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Introduction 

Chinese critics usually designated the periods of literary history by reigns， 
by dynasties， or by dynastic subdivisions such as “Early，"“Middle，" and 

“Late." When they looked back on the T'ang， however， a new term， 
originally from the vegetative cycle， intruded between the “Early T'ang" 
and “Mid-T'ang." This term reveals the extent to which wonder overcame 
the literary historian's usual sobriety: as in the poetry of no other dynasty， 
there is a“High T'ang"盛唐， a‘'T'ang in Full Flower." To later readers， 
this era， centered in the reign of Hsüan-tsung， possessed a unique aura of 
splendor and greatness， was a moment when cultural effiorescence and 
literary genius happily coincided. Their awe was justified: the work of at 
least three major poets and of a dozen nearly great shed a light that no 
reader could ignore. But that very radiance also obscured the literary­
historical realities of the period: a complex process of continuous change 
was perceived as a single sunburst of genius and variety that vanished 
almost as quickly as it appeared， leaving later ages to struggle for its after­
glow. 

Appearing in the ninth century， growing through the Sung， and fi.rm­
ly rooted in the minds of all born later was the conviction that the High 
T'ang had been the apogee of all Chinese poetry. Later poets lamented 
their own dimness in face of its luminosity; they imitated it slavishly， re­
volted against it violently， declared they would ignore it and write spon­
taneously according to the dictates of their inner natures; but in the history 
of Chinese poetry it remained the fixed center that defined the positions 
of all later poets. 

Any serious understanding pf the period and its poetry demands that 
we put aside the myth of radiance. Wang Wei's poems contain an allegory 
of a mountain temple whose natural beauty existed to lead the pilgrim to 

Xl 



XII Introduction 

a truth behind the seductive surface (p. 42); in a similar way, the myth of 
the golden age of poetry is not the goal itself, but an enticement to enter 
the age and comprehend its true nature. If we are content simply to con­
template it from afar, we cannot appreciate its full dynamism and variety: 
the internal relationships between the poets are distorted; the age's roots in 
past poetry are severed; and a series of reductive, platitudinous attributes 
are allowed to characterize the period style. 

The tenacity of the myth of the golden age of poetry demands caution 
in three important areas. First, the period must not be identified with the 
two poets who dominated it for later readers: Li Po and Tu Fu. Literary 
history cannot comprehend the fullness of major talent; more modestly, it 
seeks to set that talent in its essential contexts. If we set aside the High Tang 
myth, we realize how uncharacteristic of the period Li Po and Tu Fu were. 

Later readers tended to complacency about the stature ofLi Po and Tu Fu: 
they were viewed not only as the height of poetry but also as the two 
antithetical norms of the poetic personality. But the context of contem­
porary poetry casts Li Po and Tu Fu in a very different light, and in that 
light can be seen the nature and degree of their originality. Later readers 
would often link Wang Wei and Meng Hao-jan for their shared interest in 
the theme of reclusion. A contemporary poetic context reveals how far 
apart the two men were-in training, in sensibility, and in the nature of 
their poetic talents. Our goal thus becomes not to define the age by its 
major talents, but rather to use the true norms of the age to understand its 
greatest poets. 

The second caution lies in the genera} problem of period style. From 
the point of view of conservative literary historians, there is the illusion 
that a period style is a fully coherent entity with conveniently fixed dates. 
Others distrust any period labels and see in them something inimical to the 
true appreciation of poetry. Period styles are real: no sensitive reader of 
Chinese or English poetry can escape that historical sense of language, style, 
and literary context which is a natural and pleasurable part of the reading 
process. But period styles are shapeless, multifaceted, and permeable en­
tities that do not submit to easy definition. They are most comprehensible 
at their boundaries: new ideas, influential poets, or rediscoveries can con­
tribute to a general change in poetry over the course of a few years. These 
boundaries are highly permeable: there the roots of a new style and the 
continuities of an older one are clearest. The shape that High T'ang poetry 
took roughly between 715 and 725 was clearly an outgrowth of the Early 
T ang style; at the same time, the changes then taking place were grounded 
in the dissatisfactions of many Early Tang poets with the poetry of their 
own age. At its other boundary, the High Tang style lingered on after the 
death of its last major talent, Tu Fu. The real break into the Mid-Tang did 
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not occur until the renewed interest in fu-ku 復古in the early 790S.1 But 
that boundary is far from absolute: conservative poets continued to write 
border poems in the style of Wang Ch'ang-ling， while the radical inno­
vators fashioned a new poetry with their eyes set on Li PO and Tu Fu. 

