齊 足 earlier in the "Discours巴" and by 
yin-ch 'i *  pu ch 'i 引 氣不齊 later. This interpretation would but weight on the shib 時 f “at
times， " leading to the translation 、ven though Hsü Kan is only occasionally his equal in 
cb '尸 ， still he is Wang Ts'an's match . "  

12 .  See  the discussion o f  this principle in  regard to  "The Poetic Exposition on 
Literatu間 " p. 75 ;  and in regard to the "The Twenty-four Cat巴gories of Poctry， " 
P ﹒ 308.  

13 .  T'i 大ch 'j * can be understoo吐 E
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2 1 .  From Wang Ch'en's 主沈 Wei shu 魏書， cited in p'ei Sung-ch品's 裴 松 之 commen
tary to the Annals， in the 5a且一kuo chih， p .  88 .  

22 .  Of Hsü Kan， he  s且ys that his discourses are "the work ü f  a fully realized writer， " 
ch 冶ng yi-chia yen 成一家言， litcrally "constitutc the words of one household. "  This is the 
metaphor 01 founding a new clan lineagc， here done in words， with dependents and succes
sors 

23 . We note that of the two successful examples of devotion to writing and subsequent 
immortality， one was a ruler-to-be and the othcr， a "Lord Protector" :  in both Ts沌的 P'i might 
find glorious antecedents lor hi日 own situation and that of his fathcr 

CHAPTER FOUR 

Th巳 text used i日 found in chüan 1 7  of the Wen hsiia日
1 .  1t should be pointed out that there were many different kinds and traditions 廿f the

poetic exposition ( fu )  in Lu Chi's timc， and some did deal wíth the local and the occasional 
expenence 

2 .  For a summary of thc dating argument， see Chang 甜甜-k'ang， Wen fu chi-sh泊，
pp. 3-4. 

3 .  Cf. 5hih chi (Peki月， 1 964)， p .  33 14 ;  Han shu (Hong Kong， 1 9 70) ，  p .  3日09; the "little 
prefaces" to the 5hih-ching， passim. 

4 .  Both Fang T'ing-kuei 方廷注 and Huang K'an 黃 iJ，[ take it r口ughly in this sense :  Fang 
says it is "the intention ( yi 幣 ) 01 the writer"; Hllang identifies it with "stating thc affections 
( ch 'iI喀什" later in thc work. See Wen f11 chi -shih， p. 2 .  

5 .  T'ang Ta-yüan 唐大圓 takes ch 'i ch 'ing as rderring to  yung hsin in  the other sense 
"perceive their strenllOUS efforts . "  Fang T'ing-kuei refers ch 'i ch 'ing to "bcauty and values" 
in the prcceding section， thus "pcrcciving the situation with reg且rd to the beauty of and 
values in a work . "  See Wen fu chi-shin， p ‘ 4 .  

6 .  Kuo Shao-yü， "Lun Lu Chi 'Wen fu' ιhung so-wei 'yi， ' "  in  hìs  Chao-yú-shih ku-tien 
wen-hsüeh lun-chi， vol. 2， pp. 138一139

7 .  Cf .  Fang Hung， in Wen fu chi-shih， p .  12  
8 .  David Lee Clark， ed.， 5helley's Pros己， p . 294
9 ‘ T'ang Ta-yüan， in Wen-fu chi-shih， p. 1 1 ; and Tames J .  Y. Liu， "The Paradox of PO 

etics and the Poetics of Paradox， " in Lin and Owen， eds . ，  The Vitality of the Lyric Voice， 
p . 60. 

10. TL; and Chang Huai-chin， Wιn fu yi -ch u  
1 1 .  L i  Shan， a s  interpreted b y  Ch'ien Chung-shu i n  Kuan -chii picn ， takes chung-ch 'ii as 

ch '日 chung 店 中 ， "in a room， " thus refcrring to the situation of reading. τ可his interpretation 
is unlikely 

12 .  Sun Ch'o's (3 1 4-3 7 1 ) Yu T'ien- tai shan fu gives preciscly such a description of a 
spirit journey as though it were an empirical visit to the T'ien-t'ai Mountains .  For a transla 
tion， see Burton Watson， Chinesι Rhyme-Pros巴: Poems in îhι Fu Form From the Han and 
5ix Dynasties Period， pp. 80-85 

13.  Fang T'ing呵kuei takes this couplet as Lu Chi referring to thc composition of this 
poetic exposition itself. This is not impossible， but such initial referencc would have to bc 
carried all the way through， creating a delightfully modcrn self可refcrcntiality， a poetic 
exposition about its own composition. Unfortunately， poetic expositions that are not 己X
plicitly occasional tend to treat the normative rather than the particul且r casc 

14. Only the violation of parallel的m weighs against this reading， which is more natural 
in itself than the reading 0 
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16 .  The former interpretation is followed by Li Shan and the Wu-晶'en comnlentary; 
the latter interpretation is followed by T'ang Ta-yüan and Ch'eng Hui-ch'ang， the latter 
taking it as Lu Chi praising his own ancestors. YÜ Hsin 1 5 13-58 1 )  seems to have understood 
the passage in Ch'eng Hui-ch'ang's sense when he referred to it in the preface to his Ai 
Chi ang -n an fu . 

1 7 . Ch'ang Huai-chin in Wen fu yi-ch日 takes t 'ou p 'ien as something like "casts him
self into writing"; like many int巴rpretations in that work， however， this is inconsistent 
with good usage. Hsü Fu-kuan offers a more plausible altemative : "lifts up the tablet [with 
which to write ] . "  

1 8 .  Although Hsü Fu-kuan i日 correct 1n  r巴cognizing that ssu-wen had become a general 
term for "belles lettres，" he go巳S Oll to idelltify it with th巳 writings of Lu Chi's literary 
predecessors; thus it is uncl巴ar exactly how he would take this line. Ch'eng Hui-ch'ang and 
some other scholiasts take ssu-wen 且s "this work";  i .e .  the poetic exposition Lu Chi is 
writing. I agree with Hsü that this is most unlikely 

1 9 .  Cited in K'o Ch'ing-ming and Tseng Yung-yi， eds . ，  Liang-Han Wei Tsin Nan-pei
c:h 'ao wen -hsüeh p 'j -p 'ing tzu-liao hui-pien， p .  2 1 4  

20. Shih chi， p .  2233 . 
2 1 .  There is something of a debate here as to whether Lu Chi is discussing originality 

only in phrasing or originality of "concept" 1 yi 叮 see Wen f口 chi-shih， 帥. 38-39  for  a 
summary. T'ang Ta-yü且n offers an altemative interpretation here， one which I believe is 
incorrect : the writer takes material frol11 incol11plete or fragmentary works by predecessors 
and uses them in his own work， then s0l11ehow borrows from lost and unrecorded 80ngs for 
his own writing; in this way he makes use of past writing but 且voids the more conventional 
texts that others use. 

22. See Ch'ien Chung-shu， Kuan-chü  pien pp. 1 1 86- 1 1 8 7， for parallels .  
23 . A touchstone of  the difference is that one can say ch 'i yi 特 內1 其意非， "the concept i s  

wrong"; but one cannot say yi * fei 義非， "the principle/truth is wrong. " Wang Ching-hsien 
offers an interesting suggestioll that yi 都 h巳re refers specifically to the μSix Principles" of the 
Book of Songs， each embodying a di日tinct approach to writing; in selectillg one of these， the 
writcr would be 且dOptillg some fundamental attitude toward the work. 

24. Wang Ching-hsien sees pu as the "divisions" l in the Westem rhetorical sense )  of the 
l且rger structure of the text. 

25 .  Li Ch'llan個chia lin Wen fu chi血泊的 ) points Ollt many parallel passages in the Wen
hsin tiao-lung， to which Cl 
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suspects that he reads the lines as he does in ord巳r to 吐raw out parallels from Western 
literary thought 

34. Oscar Wilde， The Artist as Critic: Critical Writings of Oscar Wilde， Richard 
Ellman， cd.， p. 389 .  In the Wen fu chi-sh泊， Chang Shao-k'ang struggles valiantly with the 
早lestlOn， tryl月 to offcr the modcrn (but 1ess than contemporary) notion of implicit intent 
and verba1 expression， tryi月 to get away from the traditiona1 notion that the ch 'ing* that 
are manifested are the actua1 sentiments of the writer. Thc prob1em here is a modcrn one， 
not one for Lu Chi : when Lu Chi spe且ks of ch 'ing* he means rea1 ch 'ing弋 regard1css of 
whether it represents the gen巳ra1 character of a writer or the shifts of mood whcn working 
through some prob1em. One does not have 10 be T'ao Ch'ien to feel likc T'ao Ch'ien some 
timcs， or even to get in10 the mood of T' ao Ch'ien. Most 1ate classica1 commentators wou1d 
be close1y attcntive 10 thc possibility of profound conflict here : someone whose basic dis 
position was anything but simi1ar 10 T'ao Ch'ien勻， but who cou1d on occasion "get into the 
mood of" T'ao Ch'icn (a bctter phrasing than μadopt the mask of" T'ao Ch'ien ) .  However， 
this question is simp1y not an issue for Lu Chi 

35 .  Fang T'ing-kuei offers an interesting paraphrase， although it is not clear how he 
deri ves it from the text as i t is wri tten : μwhat 1anguage cannot reach， the more it is cn1arg咕，
the vaster it gets; what thought cannot reach， the mor巳 it is restrained， the deeper it gocs . " 

36 .  Hsü Fu-kuan not on1y takes t 'j 僻 的 literary forms， he goes on 10 insi日t that wu * ， 
"things ，"  are in fact the "matcria1s"  or μcontents" of writing， and not things in general . This 
is interesting because it is symptomatic of the difference between early and modern 
exegetes. The modern scho1ar， und巳r thc force of certain assumptions in Western literary 
thought， tries to separate literary questions decisively from the non-literary-what be10ngs 
to the rest of the world . To a T'ang commentator， when Lu Chi says "things， " he means 
"things . " 卸'1ore than any other Chinesc literary theorist b巳fore Yen YÜ， Lu Chi is inclined to 
treat literature as a self-contained act of mind. Neverthcless， while different from the T'ang 
commentators， he is clos巳叮r tωo t由hc叩m t出ha拍n he i昀s tωo a modern e位X巴ege仗tc like Hs吋拉 Fu 
Lu Chi lit記er旭atur臼e 1昀s not an autonomous r跎E且剋1m， but an activity within mind as a who1e.  
The "things" he refers 10 may be objects of consciousness rather than materia1 things， but 
they are given 
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47. For other interpretations of hsiang in this context， see Wen fu chi -shih 
48 .  See James Robert Hightower， "The Wen hsüan and Genre Theory， " Harvard !our 

nal of Asiatic Studies 20.3-4 : 5 12-533 (December 1957 ) ;  David Knechtges， Wen xuan， or， 
Selections of Refined Literature， vol. 1， pp . 1 -52;  and Ferenc Tökei， Genre Theory in China 
in the 3rd-6th Centuries. 

49.  Hsü Fu-kuan explains h ui-yi * somewhat differently， as unifying a concept with a 
particular verbal phrasing. Since the next line takes up the question of language， 1 think that 
hui-yi *  here works purely on the level of concept， which is consistent with other uses of the 
term 

50. K'o Ch'ing】ming and Tseng Yung-yi， p. 1 96 .  Lu Yün's letters to his brother are 
remarkable examples of informal practical criticism from this period 

5 1 .  Ibid. ，  p .  195  
52 .  Here 1 follow the questionable interpretation of  the passage that Lu Chi would have 

known. See p. 597n2. 
53 .  There are alternative interpretations of pi here . Hsü Fu-kuan， for instance， takes its 

as "thorough. " 
54.  Compare Wen-hsin tiao-lung， "La前te凹nt and Ou叫1此t叫and也ing" (切p . 263訓 ) :

t也h 巴 l垃且yered s倪ignif 鈺lC且nce that lie臼s beyond t出h 巳 l垃lt紀巳rar叮Y t紀ex泣t . . . The latent i s  fully accom
plished in complex and multiple concepts . "  

5 5 .  I n  m y  opinion the "riding crop" i s  a line that directs the reader toward the main 
point， without itself being explicitly a statement of the main point. There are a number of 
commentators， however， who take this as essentially a forceful statement of the main point 
Hsü F叫cuan even includes p 'i叩-yen here as a "short statement" of the main topic ( this 
misses the real force of p 'i四-yen， which is one of incompletion and suggestiveness rather 
than mere terseness) 

56 .  See the discussion in John Timothy Wixte吐， POιms on Poetry: Literary Criticism 
by Yuan Hao-wen (1 1 90- 1 25 7)， pp. 1 5 8 - 1 60 .  See also the discussion in Ssu-k'ung T'u's 
"Letter to Mr Li Discussing Poetry， " p .  356 .  

5 7 .  For  example， Chiang K'uei 姜變 (ca . 1 1  55-ca. 122 1 )  writes:  "In writing poetry， to  
seek to be in harmony with the ancients is not  as good as to seek to be different from them. 
To seek to be different from the ancients i日 not as good as to be unable not to harmonize 
with and not to differ from them without actually seeking to do so . "  Translated by Lin 
Shuen-fu， μChiang K'uei's Treatises on Poetry and Calligraphy， " in Bush and Murck， eds . ，  
Theories of  the Arts in  China， p .  296 

58. See the examples cited in Wixted， Poems on Poetry， pp. 302-303 . 
59 .  Tak 

604 Notes to pp . 132- 1 61 



65 .  Because it makes little difference in the image and is less awkward， 1 have used the 
modern interpretation of Lao-tzu V， taking t 'o-yüeh 囊爵 的 simply the "bellows [tubes ] . " Lu 
Chi， however， probably would have understood this in the older interpretation with t'o as 
the "bellows" and yüeh as a "flut巳 司 "

66.  Hsü Fu-kllan's interpretation here i s  interesting ( though， 1 suspect， ovcrdetclmi 
nate and reflecting late classica1 and modern notions ) .  Hsü wou1d have the movement of 
spirit as the μh08t" or subject and the the poetic content from the materia1 as the "guest" or 
object. Sometimes the subject stirs and the object responds; sometimes the object stirs and 
the subject responds. 此10re persuasively， he re1ates "blockage" and "passage through" to the 
earlier question of concept's being equa1 to things， and literary expression's being eqlla1 to 
concepts; i .e. ， it is in this frame of reference that blockage and passage occur. 

67. Hsü Fu】kuan interprets tun 頓， "gather， " as  "worn out"; i . e . ，  though his vita1 forces 
are worn out， still he seeks 

的 One commentator， YÜ Kuang-hlla， tersely notes here "as if there were spiritual 
(shen 叮 aid"; thi日 notion of μspiritua1 aid" or "divine help， " somcthing wondrous coming 
from outside the self， became important in later aesthetics .  Rather than the relation of voice 
and vesse1 that we find in the prophets and "1on， " this is a divine collaborator. Yet it should 
be noted that this is precisely not what Lll Chi is s月Ting; thc Chinese is very strong μthis 
thing is righ t her巳 in the '1 ' . "  

69 .  1 cannot resist here quoti月 the comment o f  Fang T'ing-kuci， who， more than any 
other commentator， is the voice of 1ate imperial scho1asticism: "Probably if he read a lot and 
composed a 10t， he could open [the b10ckage] ;  if he reads and composes little， it remains 
b10cked. "  Of coursc， this is not at all what Lu Chi is saying; but it does reflect the 1ater 
solution to this prob1em: 1earning assimilatcd until it becomes second nature， causing 
the writer to composc easily and with confidence .  1n his extcnsive commentary Chang 
Shao-k'ang builds on the point in a more modern vein， but the rcsponse to Lu Chi 's state 
ment of invo1untarism is csscntially the samc 

CHAPTER FIVE 

The text used in based on Chou Chen-fu's Wen-hsin tiao-lung chu-shih， with modifications 
1 .  There have been numerous studies attempting to date the work precisely. 1n his 

Wen-hsin tiao-lung chu-shih， ChOll Chen-fll favors the year 496�497 ;  Mou Shih-chin in Lu 
K'an-ju and 恥10u Shih-chin， Wen- hsin tiao-lung yi-chu， favors 50 1  

2 .  Apart from Wen-hsin tiao-lung， only two works by Liu Hsieh survive， both on 
Buddhist topics. Even after he found positions in the princely sa1ons， he was best known 
only for funerary inscriptions for eminent monks. Some scholars suspect his hand in other 
Buddhist works， while others believe (on questionable grounds) that he was the author of a 
philosophica1 tract， the Liu-tzu 劉子，

3 .  Liu Hsieh had been a protég丘 of the eminent monk Seng-yu and had received a 
Buddhist education ( though clearly including a more standard literary training) .  A1though 
the j argon and technica1 vocabll1ary of Buddhism is virtually absent in Wen-hsin tiao-lung 
(with the exception of a use of pan-jo， prajnâ， 般若， in the chapter on "Discourses") ，  Közen 
Hiroshi has shown the influence of Liu Hsieh's Buddhist training in "Wen-hsin tiao-1ung yü 
Ch'u San-tsang chi chi， " in his Wen→hsin tiao-lung lun-w，ιn chi， pp. 5�108 .  Ma Hung-shan 
has discussed the use of the technica1 Taoist vocabulary of hsüan -hsüeh 正、學 in "Wen-hsin 
tiao-1ung chih Tao pien， " in his Wen-hsin tiao-lung san-lun， pp. 32�42 

4 .  For the Wen hsüan， its backgrollnd， and its p1且ce in Chinese genre theory， see High用
tower， "The Wen hsüan and Genre Theory"; and Knechtges， Wen xuan， vol. 1， pp. 1�52 

5 .  Out of  more than three hundred pages of  citations， references， bibliographical 
notices， etc. ， in Yang Ming-chao's Wen-hsin ti丘。一lung chiao-chu shih-yi， thcrc is only one 
item (on p .  54 1 )  from the Southern Dynasties， an unacknowledged citation in the Chin-lo日，
tzu 金樓子.

6 .  The majority of  passages cited by Yang Ming-chao ( see previous note) are from the 
Ch'ing， but there are still numerous references from the T'ang through the Ming. Although 
it exerted little influence on the tradition of literary theory， the range of such references 
shou1d vigorous1y dispe1 the myth that Wen-hsin tiao-lung was ignor且d bcfore the Ch'ing﹒ 
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7. One cannot overemphasize the sheer quantity of recent scholarship on 恥Ten-hsin
tiao-lung in China. With the sole exception of studies on th巴 novel Hung-lou meng， the 
number of articles on Wen-hsin tiao-lung far exceeds articles on any poet or prose writer. 

8. Lu Chi's "Poetic Exposition on Literature" is also govern巳吐 by rhetorical expository 
procedures， but in Lu Chi 's work thcsc are much looser and less analytic 

9. It is worth noting that Liu Hsieh's analytic procedures often break down at precisely 
thos巴 points whcre he does in吐ecd have an opinion or v巳sted interest. An excellent example 
of this can be found in the opening paragraphs of "The General Technique， " where the 
attempt to assert the superiority of his own critical insight over his predecessors demon
strates quite the opposite 

10 .  English translations of Wen-hsin tiao-lung generally fall into one of two categories :  
thc "litcr且1" translation， such as Vinccnt Shih's The Literary 凡1ind and the Carving of 
Dragons; and the reconstitution of the title in English abstractions， such as James R.  High
tower's A Serious and Elegant Treatise on (the Art or Secret of) Litεrature. For a list of 
the differ巳nt English translations and refcrences to where discussions of the translations of 
the title can be found， see Wixted， "N心叫且訓t叩ur民e 0吋f E卸va叫lu山I泊ation in the記e 8hi泊h干尹p'i且
pp. 247-248 

1 1 . In the "Afterword" Liu Hsieh is careful to separate his idea of "carving dragons" 
from an earlier usage that had potentially negative associations. 

1 2 . For a different discusswn of the first ch且pter and others， the reader is encouraged to 
consult Donald Gibbs， "Literary Theory in the Wen-hsin tiao-lung， Sixth Century Chinese 
Treatise on the Gcnesis of Literature and Consciou日 Artistry， " Ph.D .  dissertation， Univ巳I
sity of \九Tashington， 1 9 70 

日 For an excellent English commcntary on the Hsi-tZ 'll chuan， see Willard f. Peter
son， 明1aking Connections:  'Commentary on the Attached Verbalizations ' of the Book of 
Chang己， " in Harvard !ou1'Dal of Asiatic St!1dies 42. 1 :  67- 1 1 6 1 1 982)  

14 .  This aspect of Liu 日sieh's writing is ，  of coursc， impossible to show in translation. I 
havc footnoted only the most important of these references. 

1 5 .  It i日 an established ceremony of commentary on the Wen-hsin tiao-lung to explain 
the rangc of the rcferencc of wen * at this point. Wen * is "literature， " "prose" as opposed to 
poetry ( though not used in this way in Wen-hsin tiao 
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1 8 .  Toda Kõkyõ (Bunshin chδryu ) and Chou Chen-fu ( Wen-hsin tiao-lung chu-shih ) 
stress the root sense of li 提 here， as a patt巳rn in j ade; rather than the sense of "order， " they 
take it as "give pattern . "  Obviously both aspects of li 特 are drawn together here， and the 
weight given the term depends largely on the interpretation of the source passage in the 
Hsi-tz'日 chuan of the Book of Cha峙的; unfortunate旬， the early commentaries do not 
specify the sense of li * there， but the subcommentary， the Cheng令yl 正義 (completed in 
the T'ang， but based on classical scholarship from the third through sixth centuries ) ，  takes 
It as μorder . "  

凹. Compare the bald phrasing in  the Liu-tzu， "Caution in  Words" :  "Sun and moon are 
the pattern of Heaven; rivers and mountains are the pattern of Earth; language i日 the pattern 
of humankind. "  Lin Ch'i-hsien and Ch'en Feng-chin， eds.， Li日 - tzu chi-chiao， p. 1 76 
Although there are indeed many striking parallels between Wen-hsi且 tiao恥lung and the 
Liu-tzu， the floridity of the former and th巳 flatness of the latter make it very difficult to 
believe that both works are by the same hand. 

20. The interpretation of "beauty" for chang* (usually "section" or "manifest" ) follows 
from the Wang Pi gloss for the term in comm凹ting on the source passage in the hexagram 
K'un J中 in the Book of Changes . Other commentators link this to the wan- hsiang誓 萬 象，
the "ten thousand images [of things] "  immanent in the world of the Earth. The term trans
lated as "inhere" is han 合 to "hold within， " with the implication of "holding back almost 
out of sight . "  

21 .  The "two st且ndards， " liang-yi， are Heaven and Earth， whose large categorical differ
ence became manifest through the investigation of the patterns inhering in each 

22. Hsing著 一ling is the 勻nagic spark" of humanity， associated with spirit， conscious
ness， the capacity of understanding 

23 . Hsiu is literally a high ear of grain， conventionally extend叫 to whatever is "out 
standing. "  The term is applied to a particular mode of language in chapter 40， μLatent and 
Out-standing ."  The association in this context is both with something very rare and also the 
entelechy of the elements. "The elements" (wu-hsing) are literally the "five pro巳esses"
water， fire， metal， wood， and earth， whosc constant interchange accounts for the processes 
and forms of nature. Both of these statements are paraphr泌的 of passages in the Book of 
Rites . 

24. This may follow from the famous statement by Yang Hsiung 揚
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brought him to meet [the Master]， and when he went out， he said， 'You two or three dis 
ciples， why do you think it so terrible that he has lost his office? The world has been with
out the Way for a long time indeed， but Heaven intends to make the Master its wooden 
bell-clapper. ' " 

36 .  Tz 'u 弋 the "comments" given in the Book of Changes， and a particular "phrasing."  
3 7 .  Tsung， translated as μrevere， " was originally associated with the honor given to 

ancestors， and often carries the implication of "to consider as a source， " an implication that 
is strongly present here 

3掛8. The泊e r臼巳且吋d巳叮r ma叮y consult t出h巳 two f臼ollowing stud 也1巴臼s 0叫f th巳 S品hi泊h -p'in且 : Wi眩xt忱edιF
Na瓜tur紀巳 O叫f Evalua位拍tlωon 111 t吭he Shi泊h-p 'in " 叮

， and Yel出h C口hia-y叭ln呵g and Jan Walls， "Theory， Stan 
d且rds， and Practice of Criticizing Poetry in Chung Hung's Shih-p 'in" in Ronald Miao， ed. 
Sü口zdies in Chinι可巴 Poetry and PO巴t位ics. Ther巳 is an English transla tion of the pr巴t且ces and 
t由he fιirst and s 巳cωon趴叫lC吋d catcgori ε s in J拘ohn Timo叫thy Wi攻xt倪ed吭f
Hao仕一W巳n， " Ph.D. d也issertation， Oxford， 1 9 76， Appendix A. 

39 .  I .e . ，  their capacity for transformation. Or "imitate the spirits and gods . "  
4 0 .  Either their atemporal order or， more likely， their seasonal progressions 
的 But note the 巳xc巳ption in the "Four Things Taught" (note 70 below)， where wen ' is 

"placed at the head . "  
42 .  The "Primordial Reigns" are those of  Fu也hsi， Shen-nung， and Huang-ti， the Yellow 

Emperor lor in oth巴r versions Fu-hsi， Nü-wa， and Shen-nung: 日uang-ti was included in the 
Five Emperors ) .  Ag且in there are various lists of the Five Emperors， e .g . ，  Huang-ti， Chuan
hsü， Ti-k'u， and the b巳tter known Yao and Shun. The original parts of the Book of Changes 
were attrihuted to Fu-hsi and earliest antiquity. Parts of the Book of Documents were 
attrihuted to the time of Yao and Shun可

43 . The "Eight Investigations" are most commonly linked to the eight trigrams of the 
Book 01 ChQ1啥叫 though there are other explanations of the term. 

44. Supposedly related to thc nine regions into which archaic China was divided. 
45. I .e . ，  the t巳n original commentary sections on th巳 Book of Changes . 
46. According to an apocryphal tradition， Confucius said that through the Book of 

Documen ts， one could consider Virtu巴， Fellow-Feeling， Sincerity， M巴asure， Events， Govern
ance， and Beauty 

47 .  These ar巳 the four sections of the Songs : the Feng 
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the ancient Historian of the Right， who recorded acts， and the Historian of the Left， who 
recorded words . Since much of th巳 Book of Documents consists of proclamations and 
recorded dialogues and addresses， it belongs to the domain of the Historian of the Left . 

57 .  This quotation comes from the Shang-shu ta-chuan 尚 書大 傳 cited in Yi-wen 1ei 
chü 藝文類繁， chüan 55 (Taipei: Wen-kuang ch'u-pan-she， 1974) ，  p .  990. 

58. Literally "displays the feng* and forms the hSing 聲 叫 commentators generally agree 
that all of the Six Principles (li仕" 叮 are intended here. 

59. "Suggestive" is yü 喻， having hidden r巳ferents， particularly to social and ethical 
referents which were understood as the motives for the composition of the Songs . 