The third and most serious danger of the High T'ang myth is the 
collapse of its internal chronology into a moment of glittering variety. The 
variety of High T'ang poetry is indeed partially a function of the differ­
ences between individual poets， but it is also in part a result of the changes 
in the literary situation over the course of seventy years. A poet who 
reached his maturity in tI e 720s had a very di恥rent view of poetry and 
his poetic past than a poet who matured in the 740s. In the 720S poetry 
was a polished craft that could， theoretically， aspire to deep moral and 
cultural significance. 此10reover， that there had been no unquestionably 
m句or poet for centuries left ample r叩O∞om for geniu瓜1
10出he 740白s fac臼ed a hcritage of twenty ye臼ars of creative magni廿ificence
Thus， Tu Fu stands in the shadow of his immediate predecessors in a way 
that the earlier Meng Hao才an never did. 

In addition to its purely descriptive responsibilities， literary history is 
a stüdy of poetic norms and the processes of change. Rather than try to 
define the period style by a new series of attributes， 1 shall instead establish 
several general areas of concern to follow through this study. These areas 
of concern loosely distinguish the High T'ang from its predecessors and 
successors， but at the same time they admit the many individual responses 
that give the period its variety. 

The High T'ang was dominated by a phenomenon that we will call 
“capital poetry，" a direct descendant of the court poetry of the preceding 
century. Capital poetry was never a monolithic entity， but it possessed an 
amazing tenacity， coheren白， and continuity of literary values. Capital 
poetry re長的 to the norms of social and occasional poctry practiccd and 
appreciated by the upper circle of capital society. Mcmbcrs of the grcat 
eighth-century clans figure promincntly among its practitioncrs and recip­
icnts， and it was largely through them that a poet would become“bmous 

in the age." In capital poetry we find the strongest interest in regulated verse 
forms (though other forms could be demanded by an occasion); we find 
a special interest in Buddhist and eremitic themes， as the great topi 
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social relationships appears clearly in the exchanges of occasional poetry 
that inevitably constitute a large part of the poetic corpus of the capital 
poets. 

In spite of the social prestige and influence of the capital poets, the 
greatest poetry of the age was written by outsiders, with the notable ex­
ception of Wang Wei. Wang Wei was at once the apogee of capital poetry 
and its transfiguration: he was the poet who worked within the rules to go 
beyond them. Li Po and Tu Fu rna y have dominated the imaginations of 
readers from the ninth century onward, but during the second half of the 
eighth century itself, Wang Wei's was the lingering poetic voice that 
haunted the poems of lesser men. The other great names of High Tang 
poetry-Meng Hao-jan, Kao Shih, Wang Ch'ang-Iing, Li Po, Ts'en Shen, 
Tu Fu, Wei Ying-wu-all worked to some degree outside the world of 
capital poetry, because of social rank, historical circumstance, or personal 
disposition. Some aspired to capital poetry; some rejected it; but it was 
the background against which they became poets with truly individual 
voices. 