60. This was a commonplace of criticism of the Spring and Autumn Ann日1s， found in 
various phrasings in a variety of sources 

6 1 .  This refers to one of the touchstone passages in the Spring anâ Autumn Annals 
( though what was long taken as a touchstone of Confucius '  careful choic巳 of words now is 
more a touchstone of exegetical ingenuity) .  First we have the passage from the sixteenth 
year of Duke Hsi: "Spring， the king's first month， at the very beginning of the month there 
fell stones [meteors] in Sung， five of them; that month six albatrosses flew in reverse， pass
ing the capital of Sung. " With regret we bypass the Kung-yang commentary with its delight
ful explanation for the s巳quence of the numbers (in the case of the meteors， the thi月
enumerated precedes the number because the meteors were seen first and the number only 
discov巴red later; in the case of the albatrosses， first the number was recognized， then the 
fact that they were albatrosses ) .  However， Liu Hsieh is referring here to the Ku-liang com
mentary， which addresses the question of why the exact day is given in the case of the 
meteors and not with the albatrosses: μThe Master said， 'Stones are things without under
standing; albatrosses are things with a little understanding. '  Since stones lack understand 
ing， he gave the 吐ay; since albatrosses have a littl巴 understandi呵， he noted it by the month. 
When the superior person deals with things， nothing is done thoughtlessly. Since [ the situa
tions in regard to] m巳teors and albatrosses were so fully expressed in his words， imagine 
how it would be in regard to people. Had he not written as he did about the five stones and 
six albatrosses， the Royal Way would not have been upheld. "  Toda Kökyö cites the subcom 
mentary on the Ku-liang commentary by Fan Ning ( 
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due to the names of several of the Ten Wings， the early adjuncts or "commentaries" on the 
Book of Changes : there we find thc Hsi-tz'日 chuan 繫辭傳 ("the tradition of appended 
comments' ' ) ;  the Shuo-kua 說卦 ("exposition of the trigrams ' ' ) ;  and the Hsü去ua 序卦
( "sequences o f  the trigrams， "  hSlÏ ，  being literally "sequence" o r  "explanation， " but later 
becoming the fixed generic term for "preface" or "afterword'可 The Hsi - tz'日 chuan itself 
would also serve well as an early example of lun . Note that of these only the shuo of Shl1o
kl1a is used in a way identical to the later gcneric term 

67 .  I .e . ，  there is 且n inexhal1stible store in each 
68 .  The t巳rm lil1 -yi 普 here does not refer to the "Six Principlcs" of the Book of Songs 
69. This refers to a passage in the Fa-yen 法 言 of Yang Hsiung ( 58B .c .-A.D . 1 8 )  in which 

someonc said to Yang Hsiung: "What do you say to the claim that 'As the best j ade is not 
carved， so lovely words are not patterned ( wιn * ) ' ? " Yang Hsiung answered : "If the j ade i日
left uncarved， the finest yü-fan jade cannot be made into a ves且el; if words are not patterned， 
the authoritative canons cannot m且ke a Classic . "  

7 0 .  Analεcts VII .24 :  "He taught four things : wen 弋 [right) action， loyalty， trustworthi-
ness . "  

7 1 .  Although there ar巳 precedents for the use  of  the term "spirit thought" (shen 川叩 汁，
these earlier usagcs 且rc rathcr differcnt. Thc term seems to have been part of Southern 
Dynasties discourse on literature; for example， in the discussion of thc "Biographies of 
Literary Men" in the official History 01 the SOl1thern Ch 'i， Hsiao Tzu-hsien 蕭子顯 (489
537 )  writes， "In the Way of lit巳rary compositìon， the event (5hih 叮 follows from spirit 
thought. " 

72. This line comes originally from the Tang-wa且g 讓王 chapter of Chuang-tzL1;  it origi
nally referred to the inability to escape political attachments， even while ostensibly living 
in retirement. As many comment且tors have pointcd out， Liu Hsi巳h used the line in total 
disregard of its original context. Chuang-tzu was less interested in the disjunctÍon between 
the movements of mind and empirical circumstance than he was in the haunting compul
sion of ambition 

73 . Mencil1s n.A.2夕 offers a clear explanation of the relation b巳tween chih 特 and ch γ 
"Chih 著 is the leader of ch γ ;  ch 'i * is what stuffs the body ( tγ ) full; chih 馨 的 m operatlOn 
first， then ch 'i 著 fo11ows ." The point hcre is th且t chih * i日 direction of interest; ch 'i 勞 ln
varyl月 degrees may energize and actualize that direction 

74. The clause here can be taken as a general condition (μspirit thought is subtle， 
and . . . " )  or as a restrictive condition ( "when spirit thought is subtle， . . 吋

75 .  Commentators a11 cite a similar passage in Chuang-tzll， the Chih p臼←yll 知;lU監
chapter. This language of inner purification for spiritual events became a common part of 
Neo-Taoist jargon. 

76. This sent巴nce refers to two parables in Chuang-tzu of craftsmen who work by in
tuition; these exemplars serve much the same function here that reference to Wheelwright 
Pien served in "The Poetic Exposition of Literature. "  The first of th巳se， the story of Butcher 
Ting， is found in the Yang-sheng 養 生 ch且pter . Butcher Ting explains to Lord Wen-hui， 
who has expresscd admiration of Ting's skills in cutting up an ox， that he does it by the 
unconscious operations of spirit， by moving through the empty interstices in the body of the 
ox. Other cooks， who actually cut with their knivcs， have 10 change knives often; but Ting 
has used his knifc for ninetecn years without ever ne巳ding 10 sharpen it .  There is a problem 
here with the term hsiian-chi巴h ( 照 解 ， herc written 豆、 flJ月í) . This 0ιcurs elsewhere i n  the 
Yang-sheng chapter in the meaning "rel巴ased from spiritual hondage . "  However， since chieh 
is al 
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77 .  Here I am following the interpretation of Chou Chen】fu， that the manifo1d possibil
ities that appear in the operation of spirit thought are still indeterminate and not yet 
selected and put into literary form. This is one of those points where the commentators 
gloss over serious problems of interpretation; on1y those forced to offer paraphrases and 
trans1ations show the rea1 differences in the way this sentence is understood. Li Yüeh-kang 
has the writer giving form in the emptiness and carrying out craftsmanship in the form1ess .  
Lu K'an-ju and Mou Shih-chin are close in having the writer give form to what is empty and 
practice cutting and carving on what is form1ess. Vincent Shih and Toda Kökyö offer an 
attractive and entirely 也fferent interpretation that here forma1 rules are empty positions 
transcended by the writer and that therc is no form of careful craftsmanship-as 1ater critics 
say， no μtraces of the ax 川

78 .  It is intercsting to note that both Chou Chen-fu and Lu K'an-ju， when they 
trans1ate this passage， qualify Liu Hsieh's statemcnt by saying， "When the writer thinks of 
climbing a mountain/viewing the sea . . ." While this is not in the origina1 text， they are 
abso1ute1y correct here : the question in this chapt巳r is the experience of mind， not empiri
ca1 expcrience. 

79. See Wang Fu-chih in Chapter Ten， pp. 472-478 .  
80.  See commentary to "The Poetic Exposition on Literature，" 1 .  76 .  
8 1 .  See "Thc Poetic Exposition on Literature，" 11. 57-58.  This antithesis recurs 

throughout Wen-hsin tiao-lung in different forms， e .g . ，  th巳 organizationa1 antithesis be
twcen those who work straight through from beginning to end as opposed to those who join 
sections together; see "Fluency and Coherence， " p. 270 

82 .  "Great accomplishment" is literally "forming a vesse1， " conventionally referring to 
something with capacity， value， and use 

83 .  Yi Yin， who was to become the minister of King T'ang of the Shang dynasty， was 
originally a cook and， by 1egend， is said to have been unable to cxplain the secrets of his art . 

84 .  "Mutations of the affcctions" is ch 'ing-pi間 長 Toda Kökyö (p .  405) ，  interprets : "The 
affections are where mutations are generated. "  The supporting verses are willfully cηrptic 
and no interpretation can be said to be absolute 

8 5 .  The reference here is to General Chang Liang， who won great victories by staying in 
his tent and plannin且，

86 .  This line is a rephrasing of the line in the μGreat Preface" to the Book of Songs : 
"The affections ( ch 'ing叮 are stirred within a 
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95 .  The hub of the wheel and the center of the ring were commonplace images in early 
Taoism. 

96.  Analects XV11. l 8 :  "He said， '1 hate how the color purple robs the vermilion [of its 
beaut訓 i 1 hat巴 how the music of Cheng confuses the Ya * musici 1 hate how a facile tongue 
topples states and families. ' "  

97 .  See Lin Wen-yüeh， μThe Decline and Revival of Feng-ku (Wind and Bone) :  On the 
Changing Poetic Styles from the Chien-an Era through the High T'ang Period， " in Lin 
and Owen， eds.， Th巴 Vitali ty of th巴 Lyric VOicei and Donald Gibbs， "Notes on the Wind: 
The Term 'Feng' in Chinese Literary Criticism， " in Buxbaum and Mote， eds . ，  Transition 
and permanence， pp. 285-293 . 

98 .  This passage harks back to the affective function of the Book of Song described in 
the "Great Preface. "  "Counterpart， " fu一 ch 'i， is the broken contractual tally whose edges fit 
together. 

99. The term ch 'en-yin later came to mean simply "to brood， " but most commentators 
agree that the original sense of yin as "intone" is still present in this passage. 

1 00 .  Reading sh巳ng 生 ， "be born， " rather than ch 'ing 清 I "clear . "  
1 0 1 .  Sheng， translated as μresonance，" i 日 literally "sound" and is taken by most com 

mentators to refer to the "tone" of a work in reference to its capacity to stir a person. It could 
also refer to reputation 

1 02 .  "Argument" here is literally hsi-tz'u， the "analysis of words . "  Hsi-tz'日 refcrs spe
cifically to exposition based on divi吐ing compounds， prop巴rly aggregating associated 
terms， and amplifying concepts. 1t is closer to Aristotelian formal procedures of analysis 
than to a modern notion of "argument. "  

1 03 .  It i s  by n o  means certain that Liu 日日1巳h understood the phrase ch 'i ch γ in the 
same way that Li Shan d泣， the interpretation adopted above. See Chapter Three， note 1 1  
above. 

1 04 .  This comment appears in the letter to Wu Chih rather than in "A Discourse on 
Literature. "  

1 0 5 .  Readi月 P1D 持 herei an alternate character ch 活ng 騁 的 the original readi月， lnter
preted as "spee吐s" ( i .e， his lit巳rary talent speeds ahead) .  

1 06 .  Sometimes scholars have argued strenuously for one interpretation o r  another 
The Hsi-tz'日 chuan clearly uses t 'ung勢 and pien * in both senses. T'ung* is both a principle 
in the structur巴 of a h巳xagram opposed to pien 弋 and it is also the verb used to "carry 
through" a μmutation. "  This opens the attractive notion that t 'ung都 的 ultimately achieved 
by pien 耨

107 .  Or "endure long by a continuity achieved through mutation. " 
1 08 .  Most of the 巳arlier commentators take ku 
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1 1 6 .  See “Spirit Thought. "  p. 202 
1 1 7 . A more simplistic literary use of shih * (a use more suited to practical poetics and 

closer to the term's use in the criticism of calligraphy) can be seen in the list of "Seventeen 
Shih 川 in the Bunkyδ 的furon of the T'ang， in which poetic structure is described in terms of 
qualities of momentum. 

1 1 8 .  Li， "advantage， " translated as the "path of least resistance， "  is the direction or 
course of action most natural in the circumstance. This is close to the passage from the 
Hsi-tz'u chuan cited in "Continuity and 加lutation門 "Mutation and continuity occur 
according to the requirements of the moment. " 

1 1 9 .  Later， in th巴 "Seventeen Shih " of the Bunkyδ hifuron， shih 特 is treated as a kinetic 
principle of poetic structure， each poem embodying a quality of movement that can be 
achieved by careful compositional technique. This would support an interpretation iden
tifyi月 沾沾 勢 的 the internal "movement" of the text . Liu Hsieh's discussion makes it seem 
equally likely， however， that sh的 特 的 the way in which the normative and as yet unrealized 
t 'i *  unfolds into determinate and particular qualities 

l口20. ']叮一勻k跆已叩n-y阿a*弋， glve凹n a的S t出h巴 t缸1叮rs前t o叫f the no叮rrr缸ma前叩tlv巳 fo倪rrr立mτns叫 ln
1 2 1 .  YÜI且l-ch扭ieh， a叩n early membe叮r 0吋f a group of compounds t出ha瓜t be巴巳ωome lmportant III n 

lat忱er theory， implyi月 both "reserve， " and a breadth and fullness in the t巴xt or personality 
behind the text which is yet to be known 

1 22 .  These two similes correspond to the problems suggested above: the swift waters 
that form no ripples refer to the 九hallowness" of a person without "reserve" ;  the barren tree 
that gives no shade matches a style that "fails in abundance . "  

1 23 .  Note that h巳re， a s  elsewhere， a pair o f  antonymns includes the full range o f  varia
tion between 

1 24 .  "Eine solche Art des Ausdrucks， wo das Zeichen ganz in dem Bezeichneten 
verschwindet und wo die Sprache den Gedanken， den sie ausdrückt， noch gleichsam 
nackend lässt， da ihn die andre nie darstellen kann， ohne ihn zugleich zu verhüllen， ist es， 
was man in der Schreibart vorzugsweise genialisch und geistreich nennt" :  Uber naive 
und sentimentalische Dichtung， íohannes Beer， ed.， p. 20 

1 25 .  The term ch 'i-hui presents serious problems of interpretation; 1 have followed 
Toda's interpretation， but Chou Chen-fu and Lu K'an巾I tak巴s it as differences that follow 
from "matching the demands of the moment. "  

1 26.  The original text o f  this line i s  such 
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136 .  In reference to this passage， commentators often cite Analects V. 1 2 :  "Tzu-kung 
said， 呵呵le have the opportunity to hear of the Master's w，的 大chang* . 川

，
Originally wen 勢

chang骨 probably meant something like "external behavior， manner， and cultivation . "  As 
the phrase came to mean "literary works， " the Analects usage was taken in that sense . Liu 
Hsieh's apparently odd conclusion， that this is "bright 巳oloration， " can be explained by the 
Ho Yen gloss to the Analects， quoted in Lu K'an-ju :  "Chang* means "bright"; wen 靜 means
"coloration" ( ts '日I 叮 " The glosses of Classical commentators， especially those from roughly 
Liu Hsieh's period， often provide the key to why Liu Hsieh cites or alludes to a particular 
passag巳 from the Classics as an authority ( although at this period the status of the Analects 
as a Classic was not yet confirmed ) .  

137 .  This refers to  a comment by  the disciple Tzu-kung in  Analects XII .8 : "Substance 
( chih 汁 的 like pattern ( wen * )， and pattern is like substance﹒ the bare hide of a tiger or leopard 
is like the bare hide of a dog or sheep. "  

138 .  This involves a complicated allusion t o  the Tso chuan (Hsüan 2 )  i n  which red 
la叫uer was necessary to turn hides into armor. Hence the external coloration is necessary 
to what the thing "is . "  

139 .  "Ample delineation o f  the images o f  things" probably refers speci鈺cally to "poetic 
expositions， " fu . 

1 40. Note that hsing視 ， "individuating nature， " and ch 'ing* "the affections ，"  are etymo
logically linked and sometimes interchangeable. The proper term here is the "five ch 'ing* ;  
but for the sake of variation， Liu Hsieh us巳s five hsing* ，  out of which the affections arise 

1 4 1 .  This nice piece of sophistry of course does not follow logically， but it is a good 
example of how antithetical exposition shapes conclusions : a statement， μa t funerals lan
guage is not patterned" tends to produce a parallel member， "other than at funerals languag巳
is not plain ."  

1 42. This is a direct quotation from Lao-tzu LXXXI， the second clause of  which is μand 
trustworthy words are not beautiful . "  

1 43 .  Chuang-tzu， the T'ien一tao chapter. The use o f  the term "adorn， " tiao， "add craft by 
carving" ( the same term used in the title of Wen-hsin tiao-lung)， i日 so perplexing here and 50 
unlike the usual opposition to artfulness in the Chuang-tzu that emendations have been 
proposed. By the way he takes it in the subsequent line日， Liu Hsieh seems to be reading this 
passage as expressing dis且pproval

1 44. Liu Hsieh is m 
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pattern dorninates substance， we have clerkishness; only when pattern and substance are in 
perfect balance ( wen 特 chih * pin-pin ) do we have a superior person. ' "  

1 52 .  The reference is to Tso chuan (Hsiang 25 )  
1 53 .  Because it blossoms at 由wn and the flowers fall by the same evening 
1 5吽. This is an excellent example of how Liu Hsieh makes use of the authority of the 

Classics in subtle ways.  Her巳 he has taken a line from the Hsi-tz'u chuan of the Book of 
Changes and inserted the terms of hi日 literary argument in place of the cosmological terms 
of the source text. The original reads : "Whcn the places are establishcd for Heaven and 
Earth， the changes movc in their mi吐st . "

1 5 5 周 This sentence i s  a verbatim quotation from thc Hsi-tz'日 chuan， cited earlier i n  the 
commentary to "Continuity and Mut甜on." "Firm" and "yielding" are technical terms for 
the unbroken and broken lines respectively in the hexagrams of the Book of Changes. Im
plied here is that the process by which a literary work grows or by which literary history 
occurs is identical to the schematizcd developmcnt of an archetypal situation in a hexa
gram， developing from the bottom linc to the top line. 

1 56.  The metallurgical analogy wobbles hcre. Liu Hsieh's point is simply that the 
normative form should be a model for the particular shape of the work 

1 5 7. This passage is largely a quotation from the beginning of the p'ien-mu chapter in 
the Chuang-tzu. The point of the image in the Chuang-tzu is an unnecessaηT excess of 
attention to cultivation (wen 叮 and the fine points of behavior 

1 5 8 .  Shih 峰 的 an "event" or "mattcr. " Thc same term is used for thc source phrases by 
which reference may be made to historical events， persons， anecdotes， famous opinions， and 
the like. By the pairing or grouping of such shih 聲 ( "matching categories吋 a discourse is 
developed. Thus the line refers to gathcring the matcrial from earlier tcxts . Liu Hsieh has a 
chapter on this aspcct of composition. 

1 59 .  The phrase in quotation marks deriv巳s from a passage in thc p'ien-mu chapter of 
Chuang-tzu， pejoratively describing one who is "webbed toed in argum巳ntation . "

1 60 .  Thcre are native Chinese traditions for such discourse， but Liu Hsieh's Buddhist 
training would have exposed him to far more rigorous traditions of argumentation 

1 6 1 .  Both thc notion of descriptive completeness in an orderly set of antithetical 
balances and the movement of serial compensation can perhaps be traced back to the Book 
of Changes . The Bool， of Changes is probably the suprem 
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and the T'ang. See Cheng Tien and Mai Mei-ch'iao， Ku-Han-yü yü-fa-hsüeh tzu -liao h ui
pien， pp.  208ff. 

1 67 .  Perhaps the closest ana10gy in English can be found in editing Shakespeare's son 
nets， where wonders can be worked in the un吐erstanding of lines by moving commas. 

1 68 .  The T'ang C1assica1 scho1ar Ch'eng Po-yü distinguishes a μphrase" ( yen ) from a 
chü as follows :  "We call it a chü on1y when there is something said afterward that continues 
it， just as there are bends and curves in roads and alleys . "  See Mao-Shih chih司shu。 毛詩指說
( Ss日也k'u ch 'üan也shu ed. )， 9b. 

1 69 .  This is peculiar to Wen-hsin tiao-lung， though consonant with the description of 
chü in C1assica1 studies .  Later scho1ars sometimes speak of chü， as units of meaning. 

1 70 .  "Sets down language， " li -yen， is literally "establishes 1anguage， " and is one of the 
"three things that do not decay" ( see Ts'ao Pγ "Discourse on Literature， " p. 70 above) .  1t is a 
phrase fraught with promise. 

1 7 1 .  See "Revering the C1assics， " pp. 1 98- 1 99 回
1 72.  See "Revering the C1assics， " pp. 1 9 8一 1 99， and "Determination of Momentum， " 

pp. 237-238 
1 73 .  This refers to a practice in early recitation and application of the Book of Songs 

(not in their composition)， a practice by which someone wou1d recite lines from one of the 
Songs out of context to make a point. An excellent examp1e of this is Hsien-ch'iu Meng's 
citation of a stanza from the Book of Songs， to whose interpretation Mencius so strong1y 
objected ( see pp. 24-26 above) .  Liu Hsieh treats 泌的 phenomenon as if it were part of the 
origina1 composition. Considering the immense ingenuity which exegetes of the Book of 
Songs devoted to proving the perfect integrity of every word and the abso1ute necessity of 
every line to contribute to the who1e， thi日 comment is most peculiar. 

1 74 .  This is a phrase in the Hsi一位'u chuan describing the virtu巴s of the Book of 
Changes 

1 75 .  See "The Poetic Exposition on Literature" 11. 1 43一 150 and 1 69- 1 74 for a similar 
vision of the 10neliness of the word or line that does fit in with its society μProper 
sequen凹， " tz'日， may a1so be read as "p1ace to 10dge ."  

1 76 .  The history of  the interpretation of  pi and hsing is treated extensive1y in Pauline 
Yu， The Reading of Imagery in the Chinese Tradition . 

1 77 .  The Mao commentary to the Book of Songs does not note the presence of fu or pi 弋
on1y of hsing* ﹒  

1 78 .  Ther巳 are numerous exp1anations of this sentence. The omission of any mention 
of the Odes， Ya * ，  or Hymns， Sung， of the "Six Princip1es" is one prob1em， tho 
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1 8 5 .  A quotation from Tso chuan ( Chao 5 )， here applied to understanding the hsing著 in
these poems 

1 86 .  All of these are similes and metaphors from the Book. of Songs . 
1 8 7 .  These are also lines from the Book. of Songs 
1 88 .  This distinction will be more fully elaborated in the sevcnte巳nth-century writings 

of Wang Fu-chih and Yeh Hsieh 
1 89 .  Therc is a text th且t contains what purports to be the missing section of the chap

ter. Virtually all scholars consid巳r this to be a Ming forg巳ry. 1n recent years Chan Ying， one 
of the leading specialists in Wen-hsin tiao-lung， has made a forceful argument for this sec
tion's authenticity. Se巴 Chan Ying， Wen-hsin tiao自lung te feng-k.o hsüeh，  pp. 78-105 .  
A refutation of  Chan Ying's arguments can be found in  Yang Mìng-chao， Hsüeh -pu-yi 
chai tsa-chu， pp. 501-5 1 6  

1 90 .  1 hyphenate the translation o f  hsiu a s  "out-standing" t o  recall something o f  the 
etymological force of hsi日 (something that "stands out" or i日 μsalient" ) ， and further to sug
gest excellence without the translation's di日appearillg entirely into the vagueness of the 
category of "excellellce . "  

1 9 1 .  The metaphor of  thc "ear of  grain standi月 lofty" is close to  the earliest semantic 
value of hsiu， from which other， more comon mcanings were extended. 

1 92 .  Chang Hsieh， Sui-han-t 'ang shih -hua， in Ting Fu-pao， ed. ，  Li-tai shih -hua hsü“ 
pien， p .  456. 

1 93 .  One might note that μlatency" was a property of hsing* ，  "affective image . "  
Although hsiu was not explicitly associated with pi 弋 "comparison， " the passages that Liu 
Hsi巳h cited as examples of pi 弋 would b巳 considercd hsiu-chü， "out-standing lines . "  

1 94 .  The passage cited might just a s  easily b e  understood a s  a hu-wen， a common 
rhetorical rccombination ( μA and B are X and Y" i日 recast "A is X and B is Y汁， by which the 
passage would mean simply "giving fluency and coherence to thc words and th巳 truths. "

195 .  Chou Chen-fu and Lu K'an-ju both intcrpret this as harmony betwcen the sections 
of a pieιe. 

1 96.  This is associated with judging the propriety of ornamentation. Purple and brown 
were the two primary colors， referring to Heaven and Earth rcspectively 

197 .  "From a general point of vi巴w" ( ta 心叮叮 in thi日 context c且n also be interpreted 
literally as "a work with a large scope， " its magnitude being the condition of the organiza
tional principles described subsequently 

1 98 .  Thi日 line is a free expansion of a statement attributed to Confucius in the Hsi- tz 'u 
chuan 

1 99 .  In Chinese these pores will be asso 
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Chinese Lit巳rary Theory， " in Bush an吐 Murck， eds . ，  Theories of the Arts in China， pp. 
27-53. 

208 .  See p .  29 
209. I.e.， 1ater works like the Li chi， "Record of Rites， " and the Tso chuan， "Ts.o Tradi

tion . "  
2 10 .  Lit巳rally "1 wou1d like to  snatch away his spear， then strike his own shield with 

Ìt. " 
2 1 1 .  Despite Liu Hsieh's many assertions of the filiation of contemporary literary 

genres to the C1assics， this sharp dissociation of the C1assics from issues in contemporary 
literary discussion anticipates Hsiao T'ung's decision to 1eave the C1assics in a separate 
category and exclude them from the Wen hsüan 

212 .  See p. 84 above 
2 13 .  S巴巴 Lu Chi， "Poetic Exposition on Literature， " 11. 1 1 5一 1 1 6， and elsewhere 
2 14 .  This combines two versions of a story about King Ching of Chou， one in the Tso 

chuan I Chao 2 1 )  and the other in the Kuo-yü 國語 I Chou-yü ) . King Ching wanted to cast a 
bell; his advisors to1d him not to， but he went ahead against their advice. When the bell was 
comp1eted， a professional musician to1d him it was in harmony with the note he was seek
ing; but a more honest musician informed him that it was not， the reason being that the 
king's government was not in sufficient harmony to permit Heaven to give that note 

2 1 5 .  I hav巳 accepted Chou Chen-fu's veηT persuasive emendation in the first part of 
this line， based on a passage from the Shuo-yüan 說苑 on Yung-men-tzu tuning his zither. 

2 16 .  This comes from an anecdote in the Chan-kuo ts'巴 戰 國 策 : the person who pro
posed the journey of a thousand 1eagues had everything perfect except for one thing: the 
rope he was using for his horse was too long 

2 1 7 . Of course， he has not at all set them out in this chapter. Chou Chen-fu wou1d like 
to take p 'ien here not as "chapter" but as the second half of the Wen-hsin tiao-lung. 1t is an 
attractive solution although it twists the usage 

2 1 8 .  1n an untrans1ated chapter， "The Measure of the Vessel， " Ch 'eng-ch 'i 程器， Liu 
Hsieh addresses the question of innate ability. 

2 19 .  Attention to both of these phenomena comes from the a1manacs， included in 
severa1 early works.  Under the headings of each month such a1manacs list the seasona1 
changes in p1ants and anima1s and th巴 proper activities for human beings . 

220. These 1ines are a direct quotation from Tso chuan I Chao 9 ) .  
22 1 .  This echoes a famous line from Huai-nan位日 μWe see one 1eaf fall and know that 

the year is coming toward its end . "  
222. Literally "drawing forth mind" Ihsin叮
223 . Because Liu Hsieh goes on to cite descriptive phrases from the Book of Songs， the 

primary reference here is probably to the poets of the Book of Songs; but the statement is 
paradigmatic for all who write poetry. 

224. See μSpirit Thought， " p. 203 
225 . It is unclear here whether "giving the fullness of princip1e" refers to the quality of 

the physica1 thing or their conceptual 
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a thing. In English such phrases are "unliterary"; in Chinese they are intensely literary. 
Literary Chinese has thousands of such compounds， each of which is associated with some 
precise integral of quality， often of sensuous quality ( though there are many which， like 
"wishy-washy， " describe spiritual qu且lity of manner) .  Even modem Chinese literary essays 
can seriously debate whether a particular poem is "wishy-washy" or "namby-pamby川 these
moments are a translator's despair 

228 . Cf. the discussion of "shallow" color in μLatent and Out-standing， " p. 266. 
229. For a discussion of this passage and its relevance to contemporary poetry， see 

Kang-i Sun Chang， "Description of Landscape in Early Six Dynasties Poetry， " in Lin and 
Owen， eds . ，  The Vitality of thε Lyric Voice， pp. 1 05- 1 3 1  

230 .  This was the phrase conventionally used b y  critics t o  define what a poetic exposi月
tion ( fu )  did :  it was uscd by Lu Chi and by Liu Hsieh himself in his chapter on the poetic 
expOSItlOn. 

23 1 .  Modem commentators tend to reconcile such conflicti月 positions as if such 
reconciliations were implicit in the original . This process of reconciliation， which is so 
natural for modem intellectual且， both Chinese and Westem， may be anachronistic when 
imposed on a "theorist" like Liu Hsieh 

232. See Ssu-k'ung T'u， "The Twenty‘.Four Categories of Poctry， " pp. 326-329 above 
233 . See Ts'ao Pγs "Discourse on Literature， " p. 59 above. 
234. See ibid. ，  p. 5 8 .  
235 .  This anxiety was expressed by the Han writer Liu Hsin 直到j首先 regarding Yang 

Hsiung's 揚雄 imitation of the Book of Chang已s， the T'ai-hsiian 太 玄 . Liu 日sin was worried 
about the lack of discemment in the modcm reading public .  

236. The first of these examples is the famous story in the Tso chuan (Ai 14 )  when the 
people of Lu captured a unicom and thought it was a roebuck with homs. At this， Confucius 
gave up composing the Spring and Autumn Annals 

237 . μApprehends" is chao， literally μshines on and shows. "  
238 .  Chuang-tzu， Tien-ti : "The supreme music never enters the villagers' ears， but 

when it's 'Breaking the Willow Branch' or the 'Gleaming Flowers ， '  they smile and chortle." 
239 .  This was a common story， first appearing in the μResponses to the Questions of 

the King of Ch'u" ( Tui Ch 'u-wang wen �封建王 聞 ) attributed to Sung Yü 宋玉 som巴one on 
the marketplace of the Ch'u capital Ying first sang the popular song Hsia-li Pa-jen， and 
thousands joined in; but when he sang the noble song "White Snow，" only ten or twenty 
pcople joined in. Thu 
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249 . The implication is that he has become a disciple of Confucius . 
250. This is a slightly misquoted line from M叩cius ILA.2 .  
25 1 .  Ma Jung 且nd his disciple Cheng Hsüan were the two greatest classical scholars of 

the Eastern Han. Although Classical scholarship in the Southern Dynasties had undergone 
significant changes， it was still considered basiιally an activity of "subcommentary， " 
amplifying the work of Ma and Cheng. 

252. Some of the Five Rites ( Sacrif叫al， Funcral， Court Rcception， M山:ary， and the 
"excellent rites， " weddings and coming-of-age ceremonies ) did require the composition of 
literary works (for examplc， the temple hymns of the dynasty and funerary eulogies ) .  For 
most of the other rites， certain pieces were recitcd or sung. As for th巴 "Six Bur巴aus" (an 
archaic term here referring to govcrnment offices )， many of the prose forms discussed in 
Wen-hsin tiao-lung were primarily for government use. 

253 . The implication is that literary forms h且ve degencrated. Toda K6ky6 cites a nice 
parallel from the Bibliography ( Yi-wen chih 藝文志) of the Han shu on the "works of 
thought" ( chu-tzu 諸 f) : "Now we have gone far from the Sage， the skills o f  the Way have 
been l05t， and we have no place to find them again . "  

254. The term tz 'u-ien here may refer t o  writers i n  gencral， but i t  probably i s  based on 
the famous distinction by Yang Hsiung in his Fa -yen : "The fu as used by the po巳ts of the 
Book of 80ngs ( Shih-ien ) used beauty to give a normative standard ; the fl1 [poetic exposi
tions 1 of the rhapsodes ( tz ‘口 一ien ) us以! beauty to sedu巳e us ."  Sec a150 "The Sensuous Colors 
of Physical Things， " p .  28 1 abovc 

255 .  This comes from a story in the Liβh ←yii -k 'o日 列 禦 在 chapter of Chuang也tzu 1Il 
which Yeh Ho criticizes Confucius for dccorating feathers with paintin臣; i .e . ，  adding supcr 
fluous adornment to what is already natur且l1y beautiful 

256. This refers to a passage in the Kua chien 寡 見 chaptcr of Yang Hsíung's 楊雌 Fa
ye且 I:t� 言 in which h巨 criticizes contemporary scholars for this practìce. As in the preceding 
reference， this is superfluous ornamcnt 

257 可 Thc passagc is from the 的一111111g 事 命 chapter of the Book of Documents :  "In 
governance it is important to have constants ;  i日 la時uage value bringi月 out the essentials ; 
do not be fond of the unusual . "  

258 .  Analects n. 1 6 : μApplying oneself to unusual principles brings great harm . "  
259 . Th巳re are serious problems with the interpretation of this sentcnce， in no small 

part because the word f 
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used. Liu Hsieh is d巳scribing the structure of his book on this model， with the "Afterword" 
in the supernumerary fiftieth position， corresponding to the Ultimate， the T'ai也hi， the 
center around which all changes are generatcd 

264. Notc the similarity between this diselaimer and that in the preface of Lu Chi's 
"Poetic Exposition on Literature. "  

265 . See p .  3 1 .  
266. "Fixed standards" are literally the carpenter's compass and ruler. "Pitcher and 

pipe" are proverbial images for limited capacity. Liu Hsieh is being uncharacteristically 
modest here 

267.  Taking th巳 emendation hsi 洗， "cleanse . "  Chou Chen-fu accepts the original read
ing ch 'en 沉， producing a translation μWhat I have heard leaves me deeply immersed in past 
ages"i Chou supports this with a quotation from the Chan-kuo-ts'e μScholars become 
deeply immersed in what they hear . "  

CHAPTER SIX 
The text used is based on that in Kuo Shao-yü's Shih-p 'in chi-chieh . 

1 .  For a discussion of the problem of unity and distinction in the structure， see Chiang 
Kuo-chen， Ssu-k 'ung Piao-sheng yen-chiu， pp. 1 75- 1 86 

2. See Lü Hsing-ch'an且， Ssu-k 'ung T'u shih-lun yιn-chiu， pp. 2 1 -44. Lü's study con
tains an excellent discussion of the T'ang and pre-T'ang traditions informing "The Twenty 
Four Categories of Poetry， " traditions characterizing mann巴r， painting， and calligraphy. 1 
draw heavily from her work in the following discussion 

3. The tetrasyllabic verse form in which Ssu-k'ung T'u writes is， by its tradition and by 
its nature， more elliptical and ambiguous than the p巳ntasyllabic and heptasyllabic verse of 
ordinary poetry， where there are strong thematic， generic， and structural expectations that 
allow a reader to construe thc lines. The commentaries on the μThe Twenty-Four Catego 
ries of Poetry， " of course， differ in the interpretation of individual words， but most disturb
ing， they offer a dazzling variety of interpretations on whether the first two characters of a 
line are the protasis and the second two characters the apodosis， or the line is a single 
predicate， or each pair of characters i日 a coordinate predicate， or the line as a whole is the 
protasis of the following linc. For som巳 lines， exegetes offer virtually every kind of conjunc 
tion imaginable to unify a given line internally or j oin it with the following line， y泣， of 
course， any decision has consequences for how one takes the next and following li日es

4 .  For example， see Maureen Robertson， " . . . To Convey What I5 Precious:  Ssu-k'u月
T'u's Poetics and the Erh-shih叫u Shih P'in ， "  in Buxbaum and Mote， eds . ，  Transition and 
Permanenιei and Pauline Yu， "Ssu-k'ung T'u's Shih-p'in : Poetic Theory in Poetic Form， " in 
Ronald C. 即位ao， ed. ， Studies in Chinese PO巴try and Poetics， vol. 1 

5 .  The work is referred to in 巳olophons by Cheng Man 鄭 那 ( 1 594- 1 63 8 ) and the bib
liophile Mao Chin 毛晉 ( 1 599- 1 6591 ， quoted in Kuo Shao-yü's Shih-p 'in chi-chieh， p .  57 .  
The lateness o f  the work's appear血ce understandably raises questions regardi月 its authentic 
ity. Absence of comment on the work is surprising only in the context of its later position of 
C巳ntral importance in traditional poetics. “The Twenty-Four Categories of Poetry" originally 
belonged to a class of sp巳cialized T'ang works on poetics ( including taxonomies and techni
cal manuals )  that were not at all widely circulated between the eleventh and seventeenth 
centuries ( s  
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years of the present work's preparation， I have come to believe that "The Twenty同Four
Categories of Poetry" might well bc a forgery. Perhaps the most telling evidence against the 
work's authenticity is the use of many popular terms of aesthetics that came into currency 
only in thc Sung. If this is， indeed， the source of such usages， we would expect that the work 
would have been more widcly read 且nd referred to. 1 cannot， however， disprove that the 
work is late T'ang. Therefore readers， while reserving large room for suspicion， may con 
ditionally grant that "The Twenty-Four Categories of Poetry" is the work of Ssu-k'ung T'u. If 
the work is， in fact， a forgery， it i日 surely one of the most enduring， influenti泣， and success
ful forgerics in the Chinese literary tradition. And it has so shaped the understanding of the 
history of poetics that it has 臼rned its position in the present volume. 

6 .  1n the elevcnth entry of "Interpretations of Poetry" Iwhich i昀s not translated in Chap
ter Te凹n叫1
s叭to∞od. Ins尬st紀巳ad 0叫f billow叭ln呵l喀g 正cl注loud白S， W且叩ng s叩ug臨ge臼st臼s more ml蛤sty， 巴elus缸lV問巴 s此ce阻ncωs : “叮If you can 
understand t出he subtlety 1mη11Q。汁 。f: 'Pool and pond grow with spring plants， ' and 'Butterflies 
f1utter in the southern garden， ' [both by Hsieh Ling-yün] then you can understand that the 
lines [from the Book 01 50ngs] :  'Willows and poplars， a blur， ' a叩nd， 'Fallet白h ra釗ln吭1， ml的叫s仗tmg
down咒1， ' are s 且咚g巳臼s in poetry. Thi泊S 1昀s what Ss飢1
beyond the im口ma咚gc吭s吭ν，/均an吋1吋d a瓜tt山且剖ms刊s t出he center of the rin呵g. '川川" F 

7. See Wen-hsin tiao-lung， "Naturc and Form" :  "If you attain the center of the ring， all 
the spokes meet there to make the wheel" Ip .  2 1 7 ) .  Liu 日sieh is referring to the nec巳8日ity of 
being able to master all particular forms 

8. Hsiung-hun later became a relatively common stylistic eharacterization， often no 
more than a general "grandeur刀; and it was applied to a great variety of different kinds of 
poetic styles. Several examples are cited in Chao Fu-t'an， pp. 7-9. To give one such example， 
in the 5su-ming shih-hua 四演詩詰 the Ming critic Hsieh Chen 謝樣 。bserves :

Han YÜ praised Chia Tao's couplet， 

Birds spend the night in the trees by the pool， 
A monk knocks at the gate in the moonlight， 

But this cannot match the 'potent， undifferentiated' quality of the atmosphere ( ch γ  
hsiang* )  in [Chia's] 

The autumn wind blows over the river Wei， 
And falling leaves fill Ch' ang-an. 

9 .  Here is one of the best examples of the difference between ching* ，  "scene， " and 
ching弋 "a world . "  The first eìght lines present a unified "world" wìthout pres巳ntmg a um
fi ed "scene， " whìch wouJd imply some temporally or spatially unified act of perception 
These cOllplcts are di日continllous "scenes， " cven thOllgh they might all belong to thc same 
valley landsca阱; however， they have a unity of quality which creates the ìmpression that 
they belong together Ifrom which we suspect they arc scenes within the "world" of the 
valley) .  

1 0 .  Thesc lines may spcciiically recall the famous couplct from a pocm attributed t o  Su 
Wu 蘇武 on parting from Li Ling 李 陵 :

Since all men i n  the world are brothers， 
Who is a traveler on the roads ? 

1 1 .  Quoted in Kuo Shao-yü， Shill-p 'in chi-chieh， p. 7 
12 .  "For the most part hc wrote only from his natural élan and was not restrained by 

forms Iko * ) .  He was willing to set his brush to paper only if something flowed Ollt from his 
own breast. From time to time his feelings and the scenc would meet in perfect accord， and 
in an instant there were a thousand words， like rivers pouring eastward， causing people's 
spirits to be swept away. Among thcsc writings thcre arc both excellent spots and faults， but 
even his faults ar巳 full of phrases of his own making and his original color ( pen自S巴 ) . Thus for 
my part 1 find the greatest delight in his faults; what are called his excellent spots cannot 
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的oid being in some way repellent by their adornment and imitative qualities-these， 1 
think， have not entirely escaped the manner and practice of literary mcn of recent times" 
( from "On the Poems of Hsiao間hsiu叩 Yüan Hung-tao， Yüan Hung-tao ι:hi chien-chiao， 
Ch'ien Po-ch'eng， ed.， pp. 1 8 7- 1 88 .  See also Jonathan Chaves， "The Panoply of Images:  A 
Reconsideration of Literary Theory of the Kung-an School，" in Bush and Murck， eds . ， 
Theori的 of the Arts in China 

的 Prior to Ssu-k'ung T'u， han-hsü 合蓄 had been used in poems by Tu Fu and Han YÜ 
to describe a murky atmosphere. However， both components of the compound were very 
commonly used in the T'ang as vcrbs describing 巳motion "held back" (han ) and "stored up" 
(hsü ) .  The compoun吐 term is notably absent in modal taxonomies of both this and earlier 
periods; indeed this verse seems to be its earliest use as a modal quality. Since han-hsü came 
into common use in the Sung， and since there is no evidence that "The Twenty-Four Cate
gories of Poetry" was read ( exeept by Su Shih) ，  we must make the not unreasonable assump 
tion that it appeared in the late T'ang in oral discourse on aesthetics .  Or， if we have a 
skeptieal disposition， we may use it as a piece of evidence that "The Twenty-Four Categor
ies of Poetηr" is a later forgery. 

14 .  See Wen明hsin tiao-lung， "Spirit Thought， " pp.  205-206 above. 
1 5 .  The couplet cited by Ch'i-chi sounds nothing at all like the mode as described by 

Ssu白k'ung T'u: it is offhand and extempore， eloser to "fresh" in the colloquial English sense 
Among the eollateral p且ssages eited in Chao Fu四t'an， we might note that the poet Wei 
Chuang 韋莊 ( 836-9 10 ) used ch 'ing-ch 'i to describe the finely crafted poetry of the early
ninth-century poet Hsü Hun 許渾， a style that could be reconciled with Ssu-k'ung T'u's 
description of the mode. But then in his 1058  preface to the Yang-ch '日n chi 陽春集， Ch'en 
Shih-hsiu 陳 世 修 used ch 'ing- ch 'i to describe the rather languid songs of Feng Yen-ssu 
i馬 延 巳 ( 903-960 ) ; moreover， Ch'en compounded the description of Feng's talent as ch 'ing
ch 'i piao-yi， the latter element being Category 22， μDrifting Aloof ."  1 cite these examples to 
suggest how little agreem巴nt there was on the application of these terms， and how easily 
they might be combined 

1 6 .  Of cours巴， if "The Twenty-Four Categories of Poetry" is a Ming forgery， this would 
be merely repeating a commonplace value 

1 7 . Tsin shu (Peking， 1 9 74) ，  p. 2384. 
1 8 .  This may have been som巳thing of a commonplace in the second half of the ninth 

century. See the first c 

Of belles lettres and poetic 巳xpositions the masters are few， 
But for the most di的cult among difficult things nothing surpasses poetry 

l凹9. See t出he cωommentary tωO 
2叩O. From this point on 1 have followed the Ssu-pu ts 'ung-k 'an edition; instead of more 

seven】character couplets， Kuo Shao-yü's Shih-p'in chi-chieh offers quatrains in fivc- and 
seven-syllable lines 

2 1 .  Accepting Kuo Shao-yü's suggested emendation from jih -jih， 臼 日 to tan-jih 旦 日
22. 了'his sentenc巳 is added in some editions 

CHAPTER SEVEN 

The text used is the Liu-yi shih-hua edited by Cheng Wen. 
1 .  However offensive th巴 拉istinction between "high" and "low" may be to the modern 

sensibility， in the Chinese 訂adition (as in the Western tradition) there was a strong sense of 
hierarchy in genres and styles. It was perc巳ived as a hierarchy of status， and upon this 
hierarchy were superimposed various sets of antithetical values : serious and frivolous;  im
portant ( i .e . ，  worthy of preservation) and disposable; archaic， allusive language and vernacu
lar diction; public and private; elegant ( ya 叮 and vulgar ( su ) .  The use of the language of 
relative elevation is meant in no way to suggest that "high" is better than "low";  it simply 
reflects the relative gradations from the most conventional cultural standards.  Indeed ther巳
was an enduring strain in the Chinese lit巳rary and cultural tradition that elaimed， either 
explicitly or implicitly， that the "low" was superior to the "high . "  
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2. For an excellent general study of Ou-yang Hsiu's li詢問ry works， the rea吐er lS encour
aged to consult Ronald C.  Egan， The Literary Works of Ou-yang Hsiu .  When Egan uses the 
term "informal prose， " he means works such as prefaces and letters that would be included 
in an author's official collection. 1 use the term "informal prose" differently， to refer to 
writings such as miscellanies， random notes， and informal letters-ge別的 that were usually 
excluded from a writer's official coll巳ctlOn.

3. See Jonathan Chaves， "Ko Li-fang's Subtle Critiques on Poetry， " Bulletin of Sung
Yü日n Studi自 14 : 39-49 ( 1 979 ) .  

4 .  J口de Chips of the Poets arranges shih-lma quotations around useful terms in techni
cal poetics， then gives a chronological survey of major poets with shih.hua comments 
( though the chronological anthology of comments on m的or poets precedes the late SOllth
ern Sung) .  Th巳re is a German translation of Sh品也ien yü-hsieh by Volker Klöpsch : Die lade
splitteI der Dichter: Die Welt der Dichtung in der Sicht eines Klassikers der chinesischen 
Literaturkritik 

5 .  1n the major rewriting of the history of traditional Chinese literary criticism that has 
occurred in this centu旬， one of the most striki11g events has been the 11ew importance 
accorded to works i11 the genres of thought. The most striking example i日 the ncw prestìge 
of Wen-hsin Uao-lung ( although its rehabilitation had begun in the Ch'ing) .  Yeh Hsi巴h's
"Origins of Poetry" is another example. Both of these texts were worthy of renewed atten 
t1凹; but at the same time the remarkably simple-minded comrnents in the Lun-heng， by 
the Eastern Han wIÌter \月la11g Ch'ung， h且ve recelV巳d u11due prominence because， utterly 
wantl月 i11 nuance， they offer a11 easy contribution to the "history of ideas . "  Wi日ely， the 
Lun-heng was generally ignored in traditional critícism 

6 .  Since the abi1ity of the written text to 且uthentically pr巳SC11t the person was an im
porta11t issue， we often find critical comments asserting the opposite case， occasions of 
inauthenticity and the failurc of writing to reveal the truc person. 011e case in the "Remarks 
011 Poetry" is the untranslated entηT XXVI on the scholarly but unusually taciturn Chao 
Shih-min‘ After ci ting 且n exuberant couplet on spri11g by Chao， Ou心ya11g Hsiu comments : 
"This is 110t at all characteristic of the kin社 of person he is . "  I am 110t suggesting that 
Chi11ese writers on li tera ture 11且ively believed that the quality of the perS011 was embodied 
in the text; rather i 
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sentative of the T'ang tradition of technical po巳tics by which the compositional proprieties 
of r巴gulated verse were taught. 

13.  For a comparison of this practice in shih-hua  with 恥1:atthew Amold's μtouch
stones， " see Wai-leung Wong， “Selections of Lines in Chinese Poetry Talk Criticism-With 
a Comparison between the Selected Couplets and Matthew Amold's 'Touchstone， ' '' in John 
J .  Deeny， ed. ， Chines巴 W巴stern Comparative Literature， pp. 33-44 

14. This capacity to "meet" the scene in the poet's mind is reminiscent of Chung Tzu
ch'i's ability to see what was in the mind of Po-ya when he played his zither : see pp. 286-
287. Ultimately this concept of understanding can be traced back to Mencius '  expanation of 
how to understand the Book 01 Songs; see pp. 24-26 

1 5 .  For a discussion of the relation between couplets and class-concepts in Chinese， see 
Stephen Owen， Traditional Chinese POιtry and Poetics， pp. 78一 1 03 .

1 6 .  Note that the above exegesis could be done very differently; for instance， the tracks 
could be the poet's own as he sets out. The reading above comes from numerous Sung 
echoes of this couplet. 

1 7 . For a full discussion of Mei Yao-ch'en's poetry， see Jonathan Chaves， Mei Yao-ch活n
and the Development 01 Early Sung Poetry. 

1 8 .  The historical veracity of Ou-yang Hsiu's claim is questionable: there is no 
evidence that Su Shun-ch'in's poetry was more widely appreciated than Mei Yao-ch'en's 
( indeed there is evidence to the contrary) .  But Ou-yang Hsiu is deep in his own myth of 
misunderstood plainness and protective of his role as the unique chih-yin . 

1 9 .  Entry XVIII is clearly Ou-yang Hsiu's complement to Mei Yao-ch'凹's comment in 
entry XV (note the use of "also叫 The two intervening entries treat totally disparate topics :  
one on the gleaning of historical information from the "Palac巳 Poems" of  the late-eighth
century poet Wang Chien 王 建 ， the other on the use of some in teres ting colloquialisms in 
poetry. These have been left untranslated to spare the patience of the English reader. If we 
can trust the present ord巴r of entries in the "R巴marks on Poetry， " this is an excellent exam
ple of the sh品也ua's value of randomness.  Entries XV and XVIII are the most closely related 
entries in the work ( though it i日 easy to read entry XII as the first of a sequence of Mei 
Yao-ch'凹's comments on technical poetics ) .  By breaking them apart， Ou-yang Hsiu pre
serves the appearance of the casual remark， randomly recalled. At the same time he keeps 
the two (or t 

CHAPTER EIGHT 

The text used is based on Kuo Shao】yü's Ts 'ang-lang shih -hua chiao-shih . 
1 .  Ts'ang-lang was Yen Yü's psudonymn. 
2 .  In Yen's "Letter to Wu Ling， " published in Kuo Shao-yü， Ts 'ang-lang shih-hua chi日o

shih， p .  234. 
3 .  This version is translated in Klöpsch， Die Tadesplitter der Dichter 
4.  Another consequence， given as a seed in Yen Yü's work and fulfilled by the Ming 
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archaists， was the restoration of the importance of p羽田T'ang poetry， which， with the 
notable exception of T'ao Ch'ien， had been widely ignore吐 in the Sung 

5. See Richard Lynn， "Orthodoxy and Enlightenment-Wang Shih-chen's Theory of 
Poetry and its Antecedents" in Wm. Theodore de Bary， ed. ， The Unfolding of Neo-Confu 
cianism， pp. 2 1 7-269. In t也hi昀s ch 且叩pt紀er， I have ta且k 巳凹n t出he posi也t缸lOn t也h且抗t t由h巴 most s缸19伊nl出 t 鈺lC臼an削t 
aspect of 
t仙h巴臼ir lin巴臼ag伊巴， but rather his critical voice and the way in which he deploys concepts. Where 1 
discuss the concepts themselves， my treatment overlaps with that of Lynn， certainly the 
most learne吐 and subtle expositor of Yen YÜ and his legacy in English. For a fuller discus
sion of Yen YÜ， I recommend that the reader consult Lynn's various writings on the subject 

6 .  To some degree the Book of Songs had been such an immutable standard， but it 
never offered a s巳rious alternative to contemporary poetic practice. In the eighth and ninth 
centuries， the μold style， " ku你ng* ， was for some writers such a historically realized stan 
dard， but it remained a poetics opposed to contemporary practice， never entirely supplanting 
It. 

7 .  Lynn， "Orthodoxy and Enlightenment行 and Richard Lynn， "Altern且te Routes to 
Self-Realization in Ming Theori的 of Poetry"， in Bush and Murck， eds . ，  Theories of the Arts 
in China， pp. 3 19-340 

8. Such a polemical articulation of values can be traced back to the proto-orthodoxy of 
Han YÜ 韓愈 ( 768-824) ; but Han Yü's writing， as a wholc， shows a to1erance that subverts 
any rigid application of his archaist values. The rhetoric of contempt figures in some shih 
hua comments， most notab1y in those attributed to the supremely into1erant Wang An-
8h油; but these were not situated in a coherent program of literary orthodoxy 

9 .  There is much scho1arship on both the sources of this ana10gy and its appearance in 
earlier poetry. Discussions in English can be found in Wixted， PO巴ms on Poetry， pp. 239-
24 1 .  The standar社 Chinese article on the subject i日 by Kuo Shao-yü， " 'Ts'ang-1ang shih-hua' 
yi-ch'ien chih shih ch'an shuo， " reprinted in his Chao-yü-shih ku-tien wen-hsüeh lun-c鈕，
vol. 1 .  The preceding scho1ars all focus on Sung antecedents of the ana1ogy. Wang Meng-ou 
has trac巳d elements of thc analogy back to the T'ang in "Yen YÜ yi ch'an yü shih shih“ 
chieh， " in his Ku-tien wen-hsüeh lun t注n-so

10.  For discussions of th的 qucstion， see Tonathan Chaves， "Not the Way of Poetry : The 
Poetics of Experience in the Sung Dynasty， " Chinese Literature: Essays， Articles， and Re 
views 4.2 ( 1 982 ) ;  and especially Stuart Sargent， μCan Latecomcrs Get There First?  Sung 
Poets and T'ang Poetry， " Chinese Litιrature: Essays， Articles， and Reviews 4 .2  ( 1 982 )  

1 1 .  Chang Chien， Ts '日ng-lang shih-hua yen-chiu (Taipei， 1 966) ，  p .  1 1 .  
1 2 .  There are several arrangements of the first chapter of "Ts'且ng-1ang's Rcmarks on 

Poetry. " Here 1 have followed Kuo Shao-yü's arrangement in Ts 'ang-lang shih-hua  chiao 
shih . For a discussion of the text， see Kuo Shao-yü， "Shih ts 'e 'Ts'ang-lang shih-hu且

，
te 

pen-lai micn-mao，" reprinted in his Chao-yü-shih ku.tien w，叩占suιh lun-chi， vol. 2. 
1 3 .  "Retreat， " t 'ui -ch 'ii， was a term common1y used in Buddhist texts in reference to 

progress a10ng the path to enlightenment; to "retreat" under certain circumstances was 
sometimes recommende吐 and somctimes not. Although thc tone of this passage is distinct
ly that of a Ch'an master， no Ch'an text I have seen ever suggests such tota1 failure following 
"retreat ." The secret subtcxt of Yen Y尬's argument is probab1y not Ch'an at all but the 
famous passage in Mencius I .A.3， in which M巴ncius uses the e 
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1 8 . See pp. 65-67 (Ts'ao P叫 and pp. 45 7-458 (Wang Fu-ch出
1 9 .  In his article "Orthodoxy and Enlightenment， " Richard Lynn has suggested at least 

one parallel between Yen Yü's description of the right path in poetic studies and Ch'eng Yi 
on classical studies. Throughout thc opening section， there are numerous parallels with 
Sung theories of reading the Confucian Classics ﹒ comparative reading of passages， self 
evident judgment following from reading， and the spontaneous internalization of judgment 
mto praxls .  

20. A good example of the Romantic version of poetic historicism is found in Friedrieh 
Schlegel's "Epochen der Dichtkunst" in his Gespräch über die POιsie.  At the end of this 
discourse， German poets are urged to follow the example of Goethe in assimilating all pre
VlOUS poetηT as a series of possibilities 

2 1 .  In later， Ming versions of this poetic orthodoxy， there were different historical 
moments that embodied the perfection of different genres .  

2 2 .  This model created absurd divisions between the ideal history o f  poetry and the 
implicit judgments of the reading public; for example， speaking from a literary historical 
point of view， we would be forced to conclude that a High T'ang poet like Li Ch'i was a 
"better" poet than the late-T' ang poet Li Shang-yin， even though Li Shang回yin was obviously 
more widely read， more appreciated， and more influential . Even today many Chinese liter固
ary histories give disproportionate attention to minor High T'ang poets over major mid- and 
late-T'ang poets 

23 . For an excellent discussion of these terms and Chinese theories of literary history 
in general， see Maureen Robertson， "Perio社ization in the Arts and Patterns of Change in 
Traditional Chinese Literary History， " in Bush and Murck， eds . ，  Theories of the Arts in 
China， pp. 3-26. 

24. One may contrast the formulation of the "study of poetry" in the slightly earlier， 
anonymous Man-chai yii-lu 漫齋語錄 (between 1 1 86 and 1 206 ) .  Note the absence of the 
historical curriculum and the weaker sense of the gap of final understanding ( the following 
translation reflects the colloquial quality of this work) :  "When you want to study poetry， 
you've got to read the old poets thoroughly and look for the spots where they paid particular 
attention-there's hardly a careless line or a careless phrase. After reading like this， you've 
got to put your own brush to paper and try to emulate them. It doesn't matter whether you 
succeed or not-just study like this， and after a time you'll get it right. 
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33.  "To sing what is in the heart" 的 yin-yung ch 'ing* -hsing誓 ， a quotation from the 
"Great Preface. "  

34. See the "Record of 品1usic， " p .  53 .  
35 .  For a discussion of p 'ing- tan， 自巴巴 Chaves， Mei Yao-ch 'en， pp. 1 1 4- 1 2.5 ;  and Egan， 

Ou自yang Hsiu pp. 82.-85.  One cannot he1p noticing that every T'ang poet mentioned in Yen 
Yü's list is a mid弓'ang or 1ate-T'ang poet. Wang An-shih， the 且rdent admirer of the High 
T'ang poet Tu Fu， i日 unmentioned

36. In popular poetics， 的 'ai was quite simp1y the "materia1s"  a poet cou1d use. For 
巳xample， the T'ang-tzu-hsi yü-lu observes :  "Whenever you want to write poetry， you have 
to gather poetic materia1 ( shih- ts 注i ) in your daily life to make use of"; and "You've got to 
read the 'Explanations of the Yüeh-f口

，
一there's a 10t of poetic materia1 in it . "  Cited in Ho 

Wen， Chu-ch 'uang shih-hua ( 1 2.06) ，  Ch'ang Chen-kuo and Chiang YÜ， eds. p .  7. 
37. We might recall here that the altemation between these two grounds for poetry

world an吐 written tradition-had been the rhetorical antithesis that govemed much of the 
structure of Lu Chi's "Poetic Exposition on Literature. "  

38 .  A T'ang analogy t o  Y巴n Yü's rejection o f  li 特 can b e  found i n  the first line (in the 
most popu1ar of its various readings ) of Ssu-k'ung T'u's "Encomium on Poetry and Poetic 
Expositions" ( Shih fu tsan 詩賦贊 ) : "Understanding the Way is not poetry" Chih Tao Tei shih 
知道非詩 . 1t is possible Yen Yü had this in mind ( though unlikely) .  Ssu-k'ung Tu's state 
ment， while carrying a rhetorical force similar to Yen Yü's， is so vagu巳 as to be unobjection 
ab1e: no reasonable person wou1d claim that "understanding the Way" and poetry were 
identical. Yen Yü's statement is radica1 because it is more precise 

39. One shou1d note how Westem aesthetics clearly distinguishes aesthetic inter的t
from understanding. This is already essential to Kant's argumel1t in the Critiqu巴 of Tudg 
ment， and is elaborat巴d into a distinction between the aesthetic driv巳 and the drive to 
understanding in Johann Gottlieb Fichte's "On the Spirit and the Letter in Philosophy" 
trans1ated in D的id Simpson， ed.， German Aesthetic and Literary Criticism . 1t is not a 
problem that can be easily resolved， nor di日regarded simp1y because we do not approve of it . 
Hans-Georg G且damer's 1 964 essay "Aesthetics and Hermeneutics" begins by restating the 
same division adumbrated by Yen Yü: "If we define the task of hermeneutics as the bridging 
of personal or historical distance between minds， then the experience of art wou1d seem to 
fall entirely outside i 

CHAPTER N1NE 

The text used for the San 口 shih i日 the one in Murakami Tetsumi's Santaishi . The text 
used in Yang Tsai's "Poetic Ru1es of the Masters" is a composite of th巴 texts in Li - tai 
shih-hua and that in Chu Fu's Ming-chia sh泊-fa hui-pien . 