In this lies one partial explanation for High T'ang greatness: never 
before and never afterward in the history of Chinese poetry was there a 
single, unified aesthetic norm beside which poets could still attain the full 
latitude of individual talent. The age of court poetry possessed a unified 
poetic norm, but that norm too rigidly circumscribed poetic identity. Even 
as gifted a poet as Yii Hsin was held in chains by its strict rhetorical rules. 
On the other hand, in the ninth century and afterward there were many 
aesthetic norms, and no single one could carry the full authority of social 
sanction. 

Related to this balance of a unified aesthetic norm with individual 
talent were changes taking place in the very concept of poetry. It was a 
p�iod of transition between a view of poetry as a social gesture, repre­
sented by capital poetry with its roots in the tradition of court poetry, and 
poetry as an art with cultural and personal dimensions that transcended 
social occasion. High Tang occasional poets spoke with one eye on pos­
terity and one eye on the poem's recipient. Chinese occasional poetry is 
alive and well even today, but after the High Tang, m;uor poets increas­
ingly looked to posterity with both eyes. Poets began to prepare and edit 
their own collections, and each occasional poem came to rest more com­
fortably in the full context of the poetic tradition. The slow transmutation 
of Chinese poetry into a self-conscious art form did not prevent the creation 
of poems as great as any in the High Tang, but we sense in High Tang 
poetry deeper roots in the fleshly world of historical and social circumstance. 
Furthermore, the strong commitment to poetic craft that was the legacy of 
court poetry enabled genuinely minor poets to create more than a few great 
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poems. For contrast, one need only compare the minor poets of the Sung, 
who are all too often genuinely unreadable, producing a doggerel that 
observes no aesthetic standards but rhyme. Occasional poetry had ceased 
to be an integral part of social intercourse, and become an amusing, aes­
thetic pastime. 

One particularly significant event during the High Tang was the 
"rediscovery" of the poetic past and the attendant excitement this brought 
to poets. Poets of the sixth and seventh centuries were not unaware of their 
poetic past, but more often than not thought it only a quaint artifact; the 
social demands of the poetic present were far more acute. Celebrating an 
imperial visit to an aristocratic villa, Sung Chih-wen would never have 
thought to write in the style of Tao Ch'ien simply because it attracted 
him or because he thought it a style on which to base great poetry. But 
High Tang poets drew styles and poets out of the past in rapid succession, 
making them the silent heroes of a whole decade or a single poem. Juan 
Chi, Tao Ch'ien, Ssu-ma Hsiang-ju, Yu Hsin, Hsieh Ling-yun, and others 
rose and fell with the passing decades. This excitement in the rediscovery 
of the poetic past continued through the Mid-Tang, but during later cen­
turies the literary past became a familiar part of contemporary poetry, a 
series of styles to draw upon, to imitate, or to recombine. Familiarity bred 
not contempt but limitation, and the literary past became a true burden 
rather than a means for liberation. 

The first decades of the High Tang soon became themselves:l b urden ­

some literary past. Already in the 750S poets were turning wistful eyes 
back to the K'ai-yiian and early Tien-pao reigns, first as a period of lost 
cultural and social splendor, but soon as a vanished literary glory as well. 
The myth of the High Tang began almost immediately after the An Lu­
shan Rebellion, the event that marks the end of the Tien-pao and literary 
glory . The myth was built consciollsly by poets like Tu Fu and Wei Ying­
wu and unconsciously by the melancholy conservatism of the later capital 
poets. Mid-Tang poets stood in its shadow no less than the later capital 
poets, but they differed from their immediate predecessors by creating the 
first of a long succession of creative reinterpretations of High Tang great­
ness. 

have tried to keep this work as self-contained as possible, but it 
builds on The Poetry oj the Early Tang (New Haven: Yale, 1977), and the 
two books should, ideally, be read in sequence. The format used is basically 
the same as that of The Poetry oj the Early Tang. Poems are referred to by 
their numbers in Todai no shil!en . Where available, I used critical texts; 
elsewhere, I made choices among the earliest texts. 