1 .  Alternately entitled T'日ng 8a且-t 'i shih 唐三時詩 ， T'ang-shih san- t 'i chia-fa 唐詩
王牌家法， and T'ang-hsien san- t 'i 沾沾一fa 情 賢三體詩法

2..  We may recall that Ou-yang Hsiu had criticized thc sccond couplet of  this poem 
for being empirically incorrect (see p .  383 ) .  The question whether a midnight bcll 
was or was 110t rung at Cold Mountain Temp1巳 became a favorite topic for shih -hua， "rc-
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marks on poetry ."  Chou Pi's and Ou-yang Hsiu's citations of this couplet differ textually ;  
here and in subsequent examples from Poetry in Three Forms， I follow Chou Pi 's  texts， 
though they are often not the best texts of the poems. 

3. During the first period of the (pentasyllabic) quatrain's development， from the end of 
the fifth through the sixth centuries， such closure with a parallel couplet was not at a11 
uncommon (and may have been related to the quatrain as a unit in early linked verses ) .  

4 .  Murakami Tetsumi， 5antaishi， vol. 2， p .  427.  
5 .  The shih 特 in this and the preceding category are identical . In the first case， in the 

phrase shu-shih * 書事 ， it refers to taking current "matters" as the topic of a poem. The 
second usage is the more common technica1 term yung-shih * 用 事 ， making reference to 
some situation in the past. 

6 .  The section in brackets is not included in the standard Li-tai shih-hua edition， but it 
is included in the otherwi日e incomp1ete Ming-chia Sh1h拘 h ui-pien 名 家 詩 法 峰 編 edition.
Chu Fu， Ming-chia shih-fa hui→pien (preface， 1 5 77; rpt .  Taipei， 1 9 73) ，  p .  92.  

7 .  The portions of the first two sentences in parentheses appear in the Ming“chia shih
fa edition and not in the Li -tai shih -hua edition. 

8 .  This passage is included in the Ming-chia shih-fa edition， but omitted from the 
Li-tai shih-hua edition. 

CHAPTER TEN 

The text used is that in Tai Hung-sen's Chiang-chai shih -hua chi巴:n-ch u .
1 .  The excellent annotated modern edition， the Chiang-chai shih -hua  chien-chu ，  by 

Tai Hung-sen， combines the Hsi-t 'ang yung-jih hsü-lun with Wang's shih-hua on the Book 
of 50ngs， the 5hih yi 詩諱 ， and with another collection of random comments， the Nan 
ch 'uang man-chi 南 窗 漫 記 . In order to bring together Wang's scattered comments， 
Tai Hung-sen often appends passages from Wang's anthologies and commentaries to each 
shih-hua entry. Some of these will be included in the following commentary 

2. An excellent examp1e might be the third of the "Nineteen Old Poems， " in which the 
speaker goes off to the great cities of the Eastern Han and tells of the feasting and high living 
of the powerful and wealthy. Traditional commentators could not decide whether the 
speaker was comp1aining about having been excluded from such celebrations， or was criti
cizing such extravagance， or was joining in with who1ehearted abandon. Slight adjustments 
in tone and presumed pronominal referents ( left unstated in the Chinese) could produce any 
of these readings quite naturally. If the poem were sung in different situations， it cou1d have 
easily been seen to expr巴ss any of these contradictory states of mind 

3. Tai Hung-sen， p. 4 
4. The Analects passage continu巴s， suggesting that the 50ngs can be of use in the 

service of one's parents or prince， and that that can teach one much about "the names of 
birds， beast且， p1ants， and trees . "  

5 .  In the following passages I summarize some o f  the conclusions o f  Steven Van 
Zoeren's Poetry and Personality: Reading， Exegesis， and Herm eneutics in Traditiona1 
China， tracing the hermeneutics of the Book of 50ngs up through Chu Hsi. 

6 .  It shou1d be noted， however， that the determinate affective quality was not neces
sarily the direct "m巴aning" of the words of the 50ng: the putative authors of the "mutated 
Feng弋 " the "historians of the States" ( "Great Preface") ，  were supposed to have inten吐ed that 
many of their poems be read ironically， contrasting the idea1 evoked with the circumstances 
of their own times .  The presumptions of Confucius '  editoria1 intentions produced similar 
Honles 

7. This is an inappropriate use of the term "secu1ar" ;  1 simply use it to refer to a11 poetry 
that did not have the sanction of be10nging to the Confucian Classics . 1t shou1d be noted 
that the poetry is a1so historically 1ater， so that its deviation from the mo吐el of the Book 01 
50ngs is a1so， to some deg 
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13 .  Tai Hung-sen， p . 55  
14 .  The text usually given a s  the primary source o f  this passage is an  entry in  the 

late-Sung "Night Chats F且cing My Bed" ( Tui-ch 'uang yeh -yü ) by Fan Hsi-wen. Using exam
ples from Tu Fu's poetry， Fan distinguishes cases of the alternation of couplets of scene and 
affections， affections-withinωscene， scene within affcctions， an吐 fusion of scene and affec
tion so that they cannot be 吐istinguished.

1 5 .  Tai Hung-sen， pp. 72-73 可
16 .  The couplets quoted are the two middle couplets of an eight-line rcgulated verse 
1 7 . "However， it is to be noted that th巳 Words denotìng thc Passions do not， for the 

most part， raise up in us any Degrec of the Passions th巳mselves， but only the Ideas of the 
associated Circumstances . "  David Hartley， Obsιrvations on Man， His Frame， His Duty. 
正md His Expectations， p﹒ 276. 

1 8 .  Classical Chinese uses the weapon metaphor of a "[bladc-] point" in a way similar 
to Engl凶1 "making a point" ( though th巳 latter derives from fenci時 vocabulary ) . In saying 
that "Tu Fu hid the sharp point even morc cffectively [th且n Hsieh] and did not let it become 
obvious， gathering things together limitl巳ssly， " W且ng means that Tu Fu did not reveal his 
purposes， what he was aiming at， within the text， but rather drew a wide variety of matters 
in， conveying the "point" implicitly 

1 9 .  Liu I-ching， A New Account of Tales 01 the World [Shih-sh110 hsin-y叫 Richard B 
Mather， tr.， p. 1 1 8 

CHAPTER ELEVEN 

The text used is that in Ting Fu-pao， Ch 'ing shih-hua 
1. Though sometimes relatively systematic， works of popular poetics t巴nded to be 

amplifications of a more or less received "outline" of standard topics. In contrast， Yeh 
Hsieh's "Inner Chapters" offer a relatively tight argument in response to the questions 
posed by an imaginary interlocutor 

Wu Hung-yi sces a close rel且tion between the systematic treatìse of Yeh Hsieh and 
the expansion of the shih-hua entry into a short essay， as witnesscd in Li Yi's Ch 'iu -hsing
ko shilJ-llUa 秋 星 閻 詩 話 Wu takes note that thi日 shih-llUa is dedicated to beginning 
students. Yeh Hsieh's tone is clearly magistral in "The Origins of Poetry";  but his inter一
locntor (representing the level his au也ence 1日 10 rise above)， though sometimes foolish， is 
no beginner. See Wu Hung-yi， Ch 'ing-tai shih-hsüelJ ch '口一t 'an， p﹒ 1 58 .  

2 .  One might recall here that Liu Hsieh had offered a similar criticism o f  his own grcat 
predecessor Lu Chi. In fairness 10 Liu Hsieh， it should be observed that Chin巳se argumenta
tion had changed substantially since Liu 日sieh's time. Liu Hsieh's rhetorical "division" of a 
topic I closely analogous to the formal division in the Western "art of the sermon" ars pre 
dicandi ) was linked to a profound confidence in the idcntity of the rhetorical order and the 
order of nature : see Owen， Traditional Chinese Poetry， pp. 78-86 . )  By the seventeenth cen
tury， this older rhetoric survived primarily in the ossified form of the pa-ku-wen 八股 女 ，
required for the state examination system; and such exposition， based on division and am
plification of terms， had com巳 10 sound stilted， artificial， and discontinuous when compared 
with the more μmodern" argumentation practiced by Yeh Hsieh. ln μmodern" ar♂lmenta
tion an author was required to make 且n "individual" point in a sequential form， with each 
st且gc contingent on what had been said previously in the argurnent 

3. Yen Yü believed that ultimately what madc poetry grcat was ineffable， that one 
should bc able to "recognize" or "judge" ( shih 到 ) greatness in the best poets， but that such 
grcatness w且s beyond a r巳flective understanding of poctic principles. In 8hort， Yen Yü 
claimed that one could judge "that" a poem w且s great without being able to judge “why" it 
was great， and without knowing the grounds of su巳h judgment. To this Yeh Hsieh objects 
strongly 

4. The internal disputes of poetic theory in this p巳riod arc so loud th且t lt 1S easy to 
overl 
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li -tai wen-lun hsüan reads : "He again doesn't know why he should agree to study the late 
T'ang， SUllg， and Yüan."  

6 .  One reason Yeh Hsieh raises this final questioll is the popular association betweell 
"talent" (μcapacity" )  and a facility ill composition. 

7. James Harry Smith alld Edd Willfield Parks， ed日 ， The Great Critics: An Anthology 01 
Literary Criticism， pp. 4 1 1-412  

8 .  This cheerfully ahistorical view of  the relatioll between precursors and later poets 
C且nnot readily be reconciled with Yeh Hsieh's vicws on literary history， presellted ill the 
supplemellt to this chaptcr: there the later poct must diffcr from the predccessor， complet
ing alld complemelltillg hi日 work 

9. lmmanuel Kant， Critique 01 Tudgment， sectioll 49 
10. In parallel with the even strallger matching line of the couplet ( "1ts metal pedestals 

[for catching the dewJ lie bcside the unitary [universalJ ch γ ")， it is preferable to read this 
line as translated above. However， this line seems to suggest reading the line "Outside the 
first chill of its emerald tiles . "  

1 1 .  There are two ways t o  understand this query : one may take the alternativc transla
tion suggested in the preceding note; or one may presume a courtyard， interpreting "within" 
的 the space encloscd by the roof tiles (rathcr than within the t泣的 themselvcs ) .  

12 .  I t  i s  hoped the reader will forgive this most imperfect translation μmuch" for Tu 
Fu's perfect to. To is the simplest word of quantitative magnitudc， a sudden and direct 
impression of the moon and its light that turns away from thc conventionally "poetic" 
descriptive possibilities to a most simple word-but not the most obvious word (not a "big" 
moon， or "bright" light) 回

1 3 .  From an old aphorism in the Tso chuan that pin的 and cypresses do not grow on 
small tumuli 

14 .  Literally "pien and nan wood ."  
1 5 .  Mi-pen， here， a book containing sccret teaching， not known to the world and not to 

be seen by all 
1 6 .  Ch 'ing-hsü: "clean and clear， " or in the context of the psyche， "pure and 巴mpty， " 

would be both cleaning the area of an infection and "cmptying oneself" to receive the 
spirit of the ancients .  Cf. the injunctions to "emptiness within" in the "Poetic Exposition on 
Literature" and the "Spirit Thought" chapter of Wen-hsin tiao-lung 

1 7 . The reference here is to the ubiquitous red plaster of late imperial architccturc . 
1 8 .  As the reader no doubt rea1izes by thi日 point， thc constituent parts of a Chinese 

upper也lass residence contained a more or less fixed number of elements on a relatively 

Notes to pp . 515-579 63 1 
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I .  WORKS IN CHINESE AND JAPANESE 

The following bibliography consists of both general works on Chinese liter
ary thought and a selection of scholarship on works treated in the present 
volume. As in all bibliography， here a certain lore is presumed; those who 
wish and are able to look up the references will understand 

CHINESE LITERARY THOUGHT (I .A) 

General Works and Histories (I.A. l )  
Aoki Masaru 青木正 兒 • Shina bungaku shishδshi 支那文學思想史 (A History of 

Chinese Literary Thought) .  Tokyo : Iwanami shoten， 1 943 
Chao Tse句ch'eng 趙則誠 et at. ， eds. Chung-kuo ku-tai wen -hsüεh li-lun tz 'u-tien 

中 閻古代文學理論辭典 (A Dictionary of Early Chinese Literary Theory ) .  Ch'i-lin : 
Chιlin wen-shih ch'u-pan-she， 1 985 .  

Chou Chen-fu 周 振甫• Shih位'u li也ua 詩詞例話 (Exemplary Discussions o f  Poems 
and Lyrics ) .  Peking， 1 962; reprint， Peki月: Chung-kuo ch'ing-nien ch'u-pan
she， 1 980 

Chung-kuo wen也süeh p 'i-p 'ing sh泊 中 國文 學批評史 ( History of Chinese Literary 
Criticism) .  Compiled by the Chinese department of Fudan University. Shang
hai : Shang-hai ku-chi ch'u-pan-she， vol. 1， 1 964; vol. 2， 1 98 1 ;  vol. 3 ，  1 985 .  

Hayashida Shinnosuke 林 回 慎元助. Chügoku chüsei bungaku hyδronshi 中國中世
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文學批評史 (A History of Critical Discussion in th巳 Chinese Middle Ages ) .  
Tokyo : Sõbunsha， 1 9 79 

Huang Pao-chen 黃保真， Ts'ai Chung-hsiang 祭鐘翔， and Ch'eng Fu-wang 成復1[[ .
Chung-kuo wen-hsüeh li-lun shih 中 圈文學理論史 (A History of Chinese Liter
ary Theory ) .  5 vols .  Peking: Pei-ching ch'u-pan-she， 1 98 7 .  

Kuo Shao-yü 郭紹虞 . Chung-kuo wen-hsüeh p 'i-p 'ing shih 中 國 交學批評史 ( Histo月7
of Chinese Literary Criticism) .  Shanghai， 1 956 ;  reprint， Shanghai : Shanghai 
ku-chi ch'u-pan司she， 1 979. 

Li Tse-hou 李澤厚 and Liu Kang回chi 劉綱紀 . Chung-kuo mιI 咽hsüeh sh泊 中國美學 史
(Histo月T of Chinese Aesthetics ) .  2 vols.  Peking: Chung-kuo she-hui k'o-hsüeh 
ch'u-pan-she， 1 986- 1987. The first two volumes cover the period through the 
Six Dynasties in a projected history of Chinese aesthetics .  

Lo Ken-tse 羅根澤• Chung-kuo wen-hsüeh p 'i-p 'ing shih cf '凶 文學批評獎 (History of 
Chinese Literary Criticism) .  Shanghai， 1 958- 1 962; reprinted Shanghai : 
Shang-hai ku-chi ch'u-pan-she， 1 983 . Goes only through the Sung. 

恥'latsushita Tadashi 松 l' 忠 . Min Shin no sanshisetsu 明 清 仿 三詩說 (Thc Three Po
etic Theories of the Ming and Ch'ing) .  Tokyo : Meiji sho阻， 1 978 .

Min Tse 敏澤• Chung-kuo wen-hsüeh li-lun p 'i -p 'ing shih 中 凶 文學理論批評 史 (His
tory of Chinese Literary Theory and Criticism) .  Pcking: Jcn-min wen-hsüeh 
ch'u-pan-she， 1 98 1 .  

Suzuki Toraõ 鈴木虎雄. Shina shironshi 交 B�詩論 史 (History of Chinese Discussion 
of Poetry ) .  1 927 ;  reprint， Tokyo: Kõbundõ shobõ， 1 967 .  

Ts'ai Ying-chün 祭 英俊 . Pi-hsing wu-se yü ch 'ing可ching chiao-jung 1七與 物色與
情景交融 ( Comparison， Affective Image， thc Appearances of Things and the 
Fusion of Scene and Affection) .  Taipei : Ta悶an ch'u-pan-she， 1986 .  

Yeh Lang 泣 如 • Chung-kuo mei-hsüeh shih ta-kang 巾|喝美學史大綱 (An Outline His
tory of Chinese Aesthetics ) .  Taipei : Ts'ang-lang ch'u-pan-she， 1 986 .  

Yü Yüan 慘vc. Chung-kuo ku-tien mei-hsüeh ch 'u-pien 中 關 古!想美學初編 . Hu-pei : 
Ch'ang-chìang wen-yi ch'u-pan-she， 1986 .  

Collections (I.A 圖 2)

THE SUNG AND YÜAN COLLECTIONS (I .A.2 .a )  
Hu Tzu 胡仔. T'iao-hsi yü-yin ts 'ung-hua 苦溪漁穩叢話 (The Collected Chats of the 

Fisherman Recluse of T'ìao Creek) .  First series i n  60 chüan ，  1 148 ;  second 
series in 40 chüan， 1 1 67 .  Typeset edition， Peking : Jen-min wen-hsüeh ch'u
pan-she， 1 962. See Yves Hervouet， A Sung Bibliography (Hong Kong， The 
Chinese University Press， 1 978 ) ，  p .  450 .  

Juan Yüeh 阮 闊 . [Tsιng-hsiu] shih -hua tSllng-kllei J曾修詩活總龜 ( [Amplified and 
Corrected] General Source for Remarks on Poetry ) .  First series in 48 chüan， 
1 1 23 ;  second series (not by Juan Yüeh) in 50 chüan after 1 1 67 .  A problematic 
Ming version is our sole extant source for the prcscnt edition (photo-reprint in 
Ssu-pu ts 'ung-k 'an， first series ) .  See Hervouet， A Sung Bibliography， p ﹒ 449 . 

Ts'ai Cheng-sun 蔡正孫 . Shih-lin kllang-chi 詩林廣 記 (Broad Rccords of the Forest of 
Poems ) .  Two series， each in 1 0  chüan， second series 1 289 (Yüan ) .  Typeset 
edition， Peking: Chung時hua shu也hü， 1 982.  The full title is Ching-hsüan ku自
chin ming-hsien ts 'ung-hua shih-lin kuang句chi 精選 古 今 名 賢叢話詩林廣記. See 
Hervouet， A Sung Bib1iography， p. 455 .  

Wang Kou 一土惜 Hsi日-tz'日 chi間 -heng 修辭鑑衡 (The Mirror and Measure of Fine 
Words ) .  Yüan work. Shanghai : Chung-hua shu-chü， 1958 .  

Wei Ch'ing-chih 魏慶之 . Shih-jen yii-hsieh 詩 人 玉 !再 (The Jade Chìps of the Poets ) .  
First published in  1 244 . Typeset edition， Shanghai :  Ku-tien wen-hsüeh ch'u-
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pan-she， 1 958 .  New edition， Shanghai : Chung-hua shu白chü， 1 959 .  See Her
vouet， A Sung Bibliography， p. 455 .  There is a German translation by Volker 
Klöpsch， Die ladesplitter der Dichter ( II .  H below) .  

SOURCES FOR WORKS O N  TECHNICAL POETICS (I .A.2.b) 
的-chih ts 'ung-shu 格致叢書 ( Collectanea on Forms ) .  1 608 .  
Sh晶晶süeh chih -nan 詩學指南 (The Compass of  the Study of  Poetry ) .  Preface 1 759 .  

Photo-reprint， Taipei: Kuang-wen shu-chü， 1 9 70 .  

THE SHIH-HUA COLLECTIONS (I .A.2.c)  
Ho Wen-huan 何文煥 . Li-tai shih-hua 歷代詩話 (Remarks on Poetry through the 

Ages ) .  Preface 1 770. Typeset edition， Shanghai : Chung-hua shu-chü， 1958 .  
Helmut Martin has compiled an lndex to  the Ho Collection 01 Twenty-Eight 
Shih-hua (Taipei :  Chinese Materials and Research Aids Service Center， 1 973 ) .  
This contains a punctuated reprint o f  the woodblock edition with a n  index of 
authors cited and a concordance of quoted passages.  The Chung-hua shu-chü 
edition has an index of authors cited. 

Ting Fu-pao T福保 . Hsü li旬的i shih -hua 續壁畫代詩話 ( Continuation of Remarks on 
Poetry through the Ages ) .  1 9 1 5 ; typeset edition， Peking: Chung-hua shu-chü， 
1 983 as Li-tai shih -hua hsü-pien 歷代詩話績編， with index of authors cited. 

一一一. Ch 'ing shih-hua 清 詩話 ( Ch'ing Remarks on Poetry ) .  1 9 1 6; typeset edition， 
Shanghai : Chung-hua shu-ch泣， 1 963 . Ting's texts are not always the best . 

Kuo Sha。因叭1 郭紹虞 . Ch 'ing shih自hua hsü-pien 清詩話續編 ( Continuation of Ch'ing 
Remarks on Poetry ) .  4 vols. Shanghai : Shang-hai ku-chi ch'u-pan-sh巴， 1 983 .

T'ang Kuei-chang 唐圭璋 • Tz'u-hua ts'ung-pi巴n �;;l話叢編 ( General Collection of Re
marks on Lyric ) .  Nanking， 1 935 ;  typeset edition， Peking， Chung.占ua shu-chü， 
1 986 .  

MODERN SERIES OF EDITIONS (I .A.2.d) 
Chung-kuo ku-tien wen-hsüeh li-lun p 'i -p 'ing ch 'uan -chu  hsüan -chi 中 國 古典

文學理論批評專著選輯 (A Selection of lndividual Works of Early Chinese Literary 
Theory and Criticism)， under the general editorship of Kuo Shao-y位， pub且
lished by J en叩.in wen-hsüeh ch'u-pan-she from 1 960 through the present. 
This is an ongoing series of editions of important works of traditional criti
cism. Works in this series are typ巳set， sometimes in critical editions and 
sometimes with annotation. 

Ku-chin shih-hua ts'ung-pien 古今詩話叢編 (A General Collection of Ancient and 
Modern Remarks on Poetry) .  Put out by Kuang-wen shu-chü in Taipei. These 
are photo-reprints of early editions. Although they often contain serious 
textual problems and are often unclea 
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plen 古漢語修辭學資料彙編 (A Compendium of Materials on Early Chinese 
Rhetorical Study) .  Peking: Shang-wu yin個shu-kuan， 1 980 .  

Chou Wei-tê 周 維德 . Shih-wen ssu-chung 詩問 四種 (Four Dialogues on Poetry ) .  Chi
nan: Ch'i-Lu shu-she， 1 98 5 .  

Chung-kuo ku-tai wen -yi li-l11l1 tZll-1iao mu-l11 hui個plen 中 國 古 代文藝理論資料
自 錄經編 (An lndex of  Materials on Ear1y Chinese Theories of  Literary Arts ) .  
Compiled b y  the Chinese Department o f  Shantung University. Chi-nan : 
Ch'i-Lu shu-she， 1 983 . 

Chung-kuo li- tai shih-hua hsüan 中國歷代詩話選 (An Anthology of Chinese Re
marks on Poet門 through the Ages ) .  Compiled by the Study Committe on the 
Theory of the Arts of the Chinese Social Science Research Council . 2 vols . 
Ch'ang-sha: Yüeh-lu shu-she， 1985 .  Covers the period through Yüan. 

Chung-kuo wen-hsüeh p 'i -p 'ing tzu-liao hui -pien 中 劉文學批評資料彙編 (Compen
dium of Materials on Chinese Literary Criticism) .  1 1  vols. Taipei : Ch'eng
wen ch'u-pan-she， 1 9 78- 1 9 79 .  A typeset compendium of critical materials 
drawn from poetry and classical prose ( i .e . ，  prefaces， letters， colophons， etc . ) ;  
independent treatises such as  Wen-hsin tiao-lung， shih-hua， and technical 
works are excluded. Sources are given. The works are : 
K'o Ch'ing-ming 柄慶 明 and Tseng Yung-yi 曾 永 義 ， eds . Liang-Han Wei Tsil1 
Nan-pei-ch 'ao wen-hsüeh p 'i -p 'ing tzu-liao hui-pien 兩漢魏背南北朝文學批
評資料彙編
Lo Lien-t'ien 羅聯添， ed.  Sui T'ang Wu-tai . . .  I浩唐五iï:. • 
Huang Ch'i-fang 黃敵方， ed. Pei-Sung . . . 北宋 . . . 
Chang Chien 張健， ed. Nan-Sung . . 南宋 .
Lin Ming-te 林 明 德 ， ed. Chin -tai . . . 金 11:: • 
Tseng Yung-yi 曾 水義 ， ed. Yüan -tai . . . 元代 . . . 2  vols .  
Yeh Ch'ing-ping .�� 慶炳 and Shao Hung 郁紅 . Ming-tai . . 明 i4<: . • . 2  vols . 
Wu Hung-yi 吳宏� and Yeh Ch'ing-ping 其 慶柄 ， 巴d. Ch 'ing-tai . . . 清代 . . . 2  

vols. 
Kll-tien wen -hsüeh yen -chiu tzu-liao hui-piιn 古典文學研究資料漲編 (A Compen

d 也lum o吐f. 扎Mat忱E芷ria叫1s on t由he Study 0吋f Early Literature ) .  Th旭11S S間e芷拉ie昀s was 0叮n喀gma叫11炒y T ~ 
issued by Chung-戶句釘可
ag伊且m m r臼ec臼en叫t y抖ea缸rs . The volumes contain collections of traditional critical 
comments on individual writers : the Ts'ao's ;  T'ao Ch'ien (2 vols， one general 
and one on particular poems ) ;  Tu Fu ( through Sung only) ;  PO Chü-yi; Han YÜ; 
Liu Tsung-yüan， Tu Mu， Huang T'ing-chien and the Chiang-hsi school (2  
vols . ) ;  Lu Yu， Yang Wan-li， Fan Ch'eng-ta， and Hung-lou meng 

Kung Chao-chi 龔兆古. Li-tai tz 'u-lun hsin -pien 歷 代詞論新編 (A New Collection of 
Discussion of Lyric through the Ages ) .  P 
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Wang Ta-chin 主達津 and Ch'en Hung 陳;其 . Chung-kuo ku-tien wen-lun-hsüan 
中 國古典文論選 (An Anthology of Chinese Classical Discussions of Literature ) .  
Shen-yang: Liao-ning chiao-yü ch'u-pan-she， 1 988 .  

Wu Shih-ch'ang 吳世常• Lun四shih chüeh-chü erh-shih-chung chi-chu 論詩
絕 句二十 四種輯注 (Twenty Series o f  Quatrains on  Poetry， With Collected Com
mentaries ) .  Hsi-an :  Shen-hsi j en-min ch'u-pan-she， 1 984 

Yang Ch'ung-ch'iu 羊春秋 的 al. Li-tai lun-shih chüen -chü hsüan 歷 代論詩絕句選 (An
Anthology of Quatrains of Poetry through the Ages ) .  Ch'ang-sha : Hu-nan 
jen-min ch'u-pan-she， 1 98 1 .  

Yeh Kuang-ta 葉光大 ， et al . Li-tai ming-chu hsü-pa hsüan -chu 歷 代名著序跋選注 (An
Annotated Anthology of Prefaces and Colophons on Famous Works through 
the Ages ) .  Lan-chou : Kan-su jen-min ch'u-pan-she， 1 986 .  

Yü Chung】shan 于忠善 . Li-tai wen -jen lun w，巳n -hsüeh 歷代女人論文學 (Discussions
of Literature by Literary Men through the Ages ) .  Peking: Wen-hua yi-shu 
ch'u-pan-she， 1985 .  

Collected Artic1es 仔 A.3)

Chang Chien 張健 . Chung-kuo wen-hsüeh p 'i-p 'ing lun -chi 中 國文學批評論集 (A Col
lection of Articles on Chinese Lit巳rary Criticism) .  Taipei: T'ien-hua ch'u-pan 
shih-yeh kung-ssu， 1979.  

Chang Wen-hsün 張文勛 . Chung-kuo ku-tai wen -hsüeh li-lun lun-kao 中 國 古
代文學理論論稿 (Draft Articles o n  Early Chinese Literary Theory ) .  Shanghai : 
Shang-hai ku自chi ch'u-pan-she， 1984 

Chao Sheng-te 趙盛德， ed. Chung-kuo ku-tai wen-hsüeh li-lun ming-chu  t 'an-so 
中 關古代文學理論名著探索 (Researches into Famous Works of Early Chinese 
Literary Theory ) .  Kuei-lin : Kuang-hsi shih-fan ta-hsüeh ch、l-pan-she， 1 989 .  

Chu Tung-jun 朱東潤 . Chung-kuo wen-hsüeh lun-chi 中 關文學論集 (A Collection of 
Articles on Chinese Literature ) .  Peking: Chung-hua shu-chü， 1 983 .  

Ku-tai wen-hsüeh li-lun y巳n-chil1 I井代文學理論研究 . An irregular j oumal put out by 
the Association for Early Chinese Lit巳rary Theory based in Shanghai， begin
ning 1 979.  

Kuo Shao-叭i 郭紹虞. Chao-yü-shih kl1 呵tien wen-hsüβh lun-chi 照隅室古典文學論集
(A Collection of  Articles on Old Literature from Chao-yü Lodge ) .  2 vols .  
Shanghai : Shang-hai ku-chi ch'u-pan間she， 1 983 . 

Lu K'an-ju 陸侃如 . Lu K'an-ju kl1 -tien wen-hsii巴h lun-wen chi 陸侃如 古典文學論文集
(A Collection of Lu K'an引}'s Articles on Old Literature ) .  Shanghai : Shang-hai 
ku-chi ch'u-pan-she， 1987 .  

Mou Shih-chin 牟世金 . Tiao-ll1ng chi 雕龍集 (The Dragon Carving Collection) .  
Peking: Chung-kuo k'o-hsüeh ch'u間pan-she， 1 983 

Wang M巴ng-ou 王夢鷗 Kl口1-寸t位len w巴叩n白hs叩u巴h l扣I口ln t'冶'a1ιω1仔I
into Old Discussions of Literatur 巴叫 ) . Ta釗lpe臼i : Cheng兮-chung shu 間ch i垃i ， 1 984. 

Wang Ta-chin 王達津 Kl1-tai wen-hsüeh li-lun yen-chiu lun-wen -chi ，'， 代交學
理論研究論文集 (A Collection o f  Articles on  the Study o f  Early Literary Theory ) .  
T'ien-chin: Nan-k'ai ta-hsüeh ch'u-pan-she， 1 985 .  

Wu Tiao-kung 吳 調 公 . Kl1 -tai wen -lun chin-t 'an 古代文論今探 (Modem Investiga
tions of Ancient Discussions on Literature ) .  Hsi-an: Shen間hsi jen-min ch'u
pan-she， 1 982.  

Yang Ming-chao 楊 明 照 Hsüeh-p仔yi-chai tsa-chu 學不已齋雜著 (Various Writings 
from Hsüeh-pu-yi Studio ) .  Shanghai : Shang-hai ku-chi ch'u-pan-sh巴， 1985 .

Yang Sung-nien 楊松年. Chung-kl1o kl1】tlen 叭ven-hsüeh p 'i-p 'ing 111n-chi 
中 國文學批評論集 (A Collection of Articles an Old Chinese Literary Theory ) .  
Hong Kong: San-lien shu-chü， 1987 .  
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EARLY THOUGHT (I .B)  

Early Literary Theory (I. B . l )  

Chang Heng 張亨. μLun-yü lun Shih" 論語論詩 (The Discussion o f  the Poems i n  the 
Ana1ects ) ，  Wen -hsüeh p 'ing-1un 6 ( 1 980 ) .  

Chang Shao去'ang 張少康. "Lun Chuang-tzu te  wen【yi ssu-hsiang chi ch'i ying
hsiang" 論莊子的文藝思 想 及 其影響 (On Chuang-tzu法 Thought on the Arts and 1ts 
Influence)， Ku-tien wen-hsü巴h 1un -ts 'ung 3 (Chi-nan， 1982 ) .  

Chang Wen-hsün 張文勛. "K'ung-tzu wen-hsüeh-kuan chi ch'i ying-hsiang te tsai 
p'ing-chia" 孔子文學觀及 其影響的青 評價 (A Further Critical Evaluation of Con
fucius' View of Literature and Its 1nfluence)， Ku-tai wen-hsüeh li-1un y巴n-chiu
1 ( 1 979; see I.A.3 above) .  Reprinted in Chang Wen-hsün， Chung-kuo ku-tai 
wen-hsüeh li-1un 1un-kao ( see I .A.3 above) .  

一一一一一 "Lao-Chuang te  mci-hsüeh ssu-hsiang chi ch'i ying-hsiang" 
老莊的獎學思想及其影響 (The Aesthetic Thought of Lao-tzu and Chuang-tzu and 
Their 1nfluence)， in his Chung】kuo ku-tai w，巴n -hsüeh li-1un 1un-kao ( see I .A.3 
above ) .  

一一一一 . μY垃eh-chi lun chung-ho chih mei" 樂記論中和;三美 (The Discussion of Mel自
low Beauty in 
l占iι叫f-叫】-lun 1m且2間kao ( see I .A.3 above吋 ) .

Chu Tzu-ch'ing 朱 自 清. μShih yen chih pien" 詩言志辨 (An Analysis o f  the Idea that 
Poetry Articulates What 1s on the Mind 1ntently) .  Reprinted in Chu Tzu
ch 'ing ku-tien wen回hsüιh ch 'uan-chi 朱 自 清 古典文學專集， vol. 1 .  Shanghai， 
1 980. One of the most important works on the most basic concepts of 
Chinese poetics. 

Hsiao Hua卡mg 蕭華榮. "Ch'un-ch'iu ch'eng Shih yü K'ung-tzu shih-lun" 
春秋稱詩與孔子詩論 (The Recitation of the Poems in the Spring and Autumn 
Annals and Confucius ' Theory of Poetry)， Ku-tai wen -hsüeh li-1un yen-chiu 5 
( 1 98 1 ;  see I.A.3 above) .  

Juan Kuo-hua 阮 國 華 . "Meng-tzu shih-shuo fu-yi" 孟子詩說復議 (A Reconsideration 
of Mencius' Discussion of the Poems)， Ku-tai wen-hsiieh li-1un yen-chiu 9 
( 1 984; see I .A.3 above) .  

Kuo Shao-yü. μHsien-Ch'in ju-chia chih wen-hsüeh-kuan" 先秦儒家之文學觀 (The
View of Literature of Pre-Ch'in Traditionalists ) ， in his Chao-yü-shih ku-tien 
wen -hsüeh 1un -chi， vol. 1 ( see I .A.3 above) .  

一一一. "Hsing kuan ch'ün yüan shuo p'ou占lsi" 與觀軍怨說昔日析 (An Analysis o f  the 
Theory of 'Stir， ' 'Observe， ' 'Express Fellowship， ' 'Show Resentment' ) ，  in his 
Chao-yü-shih ku-tien wen-hsüeh 1叩開chi， vol. 2 ( see I.A.3 abov巴) .

一一一一. "Ju-Tao erh-chia lun shen yü wen-hsüeh p'i-p'ing chih kuan-hsi" 
儒道三家論神與文學批評乏關 係 (The Discussion of Spirit between the Traditional
ists and the Taoists and Its Relation to Literary CriticisI 

Han to Sui， Excluding Wen fu， Wen-hsin tiao-lung， Etc. (I. B .2) .  

ChaIlg Ching-crh 張靜二 . μWang Ch'ung te wen-hsüeh li-lun-ts'ung ch'i te kuan
Ilien shuo-ch'i" 王充的文學理論 從氣的觀念說起 (Wang Ch'i's Literary Theory 
BcgiIlning from His Point of View on Ch叫， Chung-wai wen-hsüeh 70- 7 1  
( 1 978 ) .  

Chang Jen-ch'ing 張仁青 Wei Chin Nan-pei-ch 'ao wen -hsüeh ssu-hsiang shih 
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魏替南北朝文學思想史 (A History of Literary Thought in the Wei， Chin， and 
Southem Dynasties ) .  Taipei : Wen-shih-ch巳 ch'u-pan-she， 1978  

Chang Wen-hsün. "Lun liu-ch'ao wen-hsüeh li-lun fa-ta te  yüan-yin" 論六朝文
學理論發達的原 因 (On the Reasons for the Development of Literary Thought in 
the Six Dynasties)， in his  Chung-kuo ku-tai wen -hsüeh li-lun lun -l<ao ( see 
I.A.3 above) .  

Chao Ch'ang-p'ing 趙 昌 平 . "Wen-chang ch'ieh hsü fang-tang pien" 文章且須放蕩辨
(A Discussion of the Principle That in Literature There Should Be a Letting 
Go)， Ku-tai wen-hsüeh li-lun yen -chiu 9 ( 1 984; see I .A.3 above ) .  On Liang 
Chieng-wen-ti. 

Chou Hsün-ch'u 周 勛初 . "Liang-tai wen-lun san-p'ai shu-yao" 梁 代文論三i)J�ili要 (The
Essentials of the Three Factions in the Discussion of Literature in the Liang 
Dynasty)， in his Wen-shih t 'an-wei 文史探微 (Explorations of the Subtleties of 
Literature and History) .  Shanghai， 198 7 .  

一一一一 . "Wang Ch'ung yü Liang-Han wen-feng" 王充與兩漢文風 (Wang Ch'ung and 
the Literary Currents of the Han) ，  in his Wen-shih t 'an -wei ( see previous 
entry) .  

Chu Jung-chih 朱榮智 . Li正mg-Han wen-hsüeh li-lun chih yen-chiu 兩糢 丈
學理論之研究 (A Study o f  Literary Theory in thc Han Dynasty) .  Taipei: Lien用
ching ch'u-pan shih回yeh kung-ssu， 1 982. 

Ch'u Yü-lung 褚玉龍 "P'ei Tzu-yeh wen-hsüeh ssu-hsiang lun-hsi" 裴 子 里7
文學思想論析 (A Discourse on the Literary Thought of P'ei Tzu-yeh)， Ku吋en
wen-hsüeh lun -ts 'ung 3 ( Chi-nan : Ch'i-Lu shu-she， 1982 ) .  

H的rashida Shinnosuke 林 回 慎之助. "Hai Shiya Chöchüron kösho--Rikuchö ni 
okeru fukko bungakuron no közö" (Research on P'ei-Tzu-yeh's "Discourse on 
Insect Carving"-A Study of the Theory of R巴tum to Antiquity in the Six 
Dynastie訓， in Nihon ChUgoku gakkai hö 20 ( 1 968 ) .  

Kuo Shao-yü "Wen pi  shuo k'ao-pien" 文筆說考辨 (An Analysis o f  the Theory of 
Wen and Pi )， in his Chao-yü-shih ku-tien wen -hsiieh lun-chi， vol. 2 ( see I .A.3 
above ) .  

Liao Tung-liang 寥棟樑. "Liu-ch'ao shih-p'ing chung te hsing-hsiang p'i-p 'ing" 
六朝詩評 中 的形象批評 (Imagistic Criticism in Poetic Criticism of the Six Dynas
ties ) ，  Wen-hsüeh p 'ing-lun 8 ( 1 984 ) .  

Liao Wei-ch'ing 寥蔚 卿 Liu-ch 'ao wen-lun 六朝文論 (A Study of the Discourse on 
Literature in the Six Dynasties ) .  Taipei : Li巳n-ching ch'u-pan shih-yeh kung
ssu， 1978 .  

Liu Wen-chung 劉文，'il;'，. "Shih-shuo hsin-yü chung t e  wen-lun kai-shu" 
世說新語中的文論概述 (An Overview of the Discussion of Literature in "A New 
Account of Tales of the World") ，  Ku-tai w，巴n-hsüeh li-lung yen-chiu 3 ( 1 98 1 ;  
see I .A.3 above) .  

L u  Ch'in-li 逮欽立
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貴遊文學與六朝文體的演變 (The Literature of Aristocratic Activities and the 
Evolution of Literary Genres in the Six Dynasties )， in his Ku-ti巴n wen-hsüeh 
lun t 'an-so ( see 1.A.3 ) .  

Wang Yün-hsi 王運熙 and Yang Ming 楊 明 . Wei Chin Nan-pei月ch 'ao wen-hsüeh 
p 'i-p 'ing shih 魏晉南北朝文學批評史 (A History of Literary Criticism in the Wei， 
Chin， and Northern and Southern Dynasties ) .  Shanghai: Shang-hai ku-chi 
ch'u-pan蚵she， 1 990 

Yang Ming-chao 楊 明 照 . "Ko Hung te wen-hsüeh chu-chang" 1葛洪的文學主張 ( Liter
ary Principles Advocated by Ko Hung) .  Hsüeh-pu-yi伊chai tsa-chu ( se巳 I .A.3
above) .  

Yüan Hsing-p'ei 袁行霈. "Wen Chin hsüan-hsüeh-chung te  yen-yü chih pien yü 
Chung-kuo ku咱tai wen-yi li-lun" 魏薔玄學中的語言之辨與中 國古代文藝理論 (The
Dispute on Language and Meaning in the μDark Learning" of the Wei and 
Chin and Early Chinese Theory of the Literary Art )， Ku-tai wen呵hsüeh li-lun 
yen-chui 1 ( 1 979; see I .A.3 above) .  

TS'AO PI'S "DISCOURSE O N  LITERATURE" (LUN-WEN) ( I .C )  

Commentaries to the Lun-T;何n begin with the Li Shan and the Wu-ch'en com
mentaries to the Wen hsüan .  Some important scholarship on Lun-wen can be 
found in the later tradition of Wen hsüan studies ( see the introduction to David 
Knechtges， Wen xua且， or， Selections of Refined Literature; II .F .4 below) .  Modern 
commentaries can be found in various collections， one of the most useful of 
which is Wei Chin Nan-p缸-ch 'ao wen-hsüeh shih ts 'an -k 'ao tzu-liao 魏晉南北
朝文學史參考資料 (Reference Materials for the Literary History of the Wei， Chin， and 
Northern and Southern Dynasties ) (Peking: Chung-hua shu-chü， 1 962 ) .  A com
mentarηy on t由he Lun-wlβ叩:n i沁s a叫1s叩o found in Chang Hu泊叫a剖i
I .D. l below) . . 
Ch'en Chih-e 傾值銬 . "Ts'ao P'i wen-ch'i shuo tang-yi" 曹丕文氣說當議 (A Discus

sion of Ts'ao P'i's Theory of Ch 'i in Writing)， Wen-hsüeh yi-ch 'an 1 98 1 .4 .  
Chih Yang ;志洋. "Shih 'Ch'i chγ " 釋齊氣 (An Explanation of  the Phrase Ch'i -ch 'i ) ， 

Wen-hsüeh yi-ch 'an 339 (20 November 1 960) .  
Hsiu Ch'uan 秀川 "Tui Ts'ao P ' i  te wen-hsüeh p'i-p'ing piao-chun chi yu-kuan 

wen白的" 對曹丕的文學批評標準 及有關問題 (On Ts'ao P吐IS Standards of Literary 
Criticism and Related Questions )， Ku-tai wen -hsüeh li-lun yen自chiu 5 ( 1 98 1 ;  
see I.A.3 above) .  

Ping Ch'en 炳寢. μTs'ao P'i t e  w巳n-hsüeh li-lun" 曹丕的文學理論 (Ts'ao P吐's Literary 
Theory)， Wen-hsüeh yi-ch 'an 232 (26 October 1958 ) .  

Wang Meng-ou. "Shih-lun Ts'ao P ' i  tsen-yang fa-hsien wen-chγ 試論曹丕
怎樣發見文氣 (An Essay on How Ts'ao P'i Discovered Ch'i in Writing) ，  in his 
Ku-tien wen-hsüeh lun t 'an -so ( see I.A.3 above) .  

一一一一. "Ts'ao P'i Tien-lun Lun個wen so-yin" 曹丕典論論文索隱 (An Exposition o f  the 
Problems in Ts'ao P'i's Discourse on Literature in the Canonical Discourses) ， 
in his Ku-tien wen-hsüeh lun t 'an-so ( see I .A.3 above ) .  

THE POETIC EXPOSITION ON LITERATURE ( WEN FU) ( I .D . )  

Commentaries (I.D . l )  

Commentaries to  the Wen fu begin with the L i  Shan and the Wu-ch'en commen
taries to the Wen hsüan . Some important scholarship on Wen fu is contained in 
the later traditìon of Wen hsüan studies ( see the introduction to David Knechtges， 
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Wen Xuan， or， Selection of Refined Literatur已i II.F .  4 below) .  Modern commen
taries exist both in larger works， such as the excellent commentary in We.i 
Chin Nan-pei-ch 'ao wen也süeh sh.ih ts 'an -k 'ao tzu占ao ( see I .C headnote)， and in 
independent works. 
Chang Huai-chin 張懷瑾. Wen fu y.i-chu 文賦譯注 (A Translation and Commentary 

on the Poetic Exposition on Literature ) .  P巴king: Pei-ching ch'u:pan-she， 1 984.  
Chang Shao-k'ang iJJf少康. Wen fu chi -shih 文賦集釋 ( Collected Explanations on the 

Poetic Exposition on Literature ) .  Shanghai : Shang-hai ku-chi ch'u-pan-she， 
1 984. 

Ch'ien Chung-shu 錢鐘書. Kuan-chü 戶en 管錐編 (The Pipe Awl Collection)， vol. 3 .  
Peking: Chung-hua shu-chü， 1979 .  Pp. 1 1 76- 1 209. 

Hsü Fu-kuan 徐復觀 "Lu Chi Wen fu shu-shih ch'u-kao" 陸機文賦疏釋初稿 (An lnitial 
Draft of an Exegesis on Lu Chi's μPoetic Exposition on Literature" )， Chung
wai wen-hsüeh 97 ( 1 980 ) .  

Wang Ching-hsien 王靖獻 . "Lu Chi Wen fu chiao叫üh" 睦機文賦校釋 (Collations and
Explanations of Lu Chi 's Poetic Exposition on Literature )， Wen shih che 32 
( 1 983 ) .  Building on Ch'en Shih-hsiang's English translation and Hsü Fu
kuan's exegesis. 

Wen fu ch.i-shih . See Chang Shao-k'ang above 

Studies (I.D.2) 

Chang Heng 張亨. "Lu Chi lun wen-hsüeh te ch'uang-tso kuo-ch'eng" 降機
論文學的創作過程 (Lu Chi's Discussion of the Creative Process in Literature )， 
Chung巴wai w，ιn-hsüeh 8 ( 1 973 ) .  

Chou Hsün-ch'u 周 勛初 . "Wen fu  hsieh-tso nien-tai hsin-t'an" 文賦寫作年代新探 (A
New Investigation on the Year in which "The Poetic Exposition on Litera
ture" was Written)， We叩n-hsü巴eh y蚵iιμ咀心ch 'a叩n t“se叩ng-次 4洹'a1ωn 1 4圳 (Pekin呵1喀g， 1 982)  

Kuo Shao-yü 郭紹虞 "Kuan-yü 'Wen fu'  te p'ing-chia" 關於文賦的評價 (Regarding the 
Critical Value of "The Poetic Exposition on Literature叫， in his Chao句yü-shih
ku-tien wen -hsüeh lun-ch.i， vol. 2 ( see I.A.3 above ) .  

一一一-. "Lun L u  Chi 'Wen fu' chung s。可wei 'yi' " 論陸機文賦中所謂意 ( On What is 
Called "Concept" in Lu Chi's "Poetic Exposition on Literature" )， in his Chao
yü-shih ku-tien wen-hsüeh lun-chi， vol . 2 ( s巴巴 I .A.3 above ) .  

L u  Ch'in-li 逮欽立 . "Wen fu chuan-chu nien-tai k'ao" 文賦撰著年代考 (A Study of 
the Year of Composition of "The Poetic Exposition of Literature汁， in his Han 
Wei li日-ch 'ao wen-hsüeh lun-chi ( see Lu Ch'in-li in I .B . 1  above ) .  

Mou Shih-chin. "Wen fu t e  chu【yao kung-hsien ho-tsai" 文賦的主要貢獻何在
(Wherein Lies the lmportant Contribution of  "The Poetic Exposition on Liter司
ature" ) ，  in his T.iao-lung ch.i ( see I .A.3 above) .  

Wang Meng-ou. μLu Chi Wen f u  so tai-悍的-te wen-hsüeh kuan-nien" 陸機
文賦所代表的文學觀念 (The View of Literature Represented in Lu Chi's "Poetic 
Exposition on Literature呵， in his Ku-tien wen-hsüeh lun t 'an -so ( see I.A.3 
above) .  

Wu Tiao-kung. μW巴n fu t e  yi-shu kou-ssu lun" 文賦的藝術構思論 (A Discussion of 
the Conception of Art in "The Poetic Exposition on Literature" )， in his Ku寸。i
wen-lun chin-γan ( see I .F .  below) .  

WEN-HSIN TIAO-LUNG ( I .E )  

There has been a vast amount of scholarship on the Wen-hsin tiao-lung in recent 
years. The following bibliography is in no way complete， but represents only 
some of the standard works and a sampling of recent scholarship . 

Selected Analytical Bibliography 641 



Commentaries and Concordances (Chronological) (I.E . l )  

Huang Shu-lin 黃叔林 (issued under various titles ) .  This is the standard pre
modern commentary， 1 738，  reissued in 1 833 with critical comments by Chi 
Yün 紀昀. This commentaηT has often been reprinted. The Huang commen
tary with Chi Yün's comments was issued in the SPPY and reprinted as Wιn
hsin tiao-lung chi-chu 文心雕龍集注 (Gathered Commentary on Wιn-hsin tiao
lung ) ，  Peking: Chung-hua shu-hü， 1957 .  The standard modern typeset edition 
was issued as Wen-hsin tiao-lung chiao-chu 文心雕龍校注 ( Collation and Com
menta叮 on Wen-hsin tiao-lung )， Shanghai : Ku-tien wen-hsüeh ch'u-pan-she， 
1958 .  This contains the Huang edition and commentary， with a sup
plementary commentary by the Ch'ing scholar Li Hsiang 李祥 and the modern 
scholar Yang Ming-chao 楊 明 照 .

Fan Wen-lan 1古文瀾 . Wen-hsin tiao-lung chu 文心雕龍注 (Commentary o n  Wen
的in tiao-lung ) . Peking: Jen-min wen-hsü巳h ch'u-pan-she， 1 95 8 .  First issued 
in 1 925 as Wen-hsin tiao-lung chiang-su . . . 講疏i reprinted with present title 
1 929， 1 936 .  The 1958  edition contains various revisions. Three works of sup
plement and correction have been done : 
Shiba Rokurã 斯波六Nß . Wen也sin tiao-lung Fan-chu pu-cheng . . . 范 注補正

(Emendations and Corrections on Fan's Commentary to . . . ) .  Hiroshima: 
Hiroshima University Press， 1 952 .  

Wang Keng-sheng 王 更 生 • Wen-hsin tiao-lung Fan間chu po-cheng . . . 范注絞正
(恨Refu叫1ta抗tions of Fan'旭s Commentary tω0 . . . ) . Tai中pe位i : Hua 
1 9 70 .  

Yang 此Iling-chao 楊 明 照 • Fan Wen-lan Wen-hsin tiao-lung chu chü-cheng 

. 范文瀾注舉正 (Corrections of Fan Wen-lan's Commentary to . . . ) . Wen

hsüeh nien-pao 1 937 .3 
Wang Li-ch'i 王利器. Wen-hsin tiao-lung hsin-shu . 新書 (A New Text of Wen

hsin tiao-lung ) . Peking: Universit已 de Paris Centre d'Etudes Sinologiques de 
p丘k血， 1 95 1 .  This is a critical text， without commentary， and is printed with 
Wang Li-ch'i's concordance， Wen-hsin tiao-lung t'ung-chien . . . 通檢. The con
cordance is geared to the hsin -shu .  There is a colophon， “ W 巴凹n-hs昀sln tlaωo-lun江1n呵1喀g 
hs釗111
1 980)  . . 

Liu Yung-chi 劉 永濟 . Wιn -hsin tiao-lung chiao-shih . . . 校釋 ( Collations and Ex
planations of Wen-hsin tiao槍lung ) . Shanghai : Chung-hua shu-chü ch'u-pan
she， 1 962. 

Li Yüeh去ang 李 日 岡11 . Wen-hsin tiao句lung chiao-ch 'üan . . . 斜詮 (Comprehensive 
Commentary and Collation on Wen-hsin tiao-lung ) . Taipei : Kuo-li pien-yi血
kuan ch'u-pan-sh巴， 1 982

Yang Ming-chao 楊 明 照 . Wen-hsin tiao-
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Vernacular Commentaries and Translations 向.E .2)

Vemacular commentaries and translations are very numerous and differ greatly in 
quality and originality; the following are the most important. 
Chou Chen-fu 周 振甫 • Wen-hsin tiao-lung chu-shih . . . 注釋 ( Commentary to and 

Explanations of Wen-hsin tiao-lung) .  Peking: J叩開min wen-hsüeh ch'u偏pan
she， 1 98 1 .  There is a good review by Ch'en Hsin 陳新 in Wen-hsüeh yi-ch 'an 
1 982.2 : 1 45- 1 50 .  

一一一一 . Wen-hsin tiao-lung hsüan-yi . . . 選譯 (Selected Translations from Wen
hsin tiao-lung) . Peking: Chung-hua shu-chü， 1 980.  This is somewhat different 
from the preceding work and seems to have been intended for a wider audi
ence. It  contains thirty-five of the most important chapters with a brief in
troduction， a vernacular translation， and notes. 

Lu K'an-ju 陸侃如 and Mou Shih-chin 牟世金 • Wen-hsin tiao-lung yi-ch口 ， 譯討:
(Translation and Commentary on Wen-hsin tiao-lung) .  Chi-nan: Ch'i-Lu 
shu-she， 1 98 1 .  This supplants the earlier anthologies of chapters Wen-hsin 
tiao-lung hsüan -yi . . . 選譯 ( Chi-nan : Shan-tung J間“min ch'u-pan-she， 1 962一
1 963 ) ;  and Liu Hsieh lun ch 'uang-tso 劉磁論 創 作 ( Ho-fei : An-hui j en-min ch'u
pan-she， 1 963 ) .  

Tsu Pao-chüan 祖保 泉 • Wen-hsin tiao-lung hsüan -hsi 文心雕龍選析 (Analytical
Anthology of Wen-hsin tiao-lung) .  Ho-pei : An-hui chiao咧， 1 985 .

Japanese Translations and Commentaries (1ι3) 

Kõzen Hiroshi 興膳宏. Bunshin chõryü 文心雕龍 ( Wen-hsin tiao-lung)， in Sekai 
koten bungaku zenshü， no. 25 .  Tokyo : Chikuma shobõ， 1968 .  No text and 
minimal notes. 

Mekada Makoto 目 加 回 誠• Bunshin chδryü 文心雕龍 ( Wen-hsin tiao-lung)， in Bun 
gaku geij日tsu ronshü， in Chügoku koten bungaku taikei， no. 54. Tokyo : 
Iwanami shoten， 1 974. 

Toda Kõkyõ 戶 田 浩曉 Bunshin chδryü 文心雕龍 ( Wen-hsin tiao-lung)， in Shinyaku 
kambun taisei .  2 vols. Tokyo : Meiji shoin， 1 976.  

Studies (1ι 4) 

The sheer mass of scholarship on Wen-hsin tiao-lung is overwhelming. One 
bibliography of works from the People's Republic of China lists ten pages of ar
ticles from 1 98 1  to 1 982. The following omits articles and gives only a selection 
of books. Mention here should be made of the irregular j oumal put out by the 
Wen-hsin tiao-lung hsüeh -hui， the Wen-hsin tiao司lung hsüeh -k 'an 文心雕龍學于IJ ，
published by Ch'i-Lu shu-she in Chi-nan. 
Chan Ying 詹娛. Liu Hsieh yü Wen-hsin tiao-lung 劉磁與文心雕龍 江iu Hsieh and the 

Wen-hsin tiao句lung) . Peking: Chung-hua shu-chü， 1 980 
一一一一 . Wen-hsin tiao-lung te feng-ko hsüeh . . . 的風格學 (The Study of Style in 

Wen-hsin tiao-lung) .  Peking: Jen-min wen-hsüeh ch'u-pan-sh巳， 1 982 .
Ch'en Ssu-ling 陳思 苓 . W巴n-hsin tiao-lung yi-lu且 文心雕龍臆論 ( Conjectural Discus

sions of Wen-hsin tiao-lung) .  Ch'eng-tu : Pa-Shu shu-she， 1 986 .  
Chiang Tsu-yi 蔣祖怡 . Wen-hsin tiao-lung lun-ts 'ung . . . 論叢 (A Collection of Dis

cussions of Wen-hsin tiao-lung) .  Shanghai : Shang-hai ku-chi ch'u-pan咄e，
1 985 .  

Hsü Fu-kuan 徐復觀 "Wen-hsin tiao叮lung te  wen-t'i lun" 文心雕龍的文體論 (The Dis
cussion of Genre in Wen-hsin tiao-lung) ，  in his Chung-kuo wen -hsüeh lun-chi 
中 國文學論集 (Collected Essays on Chinese Literature ) .  3rd ed. Taipei : Hsüeh咱
sheng shu-chü， 1 976. A long and important article by one of the major modem 
Chinese aestheticians. Pp . 385-444 of this collection contain a series of short 
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articles on selected articles on various topics in Wen-hsin tiao-lung entitled 
μWen-hsin tiao-Iung chien-lun" . . 主藍論.

Huang Ch'un-kuei 黃春貴• Wen-hsin tiao-lung chih ch '日ang-tso lun 文心雕
龍之創作論 (The Theory of Creativity in Wen-hsin tiao-lung) .  Taipei :  Wen
shih-che ch'u-pan-she， 1 978 .  

Huang K'an 黃ffrl . Wen-hsin tiao-lung cha-chi 文心雕龍札記 (Notes on Wen-hsin 
tiao-lung) .  Shanghai， 1 962; reprint Taipei: Wen咄ih-che ch'u-pan-she， 1 9 73 .  
This work， with a complicated history， has been very influential i n  W的 自hsin
tiao-lung studies .  

Kõzen Hiroshi 興膳宏. WI妞-hsin tiao-lung 1叩-wen-chi 文心雕龍論文集 (A Collec自
tion of Articles on Wen-hsin tiao-lung) . Chi-nan: Ch'i-Lu shu-she 1 984. 
Kõzen Hiroshi is a major scholar， both of the period and of Wen-hsi且 tia。因
lung; his articles are scattered through various Japanese j ournals and Fest自
schrifts . The above is a collection of Közen's articles translated by P'eng En
hua 彭恩華. P'eng's anthology contains a bibliography of Kõzen's important 
works. 

Lu K'an-ju 陸侃如 and Mou Shih-chin 牟 世 金 . Liu Hsieh 110 Wen-hsin tiao-lung 
劉掘和文心雕龍 . Shanghai : Shang-hai ku-chi ch'u-pan-she， 1 978 .  

Ma Hung蠟shan 馬宏山 . Wen-11sin tiao-lung san-lu且 文心馴 龍散論 (Random Discus
sions on Wen-11sin tiao-lung) .  Urumchi: Hsin-chiang j enmin ch'u-pan吋le，
1982 

Tu Li-chün 杜黎均. Wen-hsin tiao-lung wen-hsüe11 1i -lun yen-chiu ho yi-shih 
文J心心雕龍文學理論研究和譯釋 (A Study and Inte叮rpr昀etive Explana前t1昀on of Li此te位ra缸ry
Theory in W已:n峙11s釘m t缸iao-l扭ung剖) . P巳k姐ing: P巳αi-ch趾ing ch'u-pan 

Wang Chin-叫吟4品l垃mg 王金凌. Wen-11sin tiao-lung wen-lun shu-yü hsi-lun 文心雕
龍文論術語析論 (An Analytical Discussion of the Technical Terms in the Dis
cussion of Literature in Wen-11sin tiao-lung) .  Taipei :  Hua-cheng shu-chü， 
1 98 1 .  

Wang Yüan-hua 王元化. Wen-l1sin tiao-lung ch 'uang-tso lun 文心雕龍創作論 (A Dis
cussion of Creativity in Wen-11sin 位。。因lung) . Shangh且i : Shang-hai ku-chi 
ch'u-pan-she， 1 9 79 .  

Wang Yün-hsi 王運熙 . Wen-hsin tiao-lung t 'an -so 文心雕龍探索 (An Exploration of 
Wen-hsin tiao-lung) .  Shanghai : Shang-hai ku-chi ch'u-pan-she， 1986 .  

Yang Ming-chao . Hsüι11-pu月yi-chai tsa-chu .  See  I .A.3 .  
Yi Chung-t'ien 易 中 天 . Wen-hsin tiao-lung mei-hsüι11 ssu-hsiang lun -kao 

文心雕龍美學思想論稿 (A Draft Discussion of Aesthetic Thought in Wen-hsin 
tiao-lung) .  Shanghai :  Shang-hai wen-yi， 1988 .  

Yü K'o-k'un 禹克坤• Wen-hsin tiao-lung yü  shih-p 'in 文心雕論與詩品 ( Wen-hsin iiao
lung and the "Gradations of Poetry吋 Peking: Jen】

“THE TWENTY-FOUR CATEGORIES OF POETRY" ( I .F )  

Commentaries 仔.F. l )

Chao Fu-t'an 趙幅壇 . Shi11-p 'in hsin -s11ih 詩品新釋 (A New Interpretation of  the 
Categories of Poetry ) .  Kuang-chou : Hua-ch'eng ch'u-pan-she， 1986 .  

Ch'iao Li 喬 力. Erh-s11i11-ssu Shi11-p 'in t 'an -wei 二十四詩品探微 (Investigating the 
Subtleties of "The Twenty-Four Categories of Poetry味 Chi-nan : Ch'i-Lu shu
she， 1 983. 

Kuo Shao-yü 郭紹填• Shih-p 'in chi-chieh 詩品集解 ( Collectcd Explanations of "The 
Categories of Poetr)汁， with Hi叩 shih-p 'in chu 績�1品tl (A Commentary on 
[Yüan Mei's]  "Continuation of the Categories of Poetry" ) ，  etc. ， included. 
Peking: Jen-min wen-hsü ch'u呵pan-she， 1963 . 

Lo Chung位ng 羅仲鼎 et al . Shih-p 'in chin “hsi 詩 品 今 析 (A New Analysis of "The 
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Categories of Poetry" ) .  N.p . : Chiang-su j en-min ch'u-pan回she， 1 983 . 
Lü Hsing-ch'ang 呂 興 昌• Ssu-R 'ung T'u shih-lun yen-chiu 司空圓詩品研究 (A Study of 

Ssu-k'ung T'u's Theory of Poetry) .  Taipei: Hung-ta ch'u-pan-she， 1 980 .  
Sun Ch'ang-hsi 孫 昌 熙 et al . ，  eds . Ssu-R 'ung T'u 'Shih-p'i且 ， chieh-shuo erh-chung 

司空嵐詩品解3說t二種 (Two Exp抖lanations 0叫f Ssu-k'ung T'、u's 11叮Tw巳nt叮予y-f如our Cate
gor討ie臼s 0吐f Poe叫tr叮Tγy吋 Cαh旭1Ï-nan : Shan-tung j 戶巴n位lin ch'u-pan 
t位ion咒1， Chi-nan跎: Ch'i-Lu shu位le， 1 980 .  This contains the complete Shih-p 'in 
yi-shuo 詩品聽說 ( Conj巳ctural Theories on μThe Categories of Poetry什 by Sun 
Lien-k'uei 孫聯奎 and the Erh-shih-ssu Shih-p 'in chien -chieh 二 十四詩晶淺解
( Shallow Notes on "The Twenty-four Categories of  Poetry" )  by Yang T'ing
chih 楊廷芝 .

Sun Lien-k'uei. Shih-p 'in yi-shuo.  See Sun Ch'ang-hsi， previous entry. 
Tsu Pao-ch'üan 而且保泉• Ssu-k 'ung T'u Shih-p 'in chieh-shuo 司空圈詩品解說 (Ex

planation of Ssu-k'ung T'u's "Categories of Poetry吋 Ho-fei : An占ui j en-min 
ch'u-pan-she， 1 964; revised edition 1 980 .  Early edition has only vemacular 
notes and translation; revised edition adds discussion of each category. 

Tu Li-chün 杜繁均 Erh -shih-ssu shih-p 'in yi-chu p 'i且g-hsi 一 卡 內 詩 品譯注評析
(Translation， Commentary， Critical Comment and Analysis of "The Twenty
four Categories of Poetry" ) .  Peking: Pei-ching ch'u唱pan-she， 1988 .  

Wang Chi-heng 王濟 亭 and Kao Chung-chang 高 仲 章 • Ssu-R 'ung T'u hsüan -chi chu 
司空圖選集注 (An Annotated Anthology of Ssu-k'ung T'u ) .  T'ai-yüan: Shan-h詛
咒n-min， 1 989 .  

Yang T'ing-chih. Erh-shih-ssu Shih-p 'in chien -chieh . See Sun Ch'ang-hsi above. 

5tudies (I.F.2) 

Chiang Kuo-chen 江國 貞 . Ssu-l， 'ung Piao-sheng yen -chiu 司 令:表聖研究 (A Study of 
Ssu-k'ung Piao-sheng [T'u] ) .  Taipei: Wen-chin ch'u回par凹he， 1 978 

Tsu Pao-ch'üan 祖保 泉 • Ssu-R 'ung T'u te  shih-ko li -lun 司空圓的詩歌理論. Shanghai : 
Shang-hai ku-chi ch'u-pan且she， 1 984.  

Wu Tiao-kung 吳 調 公 . Ku-tai wen -lun chin -t 'an 古 代文論今探 (Modcrn Investiga
tions of Ancient Theories of Literature ) .  Hsi-an: Shen-hsi j en-min ch'u-pan
she， 1 982.  

SUNG SHIH-HUA ( I .G)  

Chang Pa。可ch'üan 張保仝. Shih-hua ho tz 'u -hua 詩話和詞話 (Remarks on Poetry and 
Remarks on Song Lyric ) .  Shanghai : Shang間hai ku-chi ch'u-pan-she， 1 983.  

Ch'i巴n Chung-lien 錢仲聯. "Sung-tai shih-hua niao-k'an" 宋代詞話鳥轍 \A Bird's-eye 
View of Remarks on PO巴try in the Sung dynasty)， Ku-tai wen -hsüeh li-lun 
Y巴n-chiu 3 ( 198 1 ;  see I .A.3 above) 

Kuo Shao-yü 郭紹虞 Pei】Sung shih-hua k 'ao 北宋詩話考 (A Study of Northern Sung 
Remarks on Poetry ) .  Hong Kong: Ch'ung-wen shu-tien， 1 9 7 1 . A reprint of 
1 93 7  and 1 939 articles in Yen-ching hsüeh-pao， including an appended discus
sion of Southern Sung shih -hua.  

一一一一. Sung shih-hua chi-yi 宋詩話輯{失 (Gathered Fragments of Sung Remarks on 
Poetry ) .  Peking: Chung-hua shu-chü， 1 980.  

TS'ANG-LANG'S REMARKS ON POETRY (I .H. ) 

Commentaries (I.H. l )  

Hu Ts'ai可知 自1 才 南• Ts 'ang-lang shih-hua chu i倉浪詩話注 (A Commentary to Ts'ang
lang's Remarks on Poetry ) .  Peking， 1 93 7; photo-reprint， Taipei : Kuang-wen 
shu且chü， 1 9 72.  
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Kuo Shao-yü 郭紹虞 . Ts 'ang-lang shih-hua chiao-shih ì倉沒詩話校釋 ( Collations and 
Annotations on Ts'ang-lang's Remarks on Poet呵) . P巳king: Jen-min wen
hsüeh ch'u-pan-she， 1 96 1 .  

Japanese Translations (I. H.2) 

Arai Ken 荒并健. Sδrδ shiwa ì.禽浪詩話 (Ts'ang-lang's Remarks on Poetry) ， in Bun間
gaku ronshi1 in  Chi1goku bunmei sen， no .  13 .  Tokyo:  Asahi shimbunsha， 
1972 .  

Ichino Sawatorao 市 對澤寅雄 . Sõro shiwa i會 浪詩話 (T'ang-lang's Remarks on Poet
ηr) .  Tokyo : Meitoku shuppansha， 1 976.  

Books and Articles (I. H. 3) 

Chang Chien 張健• Ts 'ang-lang shih 句hua yen-chiu i倉 浪詩話研究 . Taipei : Kuo-li 
T'冠油a釗l-wan ta-丑hsü巳h w  巳n

Ch'巴n Kuo-ch'iu 陳[國喝玲球è. "Lun shih-lun shih shang yi-ko ch'ang-chi巴n te hs訂iang
yü: ching-hua shui-y註eh" 論詩論史上一個常見的象 喻 : 鏡花水 月 ( On a Lasting Im
age in the History of Poetic Theory: Flowers in the Mirror and Moonlight on 
the WaterL Ku-tai wen-hsüeh li-lun yen -chiu 9 ( 1 984; see I.A.3 above ) .  

Kuo Shao-yü. "Shih ts'e 'Ts'ang間lang shih-hua' t e  p巳n-lai mien-mao" 
試測繪1頁詩話的本來面貌 (An Attempt to Uncover the Original Appearance of 
Ts'ang-lang's Remarks on PoetryL in his Cha。于ü-shih ku-tien wen-hsüιh 
lun -chi， vol. 2 ( see 1 .A.3 above) .  

一一一一. "Ts'ang-lang shih-hua yi-ch'ien chih shih ch'an shuo"滄很認話以前之詩禪說
(On the Theory of Poetry as Ch'an Before Ts'ang-lang's Remarks on PO巳tryL in 
his Chao-yü-shih ku-tien wen-hsüeh lun-cl日， vol. 1 ( see l .A.3 above ) .  An im
portant article on the comparison of poetry to Ch' an prior to Yen Yü. 

Wang Meng-ou. "Yen YÜ yi ch'an 叭i shih shih-chieh" 嚴羽以禪喻詩試解 (An
Attempt to Explain Yen Yü's Use of Ch'an as a Figure for Poetr抖， in his 
Ku-tien w，巳n-hsüeh lun t 'an -so ( see I .A.3 above) .  

Wu Tiao-kung. "叩'P阻ieh-t吃ts'a油a位i h o  p戶le出h-ch'九屯(ü :垃ü: Ts'旭an呵1喀g-lan呵1喀g s1咄啦h趾11由h-hua t紀e ch'u闆1an呵l屯g.兮-且-甘o lun 1n n 1 
ho chien-shang lun" 7llJ 才 和另IJ趣 : i倉浪詩話的創 作論和鑒賞論 (Distinct Material and 
Distinct Interest :  The Theory of Creation and the Theory of Appreciation in 
Ts'ang可lang's Remarks on PoetryL in his Ku-tai wen-lun chin -t 'an ( see 1 .A.3 
above ) .  

Yen Yü hsüeh-shu yen-chiu lun-wen hsüan 嚴羽學術研究論文選 (Anthology o f  Ar
ticles Studying the Scholarship of Yen Y叫. Compiled by the Chinese De
partment of Fu-chien shih-fan ta-hsüeh. Hsia-men: Lu-chiang ch'u-pan-she， 
1987 .  

POETRY IN THREE FORMS ( SAN-T'I SHIH) ( I . I )  

Murakami Tetsumi 村 1.有 見 . Santaishi 三體詩 (Poetry in Three Forms ) .  2 vols . 
Tokyo : Asahi shimbunsha， 1 966.  

WANG FU-CHIH (I . J I  

Ch'ien Chung-lien 錢仲聯. "Wang Ch'uan-shan shih-lun hou-an" 王船山詩論後案 (A
Later Opinion on the Poetic Theories of Wang Fu-chihL in his Men-t 'iao-an 
Ch 'ing-tai wen -hsüeh lun-chi 夢在淹清 代文學論 集 . Chi-nan: Ch'i-Lu shu-she， 
1 983 . 

Kuo Ho-ming 郭鶴鳴 . μWang Ch'uan-shan shih-lun t'an-wei" 王船山詩論探微 (On
the Subtleties of the Poetic Theories of Wang Fu-ch酬， Kuo-li Shih-fan Ta
hsüeh kuo-wen yen -chiu-so chi-k 'an 日 ( 1 979 ) .
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Lan Hua-tseng 藍 華增. “Ku-tien shu-ch'ing shih te mei-hsüeh" 古典抒情詩的美學
(The Aesthetics of  Early Poctry Expressing Emotion) ，  Ku-tai wen -hsüeh li-lun 
yen-chiu 1 0  ( 1 985 )  

Liu Ch'ang 劉暢. "Wang Ch'uan-shan shih-ko mei-hsüeh san-tγ 干A船山 詩歌豈是一學三題
(Various Topics in the Poetic Aesthetics of  Wang Fu-chih )， Wen-hsüeh yi
ch 'an 1 985 .3 .  

Liu Heng-k'uei 柳亨奎 . μWang Fu-chih shih-p'ing ch'u t'an" 王 夫之詩評初探 (An
1nitial Discussion of the Poetic Criticism of Wang Fu-chihL Wen-hsüeh p'ing
lun 8 ( 1 984 ) .  

Tai Hung-sen 戴鴻森 . Chiang-chai shih且hua chien -chu 萱齋詩話 婆 注 (Notes and 
Annotation on Chiang-chai 's [Wang Fu-chih] Rcmarks on Poetry ) .  Peking: 
Jen-min wen-hsüeh ch'u】pan-she， 1 98 1 .  

Ts'ai Ying-chün. Pi-hsing wu-se yü cl γing-ching chiao-jung. See I .A. l .  
YÜ Yi垃lan 鬱 i玩先亢. "Wang Fu 

藝術論概觀 (山A G巴neral View 0吋f the Theory of t出he Poetic Art in Wang Fu-chihL 
Ku-tai wen-hsüεh li-lun yen -chi日 3 ( 1 98 1 j  see I .A.3 above ) .  

YEH HSIEH (I .K)  

Chang Wen-hsün 張文勛 "Yeh Hsieh te shih-ko li-lun" 葉變的詩歌海論 (Yeh Hsieh's 
Theory of Poetry) ， Ku-tai wen -hsüeh li-lun yen -chiu 3 ( 1 98 1 j  see I.A.3 above ) .  

Ch'en Hui-feng 陳惠豐. "Yeh Hsieh shih-lun yen-chiu" 葉變詩論 研究 (A Study of 
Yeh Hsieh's Theory of Poetry) 此1..A. thesis， Taiwan shih-fan ta-hsüeh， 1976 .  

Ch'eng Fu-wang 成復旺. "Tui Yeh Hsieh shih-ko ch'uang-tso-lun te  ssu-k'ao" 
對葉變詩歌創 作論的思考 (Pondering Yeh Hsieh's Theory of Poetic CreationL 
Wen-hsüeh yi-ch 'an 1986 .5 .  

Chiang Fan 蔣 凡 • Yeh Hsieh ho Yüan -shih 葉變和原詩 (Yeh Hsieh and "The Origins 
of Poetry吋 Shanghai : Shang-hai ku-chi ch'u】pan-she， 1985 .  

一一一- . "Yeh Hsieh 'Yüan shih' te  1i-lun t'e-se chi kung-hsien" 葉變原訝
的理論特 色 及 其獻 (The Contribution and Distinguishing Characteristics of 
Theory in Yeh Hsieh's "Origins of Poetry"L  Wen-hsüeh yi-ch 'an 1 984 .2 .  

Huo Sung-lin 霍松林. Yüan shih 原詩 (The Origins of Poetry ) .  Peking: Jen-min wen
hsüeh ch'u-pan-sh巴， 1 979.  Basic minimal annotation. 

Lan Hua-tseng 監華i曾 . "Yen-chih p'ai ho yüan-ch'ing p 'ai te li-Iun chi-ch'u" 
三 志派1'0緣情派的理論某礎 (The Theoretical Basis of th巳 Group that Believcs that 
Poetry Articulates What 1s On the Mind 1ntently and of the Group that Be 
lieves that Poetry Follows From the AffectionsL Ku-tien wen-hsüeh lun 
ts 'ung， 2 ( Chi-nan， 1 98 1 ) . 

II. SELECTED ENGLISH READINGS 

GENERAL (II .A) 

Books (II.A. l) 

Bush， Susan， and Christian 孔1.urck， 巴ds . Theories 01 the Arts in China .  Princeton : 
Princeton University Press， 1 983 . A collection of essays， some of which are 
listed individually below. 

Liu， James J .  Y. Chinese Thιories 01 Literature. Chicago : University of Chicago 
Press， 1975 .  An attempt to transcend the limitations of treating individual 
works by grouping ar巳as of concern in traditional theory under the following 
headings : metaphysical theories， deterministic and expressive theories， tech
nical theories， aesthetic theories， and pragmatic theories 

Selected Analytical Bibliography 647 



Rickett， Adele， ed. Chinese Approaches to Literature from Confucius to Liang 
Ch 小ch 'ao. Princeton : Prin巳eton University Press， 1 978 .  A collection of 
essays， some of which are listed individually below. 

Tökei， Ferenc. Gιnre theory in China in the 3rd-6th Centuries ( Liu Hsieh 's 
Theory on Poetic Genres ) .  Budapest : Akademiei Kiado， 1 9 7 1 .  

Wong， Siu-kit. "Ch 'ing in Chinese Literary Criticism， " Ph.D .  dissertation， Oxford 
Unìversity， 1 969 

Wong， Siu-kit .  Early Chinese Literary Criticism . Hong Kong: Joínt Publishing 
Company， 1 983 啥 A set of translations of pieces through the Six Dynasties : the 
"Great Preface， " Wang Yi 's preface to the Li Sao， Ts'ao Pγs "Discoursc， " 
Ts'ao Chih's letter to Yang Te-tsu， the Wen fu， the fragments of the Wen
chang li日-pieh lun， the Li Ch'ung preface， Shen Yüeh's biography of Hsieh 
Ling弓TÜn， the Shih-p 'in preface， two sections of Wen-hsin tiao-lung， the letter 
to the Prìnce of Hsiang-tung by Hsiao Kang， and the Wen hsüan preface. 

Yu， Pauline. The Re正lding of Imagery in the Chinese Tradition . Princeton: Prince
ton University Press， 1 987 .  This an important study of reading traditions and 
contains many translations 

Articles βI.A .2) 

DeWoskin， Kenneth. "Early Chincsc Music and the Origins of Aestbetic Termi自
nology， " in Bush and Murck， eds . Thenries of the Arts in China .  ( s巴巴 ILA l
above) .  

扎任unakata， Kiyohiko. "Concepts of Lei and Kan-lei in Early Chinese Art Theory， 
in Bush and Murck， eds . ，  Theories of thε Arts in China ( see II .A. l above) .  

Rickett， Adele .  "The Anthologist as Literary Critic Ìn Chì日a， " Litιrature El1st and 
Wιst 1 9 :  1 46-- 1 65 ( 1 975 )  

Robertson， Maureen. "Periodization in  the Arts and Pattems of  Change in  Tradì
tional Chinese Literary History， " in Bush and Murck， eds . ，  Theories of the 
A.rts in China ( see II .A. l above) .  

TEXTS FROM THE EARLY PERIOD ( II .B )  

Ch'en Shih自hsiang， μ1n Search of  the Beginnings of  Chinese Literary Criticism" Ìn 
Semitic and Oriental Swdies : A Volume Presented to Wil1iam Poppιr on the 
Occl1sion of His Seventy-fifth Birthday. University of Cahfomia Publicatìons 
in Semitic Philology 1 l .  BerkeleYi University of Califomia Prcss， 1 95 1 .  

Holzman， Donald. "Confucius and Ancient Chinese Literary Criticism， " in Adelc 
Rickett， ed.， Chinese Approaches to Literatme ( sce II .A. l above ) .  

Ma  Yau-woon. "Confucius and Ancicnt Chincse Literary Criticism: A Com 
parison with thc Early Greeks， " in Essays in Chinese Studies Dedicated to 
Professor lao Tsung-i. Hong Kong， 1 9 70 

Shih， Vincent. μLiterature and Art in 'Thc Analccts， "' C.  Y. Hsu， tr . ，  Renditions 
8 : 5-38 (Autumn， 1977 ) . 

THE GREAT PREFACE (II .C j  

Translation in Wong， Siu-kit， Early Chinesε LitεlaJy Criticism (see II .A. l abovc) .  

Le叮" Dore J .  "Constructing Scquences : Another Look at the Principle of Fu 
'Enumeration， "' Hl1rvard loumal of Asiat.ic Swdies 46.2 : 47 1 --494 ( 1 986 ) . 

Van Zoeren， Steven. Poetry and Personality: R巴以1ing， Exegesis， ond Helmenβ[1-
tics in Traditional China. Stanford: Stanford University Press， 1 99 1 .  

Wixted， J知ohn T 訕lffiO叫thηly.入.
1m口lmal o吋f As羽iatic St印I口ld位'ie叫5 吽彷3 .ι土1上: 2 1 5一238 ( 1 983 ) . Not only does t由hi站s c∞on叫lta位叩ln an 
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extensive discussion of the "Great Preface" and its transmission to Japan， 
footnote 4 contains a list of translations of the μGre且t Preface. " 

A DISCOURSE ON LITERATURE ( II .D )  

Complete translations : E .  R.  Hughes， The Art of Letters : Lu Chi 's “Wen fu " A .D .  
302 (New York : Pantheon Books， 1 95 1 )， pp ﹒ 23 1 -234j Ronald C .  Miao， "Literary 
Criticism at the End of the Eastern Han/' LitelaWle EaSL and 仇'est 1 6 : 1 0 1 6- 1 026 
( 1 972 ) j  and Donald Holzman， "Literary Criticism in China in the Early Third 
Century A.D . "  ( see next entrY) i Siu-kit Wong， Eally Chinese LitelalY Cliticism， 
pp . 1 9-25 ( see II .A. l ) . 

Holzman， Donald. "Literary Criticism in China in the Early Third Century A .D . ， "  
Asiatische studien/Etudes asiatiques 28 .2 :  1 13- 1 49 ( 1 974 ) .  

Miao， Ronald C.  "Literary Criticism a t  the End o f  the Eastern Hal丸 " Litelatule 
East and West  1 6  ( 1 972 ) .  

Pollard， David. "Ch 'i i n  Chinese Literary Theory， " i n  Adele Rickett， ed. ，  Chinese 
Approaches to Literatule ( see II .A. l above) .  

THE POETIC EXPOSITION O N  LITERATURE ( II .E )  

The two most important translations of  the Wen fu into English are Ch'en Shih 
hsiang's "Essay on Literature" (Portland， Maine， 1 953) ，  reprinted in Cyril Birch， 
ed.， Anthology of Chinese LitβraWle， From Eal1i巴st Times to the Fourteenth Cen 
tury (New York: Grove Press， 1 965 ) ，  pp. 222-232; and Achilles Fang， 
"Rhymeprose on Literature: The Wen-fu of Lu Chi， " Harvard !oumal of Asiatic 
Studies 14 ( 1 95 1 )， reprinted in John L .  Bishop， ed. ，  Swdies in Chinese Literature 
(Cambridge: Harvard University Press， 1 965 ) .  The latter translation contains 
valuable textual notes. There are other translations by E. R .  Hughes， 'Thε Art of 
Letters : Lu Chi 's “Wen fu " A.D.  302 (New York : Pantheon Books 1 95 1 ) j and Siu
kit Wong， Early Chinese Literary Criticism pp. 39-60 (see IIλ 1 above) .  There is a 
French translation by Georges Margouliès in his Anthologie laisonnée de 1a littér
ature chinoise ( P且ris : Payot， 1 948 )， pp. 4 1 9-425 . 

Chou Ju-ch'ang， μAn lntroduction to Lu Chi's Wen fu， "  Studia Serica 9 ( 1 950 )  
DeWoskin， Kenneth . "Early Chinese Music and the Origins of  Aesthetic Termi

nology， " in Bush and 孔1.urck， eds . ，  Thιories of the Arts in China， pp. 198-204 
( see II .A. l above) .  Contains a discussion of an important passage in the Wen 
fu . 

Jao Tsung-yi . "The Relation Between Principles of Literary Criticism of the Wei 
and Tsin Dynasties and Music. " Paper presented to the Eleventh Conf巳r巳nce
of Young Sinologues， Padua， 1 958 .  Chinese version as "Lu Chi \月len fu li-lun 
yü yin-叭ieh chih kuan-hsi" 降機文賦耳論與音樂之 師l係 ， in Chugolw bungaku ho 
14 : 22-37 ( 1 96 1 ) 

Knoerle， Sister Mary Gregory， "The Poetic Theories of Lu Chi with a Brief Com 
parison with Horace's 'Ars Poetica， ' "  lournal of Aesthetics and Art Criticism 
25 .2 : 137- 1 43 ( 1 966 ) .  

WEN-HSIN 'TIA O-L UNG ( II .F )  

Translations 01 Wen-hsin tiao司lung (II.F. l )  

Sh品， Vincent Y.c .  'Thε Literary Mind and the Cal'ving of Dragons .  New York : 
Columbia University Press， 1 959 .  Bilingual reprint， Taipei: Tai..wan chung
hua shu-chü， 1 9 70 .  
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Yang Hsien-yi and Gladys Yang. "Carving a Dragon at the Core of Literature， " 
Chinese Litιrature 1 962.8 : 5 8-7 1 . Translation of five chapters. 

Translations can also be found in Siu-kit Wo月， Early Chinese Literary Criticism， 
chapters 26 and 50 (see II.A. 1 above) ;  in Ferenc Tökei， Genre Theory in China ( see 
II.A. l above ) ;  and in Donald Gibbs， "Liter的 Theory in the Wen-hsin tiao-lung" 
( see II.F .2 below) .  

Articles (II. F.2) 

Chi Ch'iu-lang. "Liu Hsi巴h as a Classicist and His Concepts of Tradition and 
Change， " Tamkang Rιvie�令人 4. 1 : 89- 1 08 ( 1 973 ) .  

Gibbs， Donald. "Literary Theory i n  the Wen-hsin tiao-lung， Sixth Century 
Chinese Treatise on the Genesis of Literature and Conscious Artistη刀' Ph.D.
dissertation， University of Washington， 1 9 70.  

一一一一. "Liu Hsieh， Author of the Wen-hsin tiao-lung， " Monumenta Serica 
29 : 1 1 7- 1 4 1  ( 1 970- 1 9 7 1 ) .  

一一一一. "Notes o n  the Wind: The Term 'Feng' i n  Chinese Literary Criticism， " in 
David C. Buxbaum and Frederick W. Mote， eds . ，  Transition and Permanence: 
A F巴stschrift in Honor of Dr. Hsiao Kung-ch 'üan .  Hong Kong: Cathay Press， 
1 972 .  

Liu Shou-sung， "Liu Hsieh on Writing， " Chinesι Literature ( 1 962 ) .  
Shih， Vincent Y. C.  "Classicism in  Liu Hsieh's "We且也hsin tiao-lung， " Asiatische 

studien/Etudes asiatiques 7 ( 1 953 ) .  
一一一一. "Liu Hsieh's Conception o f  Organic Unity， " Tamkang Review 4 .2 : 1 - 1 0  

( 1 973 ) .  
Yu， Pauline. "Formal Distinctions i n  Chinese Literary Theory， " i n  Bush and 

Murck， eds.， Theories of the Arts in China， pp. 27-53 ( see II.A. l above ) .  On 
the issue of wen and pi 

Cbung Tung's Sbib-p 'in (II.F. 3) 

There is an English translation of the prefaces and the first and second categories 
in John Timothy Wixted， 吋he Literary Criticism of Yüan Hao咐en" ( Ph .D.  di日
sertation， Oxford， 1 9 76) ，  Appendix A; and a translation of the preface in Siu-kit 
Wong， Early Chinese Literary Criticism ( see II .A. l above) .  

Brooks， E .  Bruce. μA Geometry o f  the Shr Pin， " i n  Chow Tse-tsung， ed. ，  Wen-lin : 
Studies in the Chinese Humanities . Madison : University of Wisconsin Press， 
1 968 .  

Cha Chu Whan. "On Enquiries for ldeal Poetry :  An Instance of  Chung Hung， " 
Tamkang Review 6.2-7. 1 :43-54 (October 1 9 75-April 1 976 ) .  

Wilhelm， Hellmut. " A  Note o n  Chung Hung and his Shih-p 'in ， "  i n  Chow Tse
tsung， ed. ，  Wen-lin : Studies in the Chinese Humanities . Madison : University 
of Wisconsin Press， 1 968 .  

Wixted， John Timothy. "The Nature of  Evaluation in the Shih-p 'in (Gradings of  
Poets ) by Chung Hung (A .D.  469-5 1 8 )， " in Bush and Murck， eds . ，  Theories of 
the Arts in China ( see II .A. l above) .  

Yeh Chia-ying and Jan Wal1s. "Theory， Standards， and Practice o f  Criticizi月
Poetry in Chung Hung's Shiιp'in， " in Ronald C. Miao， ed.， Studies in 
Chinese Poetry and Poetics， vol. 1 .  San Francisco : Chinese 恥1aterial Center， 
1978 .  Chinese version by Yeh Chia-ying in Chung刊叩i wen-hsüeh 4 .4 :4-24 
( 1 975 ) .  
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Other Six Dynasties Criticism (II.F. 4) 

Allen， Joseph. "Chih Yü's Discussions 01 Different Typεs 01 Litιrature， " Parerga 
3 :3-36 ( 1 976 ) .  Collection and translation of the fragments . 

Chang， Kang-i Sun， "Chin巳se 'Lyric Criticism' in the Six Dynasties， " in Bush and 
Murck， eds. ，  Theories 01 the Arts in China ( see II.A. 1 above) 

玖玖， William Craig. μFormal Themes in Medieval Chinese and Modern Western 
Literary Theory: Mim臼is， 1ntertextuality， Figurativeness， and Foreground
ing ."  Ph.D.  dissertation. University of Wisconsin， 1 9 76 .  

Hightower， James Robert . “Some Characteristics o f  Parallel Prose， " in  John L .  
Bishop， eds. ，  Studies in Chinese Literature. Cambridge : Harvard University 
Press， 1 965 .  Translation of the preface to Yü- t 'ai hsin-yung. 

一一一 . 吋he Wen hsüan and Genre Theory， " Harvard lournal 01 Asiatic Studies 
20.3-4 : 5 12-533 (December 1 957 ) .  Reprinted in John L. Bishop， ed. ，  Studies in 
Chinese Literature ( Cambridge : Harvard University Press， 1 965 ) .  With trans固
lation of preface. 

Knechtges， David. Wen Xuan， or， Selection 01 Relined Literature， vol. 1 :  Rhap戶
sodies on Metropolises and Capitals. Princeton: Princeton University Press， 
1 982.  Translation of preface with discussion. 

Marney， John. "P'ei Tzu-yeh: A Minor Literary Critic of the Liang Dynasty， " in 
Selected Papers in Asian Studies， vol. 1 .  Western Conference for the Associa
tion for Asian Studies， Boulder， Colorado， October， 1 975 .  Albuquerque， 1 9 76 .  

Mather， Richard B .  The Poet Shen 凹的 (441-513) :  The Reticent Marquis. Prince
ton : Princeton University Press， 1988 .  Math凹's chapter， 
the Yung-ming Style， " accuratcly translates and discusses Shen's μPostface" 
to the "Biography of Hsieh Ling-yün" along with his exchange of letters with 
Lu Chüeh. 

Yu， Pauline . The Reading 01 Imagery in the Chinesβ Tradition， pp. 1 1 8- 1 6 7  ( see 
II .A. 1 above) .  

Wong， Siu-kit. Early Chinese Literary Criticism ( see II.A. l above) .  A set o f  trans
lations of Ts'ao Chih's letter to Yang Te-tsu; the Wen-chang li日-pieh lun， the 
Li Ch'ung preface， Shen Yüeh's biography of Hsi巳h Ling-yün， the letter to the 
Prince of Hsiang-tung by Hsiao Kang， and the Wen hsüan Preface. 

THE TWENTY-FOUR CATEGORIES OF POETRY (II .G )  

Translations of  the "The Twenty-Four Categories of  Poetry" can be found in 
Herbert Allen Giles， A History 01 Chinese Literatur巴， with a supplement on the 
modern period， by Liu Wu-chi (New York: F. Ungar， 1 967 ) ;  in  L .  Cranmer-Byng， A 
Lute ol lade: Being Selections lrom the Classical Poets 01 China， 2nd ed. ，  New 
York: E .  P .  Dutton， 1 9 1 1 ;  and in the Yu and Robertson articles below. 

Bodman， Richard W. "Poetics and Prosody in Early Medieval China : A Study and 
Translation of Kükai 's Bunkyõ hiluron . "  ph.D.  diss巴rtation， Cornell， 1 978 .  
The translation i s  not a complete one， but this i 日 a very useful work. I t  does 
not treat Ssu-k'ung 了'u， but contains much background in T'ang technical 
poetlcs. 

Robertson， Maureen “ . . To Convey What Is Pr巳cious: Ssu-k'ung T'u's Poetics 
and the Erh-shih -ssu Shih P'in， " in David C. Buxbaum and Frederick W. Mote， 
eds . ，  Translation and Permanence: A Fιstschrilt in Honor 01 Dr. Hsiao Kung. 
ch 'üan . Hong Kong: Cathay Press， 1 9 72 .  

Yu， Pauline， "Ssu-k'ung T'u's Shih-p'in : Poetic Theory in Poetic Form， " in Ronald 
c . 此1iao， ed.， Studiιs in Chinese Poetry and PO巴tics， vol . 1 .  San Francisco: 
Chinese 恥1aterials Center， 1 978 .  
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OU-YANG HSIU AND OTHER SUNG SHIH-HUA ( II .H)  

Chaves， Jonathan. "Ko Li-fang's Subtl巴 Critiques on Poetry， " in Bulletin 01 Sung
Yüan Studies 14 :39-49 ( 1 979 ) .  

Ch'en Yu-shih. “The Literary Theory and Practice of  Ou-yang Hsiu， " in Adele 
Rickett， ed.， Chinese Approaches to Litιrature ( see II.A. 1 above ) .  

Egan， Ronald.  Thε Literary Works 01 Ou-yang Hsiu .  Cambridge : Cambridge Uni
versity Press， 1 983.  

Klöpsch， Volker. Die fadesplitter der Dichter: Die Welt der Dichtung in der Sicht 
elnιs Klassikers der chinesischen Literaturkritik. Bochum， 1 983 .  

Rickett， Adele. "Method and Intuition : The Poetic Theories of  Huang T'ing
chien， " in Adele Rickett， ed.， Chinese Approaches to Litβraturι ( see II .A. 1 
above) .  

Wong， Wai-leu月. "Chinese Impr巳ssionistic Criticism: A Study o f  the Poetry Talk 
( Shih月hlla tZ 'll-hlla )  Tradition. " Ph.D.  dissertation， Ohio State University， 
1 976.  

一一-. "Selection of Lines in Chinese Poetry Talk Criticism-With a Compari
son betw巳en the Selected Couplets and Matthew Amold's 'Touchstones， ' "  in 
William Tay， Yi呵呵hsiung Chou， and Heh-hsiang Yuan， eds . ，  China and the 
West:  Comparative Literature Studies. Hong Kong: Chinese University Press， 
1 980.  

"TS'ANG-LANG'S REMARKS ON POETRY" (II .I )  

English translations can be found in the works by Lynn and Yip given below. 
Debon's work is a complete Germen translation 

Debon， Gunther. Ts'ang-langs Gespräche über die Dichtung: ein Beitrag zur 
chinesischen Poetik. Wiesbaden: Franz Steiner Verlag， 1 962.  

Lynn， Richard John. "Orthodoxy and Enlightenment-Wang Shih-chen's Theory 
of Poetry and its Antecedents， " in Wm. Th巳odore de Bary， ed. ，  Thι Unlolding 
ol NβO甸Conlucianism . New York: Columbia University Press， 1975 .  

Yip， Wai-lim. "Yen Yü and Poetic Theories in  the Sung Dynasty， " Tamkang 
Rιviβw 1 .2 :  1 83-200 ( 1 970) .  

WANG FU-CHIH ( II . J I  

Wong， Siu-kit. "Ch 'ing and Chi月 in thc Critical Writings of Wang Fu-chih， " in 
Adele Rickett， cd. ，  Chin巴se Appmaches to Litεraturε ( see II.A. l above ) .  Con 
tains translations. 

SUPPLEMENTARY READINGS IN LATER CHINESE CRITICISM (II .K) 

Chaves， Jonathan. μNot the Way of Poetry : The Poetics of Experience in the Sung 
Dynasty， " Chinese Literatur巴 Essays， Articles， and Reviews 4 .2 :  1 99-2 1 2  
( 1 982 ) .  

一一一一 μThe Panoply of Images : A Reconsideration of Litcrary Theory of the 
Kung-an School， " in Bush and Murck， eds . ，  Theories 01 the Arts in China ( see 
II .A. 1 above) 

Lin Shuen-fu . "Chiang K'uei's Treatiscs on PO巴try and Calligraphy， " in Bush and 
Murck， eds.， Theories 01 the Arts in China ( sec II .A. 1 abovc) .  

Lynn， Richard John. "Altcrnatc Routes to  Sclf .Realization in 品1ing Theories of 
Poetry， " in Bush and Murck， eds . ，  Theories 01 the Arts in China ( see IJ .A. 1 
above ) 
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一一一. "Tradition and lndividual : Ming and Ch'i月 Views of Yüan Poet叮
'
，F 1n

Ronald C. 扎1iao， ed.， Chinese PoeLry and Poetics. San Francisco : Chinese 
恥1aterials C巴nter， 1978 .  

一一一一一. "Tradition and Synthesis : Wang Shih-chen as  Poet and Critic . "  Ph.D.  dis
sertation， Stanford， 1 96 1 .  

Stuart Sargent. “Can Latecomers Get There First?  Sung Poets and T'ang Poetry/' 
Chin的巴 Literature: Essays， Articles， and Reviews. 4.2 :  1 65一198 ( 1 982 ) .  

Wixted， John Timothy. ((The Literary Criticism of  Yüan Hao丹ven." Ph.D.  dis
sertation， Oxford， 1 976. Mammoth， meticulously researched works that 
touches incid巳ntally on many facets of Chinese literature and literary 
thought. 

一一一. Poems on PO巴try: Literary Criticism by Yüan Hao回wen (1 1 90- 1 25 7) 
Wiesbaden: Franz Steiner Verlag， 1 982.  Book version of the above， with some 
of the supplementary material removed. 
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Achievements ( yeh ) ，  68-69 
Aesthetics， 378， 597 Ch1 n1 
Affections ( ch 'ing)， 呵， 帥， 200， 2日， 223，

229， 246-247， 256， 278 ;  empty couplets 
and， 的。一43 1 ; intent and， 泊， 43-44， 83
89， 9 1 ， 268; language and， 1 40， 234-235， 
237， 290， 483 ; lingering， 284-285 ;  in 
literature and poetry， 98-99， 130- 1 3 1 ，  
1 6 1 - 1 62， 290， 434， 495， 5 1 0; scene and， 
205-206， 464-466， 490， 546; the six， 
1 76; stirring of， 4 1-42， 454-455 ;  sounds， 
ton巳s and 43， 5 1 -52. See also Coloration; 
Feeling日; Scene and affections 

Affections and nature ( ch 'ing-hsing)， 2 1 5， 
4 1 0-41 1 ，  5 76 

Affective image (hsing)， 45-46， 197， 435， 
490; comparison and， 256-262. See also 
Stirring (hsing) 

Airs ( feng ) :  affective image， comparison 
and， 1 9 7， 256-25 7; definition of， 39; in 
"The Great Preface， " 38-39， 44-45， 49; 
mutated (pien) ，  47一峙， 50

Alêtheia， 2 1  
Allegory ( yü )， 1 66- 1 6 7  
Anxiety， 4， 80- 8 1 ，  8 9  
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Concepts 

Atmosphere ( ch 'i -hsiang)， 399-400， 430， 
447 

Ax-handle， model of 85-87 

Basic color (pιn-se)， 2 1 7， 227-228， 230， 
402， 4 13-414;  (pen-tsai )， 236 

Being， 1 1 8- 1 1 9 ;  becoming and， 2 1 ，  1 24; 
commg-to回be， 495， 499; and nothing， 1 25 

Beyond the words， meaning or affection， 
1 29， 1 49- 1 50， 263， 266， 3 76-379， 404 

Binomal expressiol1s， 280-282， 6 1 8n227 
Bon巴 (ku)， 223， 430， 447;  wind and， 2 1 8-

223 
Butcher Ting， 6 1 On76 

Carpenter Shih， 6 1 On76 
Casting and paring， 245-250 
Categorical associations (lien lei )， 280 
Ch'an Buddhism， 393， 398， 4 1 0-4 1 1 ;  and 

poetry， 397， 402-404， 4 1 7  
Chang-chü.  See Paragraph and period 
Ch 'ang-tuan ( rhetorical device)， 142 
Ch 冶n-cho. See Firm and self-possessed 
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Cheng. See Proper 
Ch'i， 329-33 1 ，  505-508， 533， 542， 600n 1 6; 

intent and， 202-204， 6 1 On73; language 
and， 22， 1 12， 206-207; literature and， 42， 
也 品， 7 1 ，  223， 237， 447， 457;  mutation 
and， 224， 229; spirit and， 279-280， 320; 
talent and 2 1 2， 2 1 4-2 1 6  

Ch 'i-li. See Intricate beauty 
Chien-an period， 58， 544， 546， 549-550， 

554. See also Han dynasty 
Chin . See Intent; Solid; Substance 
Chih-yin. See One Who Knows the Tone 
Chinese literary theory， 8一 口， 29， 日， 79-

80， 8 1-82， 359 
Chinese literary theory vs. Westem theo月九

4， 8， 23， 66， 1 1 6， 134， 244， 400， 520， 
628n39; creation， 6， 77， 88-89， 95-96， 
1 06， 1 1 1 ， 1 1 8-1 1 9， 377， 5 1 1 ;  fictionality， 
463， 466; genre and style， 28， 64-65， 134， 
2 1 0-2 1 1 ;  mimêsis， 94一鈣， 1 14; rhetoric， 
structure， and theory of language， 5，  6-7， 
20-2 1 ， 32， 46， 254， 257-258， 279， 36 1 ，  
4 1 6， 502， 598ch2n8， 6 1 5n 1 63， 6 1 8n227 

Ch'ing. See Nfections; Circumstance; Feel-
ings. See also Mood 

Ching-shen . See Essence and Spirit 
Ch'ing-ch 'i . See Lucid and wondrous 
Ch'ing-hsing. See Nfections and nature 
Chou dynasty， 44 
Ch 'ung-tan . See Limpid and calm 
Circumstance ( ch 'ing)， 497， 500， 505-508， 

530-53 1 ;  principle， event and， 5 1 2， 528-
530， 533， 537-538 

Classics， 1 94， 273， 294， 398， 6 1 5n 1 54; liter
ary history， thought and， 8-9， 1 94- 1 95， 
1 96， 1 99-200; reverence for， 227-228， 
233; the six， 98-99， 1 9 1  

Climbing a high place and looking out 
( Teng-1in)， 445-446 

Clos巳-woven and densc， 334-336， 339 
Color (se)， 277， 284-285 .  See also Basic 

Color 
Coloration ( ts 'ai )， 1 88， 2 1 9-220， 221 -222， 

223， 268; affections and， 239-245， 248 
Comparison (pi )， 45-46， 1 9 7， 435， 490; and 

affective image， 256-262 
Concept ( yi )， 1 24- 1 25， 136， 356， 377， 3 78， 

4 1 6， 609n64; dominance of， 435， 45 7一
460， 464-465 ;  image and， 33-34， 凹，
204-206， 334; language， thought， princi
ple and， 3 1 -32， 1 25， 1 46- 1 47， 1 49， 206-
207， 425， 485-486， 533; not being equal 
to thing日， 80-8 1 ，  89-92， 1 06; poetry， 
writing and， 83， 2 1 9， 439， 448， 456-458， 
457， 468; scene， affections and， 477;  
spirit thought and， 205-207; uncouth， 
436 

Continuity ( t 'ung)， 223-230， 290， 480 
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Couplets: ch 'eng!continuation in， 1 5 7， 1 5 8， 
425， 478-479; chuan!shift in 423-425， 
437， 478-479; composition of， 356， 3 75， 
379， 38 1-382， 429-432， 437， 440-442; 
collections of (chü-t 'u ) ，  1 1 ; j aw and neck， 
44 1 -442 

Courage ( tan )， 496， 5 1 2-513， 5 1 7， 5 1 9， 560; 
judgement， talent and， 526-528 

Craft， 1 85， 282-283， 462-463 
Creation， 1 1 1一 1 1 2， 334-335
Criticism ( feng)， 46， 257， 259， 26 1 ，  5 79-5 8 1  

Decorous and dignified ( tien-ya )， 2 14， 且3，
3 1 5-3 1 7  

Delicate-fresh and rich-lush (hsieh-nung)， 
308-3 1 1 ， 335-336 

Determinate position， 496-497， 499 
Diction， 1 24， 143一 1 44， 208， 4 1 6， 448， 468 ;

uncouth， 436 
Di伊ity ( ya )， 1 64， 1 65 
Disengagement and rusticity， 336-338 
Divinity ( j仕shen )， 1 9 7， 394， 399-401 
Drifting aloof (p 'i日o-yi )， 348-349 

Empty (hsü)， 5-6， 1 6 1 ， 3肘， 448， 530-53 1 ，  
534， 537; "empty continuation， " 423， 
425-426， 445; "empty name， " 496-497; 
solid (shih ) and， 423-432， 533 ; words， 
425， 442 

Enlightenment， in study of poetry， 395， 
398-399， 402-404， 4 1 0， 490 

Essence and Spirit ( ching時shen )， 33 1 -334
Event (shih )， 200， 247， 268， 440; principl巴，

circumstance and， 290， 495， 497， 500， 
505-508， 5 1 2， 528-530， 532， 534-538， 
546 

Expansive contentment (kuang-ta) ，  449 
450 

Exposition ( f口) ， 45-46， 256-25 7， 260， 435，
447 .  See also Poetic Exposition 

Eye : of a line， 399， 442-443， 449; of the 
mind， 474， 476 

Faults， 1 43一 144， 1 56- 1 5 9  
Feelings ( ch 'ing)， 2 19-220， 248， 264. See 

also Nfections 
Feng. See Airs; Criticism; Influence 
Fictionality， 88， 465-466， 473 
Firm and self-possessed ( ch 'en-cho)，  3 1 1  

3 1 2， 3 1 5， 438， 447 
Flavor， 3 5 1 -352， 356-35 7， 429 
Flowing moveme肘， 341 ， 35。一35 1
Force， 496， 5 1 2， 522-528， 560; of structure， 

399-400 
Form ( t 'i )， 60-61 ，  63， 207-208， 2泊， 224



225， 305 ; modes of， 446-447. See also 
Normative form; Shape 

Formal school， 496 
Four Beginnings I Ssu-shih ) ，  48-49 
Fu. See Exposition; Poetic Exposition 

Going far!lasting long， words and texts， 46， 
64， 1 80， 1 95， 245， 285， 366-367， 480 

Han dynasty， 55， 5 7-58， 200， 226， 227， 395， 
565. See also Chien-an period; High 
T'ang 

Han-hsü.  See Reserve 
Hao-fang. See Swaggering abandon 
Harmony Iho)， 62， 1 6 1 ，  1 64一 1 65， 306-307
Hexagrams， 的， 1 56， 224， 264-265， 308; 

Ch'ie.刃， 33， 1 9 1 ， 305， 308， 32 1 ， 505;
Images and， 缸 ， 33; K‘un， 1 9 1 ， 308， 505 

High T'ang， 392， 399， 429， 540， 555-556; 
Han， Wei and， poetry of， 397， 402， 407， 
437; in study of poetry， 395， 398-399. 
See also T'ang dynasty 

Ho. See Harmony 
Hsi-k'un styl巴， 369-37 1 ， 386
Hsi-lien .  See Washed and refined 
Hsiang. See Image; Images 
Hsieh-nung﹒ See Delicate-fresh and rich 

lush 
Hsin. See 恥1ind
Hsing. See Affective Image; Nature; Shape; 

Stirring 
Hsiung-hun . See Pot巴帥， undifferentiated 
Hsü .  See Empty 
Hsüan-lan . See Observe in darkness 
Hsüan-yen poetry， 300-30 1 
Huo-fa . See Vital method 
Hymns Isung)， 45， 49-50， 1 9 1 ，  1 9 7  

Image， 1 09， 1 8 7- 1 88， 2 1 0， 532; i n  language 
and poetry， 34， 279， 3 7 1  

Images lof the Book of Chang叫， 3 1 -32， 33，
1 80， 1 90- 1 9 1 ，  1 93， 265， 598 ch1n7;  
"beyond the Images， "  304-305 

Imitation， 1 日 ， 1 75- 1 76
Individuality， of poets， 2 1 2-213， 2 1 7-2 1 8， 

4 1 1 
Influence I feng)， 200， 307 
Inspiration， 1 73- 1 74， 1 76 
Intent I chih )， ch 'i and， 202-204， 2 1 4-2 15 ，  

2 19-220， 6 1 On73; conception， language! 
literature and， 24-26， 29， 30， 3 1 ， 1 76， 207; 
definition of， 28， 30， 83; in definition of 
shih， poet月九 26-29， 40-44， 59， 68， 130-
1 3 1 ，  197 ;  stirring of mind and， 肘， 89， 9 1

Intentionality， gap of， 508， 5 1 0  

Interior and exterior correspondences， 39， 
3 1 0， 477， 533-534; affections and colora
tion as version of 239， 242， 268; concep
tions， external world， language!literature 
and， 30， 32， 4 1 ，  64， 82-83， 92， 1 14， 1 9立一
1 93， 2 1 0-2 1 1 ， 2 1 6， 240， 3肘， 448 ; mind， 
expression and， 1 1 6- 1 1 7， 278-280， 29 1 ;  
nature， self， external world and， 29-30 
206， 213 ， 337， 464-466， 521 -523， 529. 
See also Scenes and affections 

Intertextuality， 409-4 1 0， 484-485 
Intricate beauty I ch 'i在 )， 32 1 -323， 328， 

33 1 ， 335-336 
Involuntarism. See Voluntarism 

Tu-shen . See Divinity 
Judgment Ishih ) ;  principle， event， circum

stance and， 495-496， 5 12-5 19 ;  in study 
of poetry， 394-395， 580， 630n3; talent， 
courage， force and 526-528， 560 

Kan . See Stirring 
Kao-ku .  See Lofty and ancient 
Knowing， 20; and being， 398-399; con-

scious knowledge， 53-54; how to write， 
396; vs. judgment， 395;  knowing people， 
3 1 ， 34-35， 62， 68， 286， 388-389.  See also 
One Who Knows the Tone 

Ku . See Bone 
Kuang-ta. See Expansive contentment 

Language I yen )， 29， 30， 82， 207， 2 1 2， 237， 
268， 477-478; definitions of， 1 29， 143-
1 44， 272. See also Understanding lan
guage 

Latent I yin )， 1 08， 1 99， 262-266 
Learning， 2 1 2-2 1 5， 2 1 7-21 8， 408 
Li . See Natural Principle 
Lien lei . See Categorical associations 
Limpid and calm I ch 'ung-tan )， 306-308 
Lines， 439， 447; closing， 432， 437， 44 1 ;  dead 

and vital， 4 1 7， five- and seven-character， 
44 1 -443， 444; opening， 433， 437， 442 

Literary factionalism， 540-541 
Literary patterning!literature Iwen )， 24-25， 

46， 58 ， 80- 8 1 ， 1 92， 200， 232， 247-248， 
289， categories and definitions of， 64， 
272-277， 294， 606n 1 5 ;  functions of， 1 79 ;  
going far， 29-30; mind， se旺， and 30，  1 78，  
1 85， 2 1 0; principle and， 1 79- 1 80， 267一
268 . See also Patterning 

Literary thought， traditions of， 3-5 .  See 
also Chinese literary theory; Chinese 
literary theory vs. Western theory 

Literature of knowledge I tzu)， 8-9 
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Manifestation， 2 1 ，  25， 82-83， 94， 1 1 7， 1 89 
Manner (ko)， 352-353， 448 
Manua1s of poetic composition (shih fa )， 

435 
Marginalia， 1 1- 1 2  
Materia1 ( ts 'ai ) ， 406-408， 565-567.  See a1so 

Ta1ent 
Meaning. See Beyond the words 
恥1e1ancho1y and depression， 343， 350 
品也etaphor， 256-258， 3 7 1  
Miao. See Subtlety 
Mimêsis， 20， 的， 94， 1 14， 2肘， 280， 5 1 6;

prob1em of， 344-345 
Mind (hsin )， 74， 89， 9 1 ，  1 95， 3 1 7， 459-460; 

1anguage/literature and， 78， 1 19， 1 8 7， 
1 89， 1 90， 2 1 0， 223， 240， 292-293; six 
conditions of， 5 1 ;  and world， 205-206， 
277-278 

Ming. See Names 
Ming poet月九 559
Modes， mixed， 1 55， 446-447 
Momentum (shih )， 230-239， 27 1 ，  542; ch 'i 

and， 237， 43 1 ;  nature and， 232， 235;  
normative form and， 230-23 1 ，  236-237， 
357， 6 13n1 19 ;  concept and， 459-460 

Mood， 44， 46， 287， 456-457， 507; extema1 
world and state of mind， 80一位， 1 1 5一
1 1 7， 278-279 

Music :  and literatur巴， 1 62- 1 63， 1 65， 29 1 ，  
290; "On Ml叫c" (Hsün Tzu)， 49-50; 
rites and， 50， 52-55;  tone and， 5 1 -53， 
287 

Mutation (pien )， 47-48， 77-月， 265; of 
ch 'ing ( "affections， " "mood")， 1 1 5- 1 1 6， 
1 66一 167， 2 1 0， 222; continuity and， 223 
230; of literature， 270， 284， 429-430， 
542-547; of normative forms， 1 40- 1 4 1 ，  
232 

Naive poets， 235 
Names (ming)， 33， 8 1 一位， 28 1
Natura1 princip1e (li ) ， 1 77， 2 1 2， 224-225， 

256-257， 409， 529， 542; event， circum
stance and， 528-538; in 1anguage/ 
literature， 63-64， 1 13一1 1 4， 143一 1 44，
146- 147， 1 49， 1 6 1 ，  1 78， 1 79- 1 80， 1 95， 
204， 206， 21 1 ， 29 1 ， 45 1 ;  in poetry， 448， 
490， 495， 497-500， 505-508， 5 1 2.  See 
a1so Six Princip1es 

Nature (hsin剖， 53
Nature ( Tzu何n)， 2 1 6， 232， 266， 346-347; 

literature， writing and， 1 8 7， 279， 5 1 6;  
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"The Natura1， " 323-326， 328， 33 1 ， 337， 
342; parallelism and， 255 .  See a1so Aff伐，
tions and nature 

Nature and form ( t 'i-hsing)， 2 1 0-2 1 8， 253， 
284， 3 1 6， 353 

Norm and mutation， 541， 542， 5 70; 
"sources and streams， " 541， 552-555 

Normative form， 5， 1 23一 124， 1 79， 2 1 5， 
246-247， 264， 438 ;  of ch 'i， 63-65; as 
genre， 134， 200， 225; Liu Hsieh's eight 
normative forms， 2 13-214;  momentum 
and， 23 1-233， 236-237， 357 ;  nature and， 
2 1 0-2 1 2， 2 1 7-2 1 8; things and， 136- 138 ;  
Yang Tsai's six normative forms， 436 
See a1so Form 

Observ巳 in darkness (hsüan-lan )， 8 7， 帥，
9 1 -92 

Odes ( ya ) ，  46， 47-50， 130， 1 9 1 ，  1 9 7  
01d-style poetry， 443-446， 468-469， 540， 

546 
One Who Knows the Tone ( chih-yin )， 286-

292， 3 8 1  
Origina1 co1or (pen-se ) .  See Basic co1or 
Originality， 1 02- 1 03， 1 50- 1 52， 3 77， 5 1 1 ， 

520 
Origins， 20 1 ，  2日; and consequences， 1 07一

108 

Paragraph and period ( chang-chü )， 25 1 -256 
Parallelism， 肘， 1 49， 1 54， 1 56， 439， 442; 

couplets， 4 14， 427-428; phrasing， 255-
256 

Patterni月 (wen )， 凹， 目， 則， 1 09， 1 87- 1 88， 
242， 246， 498 ;  cosmology and， 1 86一 1 89，
of humans， 1 89一 1 94， 240; substance and， 
1 13- 1 1 5 (and princip1e)， 1 46- 147， 1 49 
( and concept)， 227， 240， 245; supreme， of 
Heaven and Earth， 506， 509 

Pen-se. See Basic color 
Personality : appraisa1， 1 04， 2 1 6-2 1 7， 300， 

308; in texts， 63， 65， 236， 5 76-5 78 
Phrasing， 223， 224， 247 
Physica1 things (wu)， 94-96， 98-99， 1 77一

1 78， 205， 277， 284-285 ;  comparison and， 
259; investigating， 528-529; normative 
form and， 136一 138

Pi. See  Comparison; Unrhymed writing 
P'i日o-yi. See Drifting aloof 
Pien. See 卸1utation
Pin-pin (perfect ba1ance)， 93 
Poems on things ( yung-附)， 434
Poetic Exposition ( fu )， 74-75， 85， 1 00- 10 1 ，  

1 26， 13。一 132， 1 78， 1 77， 243-244， 282， 
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Poetics， 20， 肘， 396， 493-495; composition， 



technical manuals and popular poetics， 
1 1 ， 356， 3 74-375， 395， 422， 438， 吽79，
630ch1 1n1  

Poetry (shih )， definitions 仗， 26-28， 4 1 一
44， 130， 406-409， 422-423， 448; function 
of， 45， 373， 453-455 ;  making ( tso)， 77一
沌， 徊， 駒; narrative， 467; "the poem 
articulates what is intently on the mind" 
(shih yen chih )， 29， 40-41 ，  59， 68， 130， 
197 ;  poetic history， 397-398， 405-409， 
539， 543-545， 553-554; rules and cate-
gories of， 399-401 ，  4 1 2-413， 435-449， 
446， 5 1 0-5 1 1 .  See also Old-style poetry; 
Study of poetηr 

Potent， Undifferentiated (hsiung-hun)， 303-
306， 308， 3 14-3 15 ， 32 1 ， 33 1 ， 622n8 

Potter's Wheel of Heaven， 324-325 
Principle (li ) .  See Natural Principle 
Printing industry， 361  
Proper ( cheng)， 47-48， 238-239， 394， 396一

398， 429-430 

Quatrains， 423-428， 445 

Reading， 290-29 1 ，  455-456; as aid to com 
position， 89， 93， 395-396， 435 

Recorded saying ( yü-lu)， 361  
References， use of， 426-427， 448 
Regulated verse， 375，  429-434， 440-443， 

540 
Remarks on poetry， 10， 359-363 
Reserve (han-hsü)，  326-329， 471 ，  483-484， 

623n凹; m巴aning held in， and aesthetics 
of incompletion， 263-264， 266， 285， 448， 
529， 53 1 

Rhymes， 1 02- 1 03， 272-273， 4 1 5， 440; un
couth， 436 

Rites， 50-53， 55， 77， 1 98， 200 
Rules : dead， 472， 501-504; lively， 67， 501一

505 ;  for writing poetry， 393， 399， 400， 
4 1 2-42 1 ， 435， 438， 478-479， 496-5 12， 
520-521 

Scene， 203， 357， 43 1 -432， 439， 449， 482， 
534 

Scene and affections， 206， 46 1 -462， 472一
478， 48 1 ， 489， 546 

Se. See Color 
Self-consciousness， 6 1 ，  4 1 8  
Shape (hsing)， 41， 1 1 1一 1 1 2， 1 23， 28 1 .  See 

also Form 
Shih . See Event; Judgment; Momentum; 

Poetry; Solid 
Shih fa . See Manuals of poetic composition 
Shih yen chih . See Poetry: "the poem 

articulates" 
Six Principles， 45-46， 2 1 9-220， 256-25 7， 

259， 352， 438 
Solid (shih )， 442， 448， 530-53 1 ，  537;  and 

empty (hsü)， balance between， 423-432; 
"solid continuation， " 423-425， 445 ; 
"solid world， " 300， 34 1 ，  343. See also 
Substance 

Sound， 43， 139 
Southem Dynasties， 226-227， 395， 457一

458， 544， 555， 565 
Spirit (shen )， 320， 345-346， 522-523， 568; 

joumey， 1 04， 1 06， 203; principle of， 459， 
469; "Spirit Thought" (Liu Hsieh)， 20 1 -
2 1 0  

Spontaneity， 366， 377， 398-399 
Ssu. See Thoughts 
Ssu-shi . See Four Beginnings 
Stirring (hsing)， 40， 284， 286， 406 . See also 

Affectiv巳 lmage
Stirring (kan ) 1 73一 1 74， 205， 2 1 9
Strong and sturdy， 320-32 1 ，  33 1 
Study of poetry， 394-396， 398， 409， 449， 

437， 5 6 1-562， 567， 627n24; Ch'an en
lightenment and， 403-404; historical 
progression in， 5 70-574; program for， 
392， 4 1 0， 4 1 8， 435， 438 

Su. See Uncouthness， in poetry 
Substance (chih )， 64， 8 1-82， 1 13一 1 1 5
Subtlety (miao) 1 10- 1 1 1 ， 1 69， 4日， 53 1
Sung. See Hymns 
Sung Dynasty: poetry， 4 1 1 -4 1 2， 457-458， 

558-559， 565;  Northem Sung style， 377 
Surface and depth， 328，  342 
Swaggering abandon (hao-fang)， 329-332， 

337 

T'ai-yi .  See Ultimate unity 
Talent ( tsai )， 2 1 7， 407-408， 521-522; ch 'i 

and， 2 1 2-216 ;  comprehensive， 船， 229，
235， 275， 290; judgment， courage， force 
and， 496， 5 1 2-5 1 5， 5 1 9-520， 526-528， 
560 

Tan . See Courage 
T'ang Dynasty， poetry and poetics， 377， 

393， 407， 468-469， 556-558， 565.  See 
also High T' ang 

Tao. See Way， The 
Taoism， 96-97， 325， 350-3日， 398; Neo-

Taoism， 1 6 1 - 1 62 
Thoughts (ssu) ，  206-207， 22 1 ，  247， 560 
T'i. See Form; Topic 
T'i-hsing. See Nature and form 
Tien-ya . See Decorous and dignified 
Tone， 42-43， 5 1-53， 287-288， 406; balanc 

ing， 139一 1 40; and rhyme， 4 1 6， 447; and 
rhythm， 399， 40 1 
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Topic ( t 'i ) ，  4 1 4-41 5， 440 
Transcendence ( ch 'a。一yi ) ， 346-348 
Transformation (pie且一hua) ， 1 8 1 ， 305， 460一

461 ，  568 
Truth ( yi )， 1 04- 1 05， 143一 1 44， 200， 206， 

22 1 ，  253， 264; in Classics， 195  
Ts 'ai. See  Color; Material; Talent 
T'日ng﹒ See Continuity 
Tzu.  See Literature of knowledge 
Tzu呵;an. See Nature 

Ultimate Unity (T'ai-yi )， 1 1 1 .  See also 
Unity 

Uncouthness， in poetry (su) ，  4 12-413， 449 
Understanding langua阱， 22-24， 28， 328， 

383， 385， 578 ;  failures of， 363 
Uni旬， 155-1 56， 254， 329， 432， 48 1
Unrhymed writi月 (pi )， 272-273 

Valuing， poetηr and poets， 366-367， 369， 
371 ， 374， 3 8 1 ， 385， 388  

Variation， 229-230 
Vital method (huo-fa )， 4 1 7 
Voluntarism， 側， 1 77， 24 1 ;  VS. involuntar 

ism， 1狗， 1 74， 235， 507 
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Washed and refined (hsi.lien )， 3 1 7-320 
Way， The (Tao)， 35-36， 9 7， 1 80， 1 95， 323一

325， 344-345， 402; and ch 'i， 329-33 1 ，  
346-347; mind of， language and pattern， 
1 1 5， 1 8 7- 1 89， 1 93， 241 ， 342， 35。一35 1 ;
music and， 49， 5 1 -52; of poetry and liter
ature， 340-341 ，  402， 407， 4 1 8， 464， 497， 
5 1 9， 542 

Wen. See Literaηr patterning/literature; 
Patterning 

Wheelwright Pien， transmission and， 35 
36，  67-68， 71 ，  86 ，  1 66， 1 68一 1 69， 1 74，
209， 254， 3 5 1 ， 6 1 0n76 

Wind and bone， 2 1 8-223 
Word order， 238， 248， 377， 440， 550 
Wu. See Physical things 

Ya. See Dignity; Odes 
Yeh . See Achievements 
Yen. See Language 
Yi . See Concept 
Yi . See Truth 
Yin.  See Latent 
Yü. See Allegory 
Yü-lu . See Recorded Sayings 
Yung-wu. See Poems on things 



Index 
Of1生uthOfS
and Titles 

Cross-references to the lndex of Terms and Concepts are included. 

μAlone Not Seeing" ( Shen Ch'üan-chi )， 478 
"Among the 扎1ulberries ，" 1 63- 1 64 
Analects ( Confucius )， 8 1 ， 1 29， 205， 320， 

360-361 ， 398; Book of Songs in， 453 
455; language/literary thought in， 1 9-22， 
77-7� 1 1 � 13� 195  

Aristotle， 2 1 ，  42， 280， 397 ;  mimetic theory， 
552; poetic unity， 254; Poetics， 77， 95 

Autboritative Discourses (Ts'ao P'i)， 5 7  
"Autumn Meditation" (Tu Fu)， 479 

"Ballad of Youth" (Wang Ch'ang-ling)， 48 7 
“Boati月 on Mo-ho Pond" (Tu Fu)， 536 
Book of Cbang郎， 1 90- 1 92， 195-197， 199， 

522; and language， 1 93， 273;  mutations， 
223-224. See also Hexagrams; Hsi- tz'日
cbuan; Images 

Book of Documen ts， 1 9 1 ， 223， 609n64; and 
other Classics， 1 95- 1 99， 273; poetηT， de 
finition of in， 26， 130- 1 3 1  

Book of Filial Piety， 242 
Book of Rites， 195 .  See also "Record of 

孔1usic"
Book of Songs， 1 2， 24-26， 39， 243-244， 

254， 287， 542， 565， 5 74; Confucianism 
and， 38-39， 40， 47-49， 1 95， 1 96， 55 1 ;  de
scription in， 28 1-284， 488-489; func-
tions of， 39-40， 45， 455， 598ch2n8;  
Greater and Lesser Odes， 48-49; muta
tion in， 47-49， 78， 552; and other Clas
sics， 1 9 7- 1 99， 273; Songs in， 453; in 
Wang Fu-ch品， 452-453， 453-456. Songs : 
"Cypress Boat， " 453; "Deer Cry Out， " 
453; "Pure Temple， " 53 丸，
Cap， " 453; SOI且19 1 5 7， 482， 486一487. See 
a泣ls叩o Af丘t巴ctive Imag酹巳; Comparison; 
"Great Preface"; Six Principles 

Broad Commentary on tb巴 Book of Songs 
(Wang Fu-chih)， 45 1 ，  456 

Bunkyo bifuron ， 300 
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"Categoriω of Poets" I Chu月 Jung)， 2 1 6
Chang Chi : μMooring b y  Night a t  Maple 

Bridge， " 424 
Chang Chün， 248， 250 
Chang Han， 26 1 ，  350 
Chang Heng， 2 1 6; "Poetic Expositìon on 

the Westem Capital， " 229; μSouthem 
Capital， " 260; "Ten Capitals， " 208 

Chang Hsieh， 46 1 ，  48 1 
Chang Hua， 75， 237 
Ch'a月 Chien : "Written on the Rear Gar

den of Broken Mountain Temple， " 430-
43 1 

Chao Shih-h詛咒 407
Ch'ao Chih-hsin: "On Dragons， " 460-46 1 
Ch'en Lin， 60， 62， 288 
Ch'en Tzu-ang， 540， 555 
Cheng Hsüan， 294 
Cheng Wen-pao， 387  
Ch'eng-kung Sui， 74 
Chia Tao， 352-353， 3 75， 3 76， 407， 464一

465， 480; "Hungry at Dawn， " 3 73-374; 
"Lament for a Monk， " 383; and t 'ui個
ch 'iao， Ipush-knock) 462-463 

Chia Yi， 2 1 6; "The Owl， " 260 
Chiang-hsi School， 407， 409-41 0， 4 1 5， 447 
Chiang K'uei， 604n5 7 
Chiang Yen， 543 
Chiao-jan， 472， 580 
Ch'ien Ch'i， 559 
Ch'ien Wei-yen， 386-387  
Chih YÜ: "Divisions， " 295 
Ch'in Hsi : "\月Iritten on the Cell of the 

Monk 此1ing-hui， " 426 
Chou， Duke of， 1 9 1  
Chou， King Wen of， 1 9 1  
Chou P'i :  "Poetry i n  Three Forms， " 42 1 一

434 
Chou P'u， 3 74-375 
Chu Hsi， 48， 4 1 5， 455， 498， 528 
Ch'u Kuang-hsi : "A Stream in the Moun自

tains，" 434 
Ch'ü Yüan， 259， 285， 29 1 
Chuang-tzu， 9 7， 1 62， 202， 242， 29 1 ， 347， 

575;  misapplication of， 1 74， 1 77， 1 88， 
202. See also Wheelwright Pien 

Chung Jun& 1 94， 2 1 6， 5 79 
Chung Tzu四ch'i， 286
Classics， 1 94， 273， 294， 398， 6 1 5n 1 54; liter

ary history， thought and， 8-9， 1 94- 1 95， 
196， 199-200; reverence for， 227-228， 
233; the six， 98-99， 1 9 1  

"Climbing a Tower" IWang 口'an)， 79-80 
"Cold Food Festìval by the River Ssu" 

IWang Wei)， 428 
Confucius， 1 06， 1 80， 1 9 1 ，  1 94， 294-295， 

398， 542; Classics and， 22， 39， 48， 1 9 1 ，  
198， 453-454; knowing， understanding 
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and， 25， 26， 29; language and， 42， 68， 505; 
leaming， Confucian， 608n52; poetìcs， 
Confucian， 396-397.  See also Analects 

"Continuation of the Remarks on Poetry" 
I Ssu且ma Kuang)， 360 

"Country Building in Yü-hsiang， The" IS日u
k'ung T'u)， 3 5 7  

Critical Anthology of T'ang Poetry IWang 
Fu-chih)， 464 

"Cyprωs Boat" IBook of Songs )， 453 

"Deer Cry Out" IBook of Songs)， 453 
"Discourse on Letters" ILi Tê-yü)， 6 7  
"Discourse o n  Literature" ITs'ao P'i)， 5 7-

72， 73， 8 1 ， 134， 287， 294， 295， 363， 
599ch3n1 

"Discourse on the Trigrams， " 1 10- 1 1 1  
"Discussions to While Away the Days at 

Evening Hall" IWang Fu-chih)， 的 l 一485
"Divisions吋Chih YÜ)， 295 
Dryden， John， 1 5 5  

"Elucidatìon o f  the Image" IWang Pi)， 32-
34 

Erhγ且， 1 9 7， 200
"Evening on a Joumey， " IKao Ch'an)， 427 

Fa-yen， 243 
Fan Ch'eng-ta， 545 
"Fireflies" IP'an Yüeh)，  261  
Fu Hsi， 191 ，  1 93 
Fu Yi， 58，  288 

Gadamer， Hans-Georg， 455 
"Gathered Discourses" IHan Fei) ，  288 
"Going Out at Night at Shui Ku" IOu-yang 

Hsiu)， 380 
"Great Citìes， The" ITso Ssu)， 208 
Grιat Learning， 528 
"Great Preface" to the Book of Songs， 4， 6， 

3 7-56， 68， 83， 94-95， 1 1 6， 4 1 0-4 1 2; de 
finition of shih， poetry， in， 4。一41 ， 130-
1 3 1 ， 278;  mutated songs in， 47-48 

"Grove of Brushes" ILi Ch'ung)， 295 

Han Fei， 242; "Gathered Discourses， " 288 
Han Hung: "Spending the Night on Stone 

Burgh Mountain， " 428 
Han Y訟， 32， 406， 462， 5 77， 599ch3n7，

626n8; "Letter in Response to Li Yi， " 
1 12; writìng of， 402， 404， 4 1 5， 484， 526， 
544， 556-557 

Hegel， Georg Wilhelm Friedrich， 1 8 7， 234 



Ho Ching-ming， 5 8 1  
Hsi K'ang， 2 1 6  
Hsi-tz'u chuan， 3 1 -32， 34， 品， 凹， 1 96一 1 9 7，

224-225 .  See also Images 
Hsiao Ch'üeh， 48 1 
Hsiao T'ung， 1 83 
Hsieh Ai， 248， 250 
Hsieh Ling-叭in， 402， 459， 46 1 ， 479， 48 1 ，  

490， 543 
Hsieh T'iao， 543 
Hsü Hsuan， 545 
Hsü Hun， 453， 464-465 
Hsü Kan， 62， 7 1 ， 2 1 6， 222 
Hsü Tung， 386 
Hsü Wei， 480 
Hsüeh Tao-heng， 543 
Hsün-tzu， 49-50， 54-55 
日uan T'an， 208，  227，  236， 288， 295 
Huang Fu-ch品， 599ch3n7
Huang T'ing-chien 406-407， 4 12-413， 4 1 5， 

447， 484， 556 
Hung Sheng， 460 
"Hungry at Dawn" (Chia Tao)， 3 73-374 

I-ching. See Book of Changes， 
"Interpretations of Poetry" (Wang Fu-chih)， 

453-455， 485-49 1 

Juan Chi， 2 1 6; "Singing 恥1y Feelings， " 555 
Juan YÜ， 60 ，  62 ，  208 

Kant， 502， 520 
Kao Ch'an: "Evening on a Journey， " 427 
Kao Ch'i， 525， 545 
Kao Ping， 580-58 1 
Kao Shih， 5 1 7， 544， 568 
"K巴巴ping Off the Dew， " 1 63- 1 64 
K'ung Jung， 60， 62-63， 221 -222 
K'ung Ying-ta Commentary， 45 
Kuo K'uei， 480 

“Lament For a Monk" (Chia Tao)， 383 
Lao呵tzu， 242， 350 
"The Leader， " 1 9 1  
"Letter t o  Chi P'u o n  Poetry" (Ssu-k'ung 

T'u)， 357  
"Letter to Mr. L i  Discussing Literature" 

(Ssu-k'ung T'u)， 306， 3 5 1 -356 
"Letter in Response to Li Yi" (Han YÜ)， 

1 12 
Li Ao， 599ch3n7 
Li Cheng， 486-487 
Li Ch'i， 269， 475 
Li Ch'ung: "Grove of Brushes，" 295 

Li 日0， 537， 544， 556 
Li Ling， 395， 543， 549-550 
Li 扎1eng-yang， 540， 5 8 1  
L i  P'an-lung， 468， 525， 540， 580-58 1  
Li Po， 395， 400， 444， 453， 45 7， 470， 53 7， 

544; μTzu-yeh Song， " 5 73 
Li 5ao， 233， 259， 28 1 ，  283-284， 285，  565;  

5日o mode， 447 
Li Shan， 4 1 5  
L i  Shang-yin， 406， 544， 556 
Li Tê-yü， 580; "Discourse on Letters， " 67 
Li T'eng， 475 
Li Yi， 537 
Lieh -tzu， T'ang wen chapter， 286 
Liu Ch'ang-ch'ing， 556， 559 
Liu Chen， 60， 62， 222， 23 7， 295 
Liu Chen回weng， 580-58 1  
Liu Chi， 480 
Liu Hsiang， 2 1 6  
Liu Hsieh， 76， 1 08， 134， 1 55， 5 79， 

605ch5n2; Lu Chi and， 201 -204， 265， 
274; Wen-hsin tiao-lung， 74， 1 83-298， 
362; Yeh Hsieh's criticism of， 494 

Liu Hsin， 227 
Liu Hsiu， 288 
Liu Tsung-yüan， 544 
Liu Yü-hsi， 544， 556， 580 
Liu Yün， 406， 48 1 ;  "New Cicadas， " 386 
“Lo River Writing， 叮 9 1 - 1 93
"Lo-yu Park" (Tu Fu)， 563-564 
"Long Flute， The" (Ma Jung)， 260 
Longinus:  On the 5ublime， 95， 235， 325， 

394， 399 
Lou Hu， 288-289 
Lu Chi， 2 1 6， 249-250， 543， 603n34， 

603n36; Liu Hsieh and， 201 -204， 265， 
274; "Nine Griefs， " 1 44; "Poetic Exposi
tion on Literature，" 73- 1 8 1 ，  20 1 -202， 
246， 294， 295 

Lu Kuei-meng， 484， 545 
Lu Yu， 545 
Lu Yün， 75， 1 44， 23 7， 249， 295 
Lun Heng (Wang Ch'ung)， 5 7  
Lun YÜ. See Analects 

Ma Jung， 294; "The Long Flute， " 260; 
panegyric on Kuang ch'eng Palace， 228 

Mao Commentary to th巴 Book of 50ngs， 
256-25 7 

Mao K'un， 472 
Mas叫te叮r Empμtin間le臼ss" (Ssu-ma Hsian耳目ju)，

288 
恥1ei Kao， 208 
Mei Sheng: "Rabbit Garden， " 260; "Seven 

Stimuli， " 228 
Mei YaωO 

Hs釗iu'ν'sν，μ'Rem且盯rks on Poe仗tηηr，" 363-364， 
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Mei Yao-ch'閱 ( continued )
365-366， 366-378， 380-38 1 ， 383， 385，  
388，  625n20; in Wang Fu-ch血， 469-470

Mencius : authenticity and， 467; on know
ing others， 34-35 ;  on understanding in
tent (chih )， 24-27， 29; on understanding 
language and words， 22-24， 42， 48， 68， 
78， 1 16， 1 74， 328 

Meng Chiao， 487; "Moving House， " and 
"Thanking Someone for a Gift of Char固
coal， " 3 73-374 

Meng Hao-jan， 402， 404， 544， 568 
Mi Heng， 208 
恥1ing archaists， 496， 540-541 ，  546-547， 

549-550， 5 8 1  
μMiscellaneous Records o f  the Western 

Capital， The" 96-97 
"Miscellaneous Responses to Fields and 

Gardens in the Days of Spring， " 422 
"Mooring by Night at Maple Bridge" 

(Chang Chi)， 424 
"Moving House" (Meng Chiao)， 3 73-374 

New Account of Tales of the World， A， 482 
"New Cicadas" (Liu Yün)， 386 
"New Year's Eve at the Way Station Called 

'The Rock' " (Tai Shu-lun)， 430 
"Nine Griefs" (Lu Chi )， 144 
"Nin巳teen Old Poems， " 395， 444， 453， 485， 

543， 549-550， 629ch1 0n2 

"On Dragons" (Chao Chih-hsin)， 460-46 1 
"On Making the Right Distinctions in 

Poetη1，" 391 ， 393， 394-41 2  
"On 恥'lusic， " 49-50 
On the Sublime (Longinus)， 訝， 399
Ou-yang Hsiu， 406， 545， 568;  "Going Out 

at Night at Shui-ku， " 380; Mei Yao-ch'en 
and， 625n20; "Records of Gathering 
Ancient Things， " 3 72; "Remarks on 
Poetry，" 359-389 .  See also Mei Yao】
ch'en 

"Owl， The" (Chia Yi)， 260 

Pan Ku， 58 ， 62， 2 1 6， 288-289 
p'an Hsü， 221 
p'an Yüeh， 2 1 6; "Fireflies， " 26 1 
Pao Chao， 543， 552 
"Passing Abandoned Pao-ch'ing Temple" 

(Ssu-k'u月 Shu)， 429， 的O
"Patterned Language， " 273 
P'i Tih-hsiu， 484， 520 
Plato， 2 1 ，  23， 36， 552 
Po Chü-yi， 406， 470 
Po Ya， 286 
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"Poems of the Nine Monks， The" 3 7 1 -372 
"Poetic Exposition on Kao吃'ang" ( Sung Yü)， 

260 
"Poetic Exposition on Literature， The" (Lu 

Chi) 6-7， 73- 1 8 1 ;  and Wen-hsin tiao-
lung， 1 86， 20 1 ， 206， 209， 246， 249-250， 
254， 256， 274， 284， 293， 294-295 

"Poetic Exposition on the Stockade Hunt" 
(Yang Hsiung)， 229 

"Poetic Exposition on Three Capitals" (Tso 
Ssu)， 1 3 1  

"Poetic Exposition o n  the Western Capital" 
( Chang Heng)， 229 

"Poetic Rules of the Masters" (Yang Tsai)， 
435-449 

"Poetry in Three Forms" (Chou P叫， 421 一
434 

"Preface for the Orchid Pavillon Gathering" 
(Wang Hsi-chi)， 564 

"Pure Temple" (Book of Songs )， 53 

"Rabbit Garden" (Mei Sheng)， 260 
"Record of Music， " 50-56， 68， 74， 1 65 ;  

affections in， 4 1 ，  83; composition in， 77， 
94-95 

"Records of Gathering Ancient Things" 
(0口-yang Hsiu)， 3 72 

"Remarks on Poetry" (Ou-yang Hsiu)， 359-
389 

"Resentment in the Spring Palace" (Tu 
Hsün-ho) ， 480 

"Revering th巳 Classics" (Liu Hsieh)， 1 94-
201 ， 398 

Romantics， 27， 84， 94， 254 

Sappho， 235 
Schiller， Friedrich， 235， 397 
Schlegel， Friedrich， 627n20 
"Sending Master Chang on his Way to the 

Post of Chief Clerk in South Seas Coun
ty" (Ts 'en Shen)， 471  

"Sending Off Waterworks Commissioner 
Ts'ai" (Tu Fu)， 3 70-37 1  

Seven 恥'1asters， 6。一6 1 ， 63， 7 1 ，  72 
"Seven Stimuli" (Mei Sheng)， 228 
Shelley， Percy Byssh巴， 1 76; "Defense of 

Po巳t月1， " 84 
Shen Ch'üan-chi， 478， 475， 544 
Shen Yüeh， 1 83 
Sheng Tu， 406 
Shih可ching. See Book of Songs 
Shih Man-ch'ing， 388  
Shu-ching﹒ See Book of Documents 
Shun， Sage-King， 24， 1 9 1  
"Singing M y  Feelings" ( Tuan Chi)， 555 
"Small Cap， The" (Book of Songs )， 453 



“Society of the Moonlit Spring， " 422 
Socrates， 23， 99 
Songs of Ch '日， 292， 395
"Southern Capital" I Chang Heng)， 260 
"Spending the Night on Stone Burgh Moun-

tain" IHan Hung)， 428 
Spring and Autumn Annals， 1 95， 1 98， 200， 

253， 609n64 
Ssu-k'ung Shu: "Passing Abandoned Pao

ch'ing Temple， " 429， 430 
Ssu-k'ung T'u， "The Country Building in 

Yü回hsiang， " "The Cypress Ladder， " 357;  
“A Letter to Chi p'u on Poetry， " 357;  
"Letter to Mr.  Li  Discussing Poetry， " 
306， 3 5 1 -356; letters， 377;  "Twenty-Four 
Categories of Poetry， " 299-35 1 ，  40 1 

Ssu】ma Ch'i巳n， 59; "Historical Records， " 
288;  "Treatise on Music， " 50 

Ssu-ma Hsiang刊， 96-97， 208， 2 1 6， 22 1 ，  
Z叭， 474; "Great Man" I Ta-jen fu )， 1 06; 
"Master Emptiness， " 288;  "Poetic Exposi
tion on Shang-lin Park， " 228 

Ssu-ma Kuang， "Continuation of the Re
marks on Poetry， " 360 

"Stream in the Mountains， A" ICh'u 
Kua時 hSi)， 434

Su Shih， 303， 362， 366-367， 406， 4 1 2， 470， 
5 1 0， 556， 558 ，  5 77-578 

Su Shun-ch'in， 380-3 8 1 ， 545， 556; "Facing 
the New Moon on the New Bridge， " 388 

Su Shun 叭ian， 384 
Su Wei-tao， "On the Fifteenth Day of the 

First 扎10nth， " 478 
Su Wu， 395， 543， 549-550 
Sun Ch'o， 522 
Sun-tzu， 23 1 
Sung Chih-wen， 544 
Sung Y台， 29 1 ; "Poetic Exposition on Kao

t'ang， " 260 

Tai Shu-lun， 357 ;  "New Year's Eve at the 
Way Station Called 'The Rock， ' '' 的O

T'ang Pin-yin， 472 
T'ang Hsien-tsu， 480 
T'ao Ch'ien， 38， 46 1-462， 485-486， 543， 

5 77-578 
μTemple of the Primal Mysterious 

Emperor， The" ITu Fu)， 533 
"Ten Capitals" IChang Heng)， 208 
μThanking Someone for a Gift of Charcoal" 

IMeng Chiao)， 3 73-374 
"Transverse Flute" IWang Pao)， 260 
"Treatise on Music" IYüeh Shu)， 50 
Ts'ang Chieh， 607n3 1 
"Ts'ang-lang's Remarks on Poetry" IYen 
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