PART ONE 

The Beginning of the High T'ang 

and the First-Generation Poets 



I 

Early T'ang and High T'ang 

During the seventh and eighth centuries， m句or and fundamental changes 
occurred in Chinese poetry (shih詩). In the early seventh century， poetry 
was primarily a stylized form of social discourse practiced mainly in court 
circles. By the end of the eighth century， poetry， while retaining its func­
tion as social discourse， had also become a conscious art form serving a 
variety of ends and practiced by a wide range of literate Chinese. Never 
in traditional China was poetry an autotelic "pure art" in the Western 
sense : it was bound both to occasion and to concepts of poetry as the ex­
pression of inner nature or as a vehicle for the enduring princip!es of the 
civilization. But during the course of these two centuries， poetry was trans­
formed from a minor diversion to an art that fully embodied these private， 
social， and cultural values. 

The court poetry of the Early T'ang rigidly circumscribed the occa­
sions for composition， the topics， the diction， and the structure of poetry. 
It was a poetry to be enjoyed most at the time of composition， and its 
quality depended on the fulfillment of clear standards of judgment. But 
the history of Early T' ang poctry is primaril y a history of thc brcakdown 
of that old world of poctry， which was thrcatcncd both by prose polemics 
against it and by an increasing individuality in the poets themselves. M建jor
changes， however， awaited the second and third decades of the eighth 
century， the beginning of the High T'ang 

The High T'ang began in mute rebellion against the Early T'ang. 
There were no manifestos， no denunciations of the preceding age; in fact， 
the first generation of High T'ang poets rarely acknowledged even the 
existence of their Early T'ang predecessors， preferring to look past them to 
more remote ancestors. Rebellion is a form of close relationship， however， 
and despite all the changes in High T'ang poetry， its paternity is unmis­
takable: its poetic tradition was that of the Early T'ang. High T'ang regu­
lated verse (lü-shih律詩) had its origins in Early T'ang court poetry; the 
High T'ang ku-feng古風came directly from the Early T'ang poet Ch'en 
Tzu-ang陳子昂and the opposition poetics of the seventh century.l The 
heptasyllabic songs of the High T'ang retained many of the topics， modal 

3 
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associations, and conventions of diction of the heptasyllabic songs popular 
in Empress Wu's reign.2 The conventions of a yung-wu *i� topic (an 
"object" or "phenomenon"), the common consolations in parting poems, 
and the formal structure of a journey through a landscape all had their 
roots in the poetry of the Early Tang. 

On the other hand, during the second and third decades of the eighth 
century, the Early Tang style was radically modified, and genuinely new 
elements were introduced. The nature of these changes was in part deter­
mined by a deep dissatisfaction with Early Tang poetry, particularly with 
the constricting formality of court poetry. The same dissatisfaction with 
the court poet's art had been one important aspect of the Early Tang itself, 
but the antithetical impulse had largely been lost in sterile polemics. 

Through the early decades of the eighth century, this antithetical im­
pulse found a new freedom of concrete poetic expression. If the Early 
Tang poet was bound by decorum, the High Tang poet was fascinated 
by the lack of decorum-both in stylistic convention and thematically in 
the exaggerated gestures of the eccentric. If the court poet was committed 
to aristocratic society and its ambience, the High Tang poet turned his 
interest to lower social types and their life, finding in them a true aristoc­
racy of the spirit. If the court poet proudly held to mannered formality, 
the High Tang poet would love what was plain and straightforward. If 
the Early Tang poet disdained the showiness of bold metaphors and sty­
listic tours de force, then the High Tang poet delighted in them. If the 

Early Tang poet saw poetry as essentially a social phenomenon, then the 

High Tang poet was drawn to private values and themes of reclusion, 
even in social poetry. 

The liberation that High Tang poets found in the antithetical impulse 
was neither constant nor universal, but that impulse helps to explain the 
multiple, often contradictory directions that High Tang poetry took. Par­
ticularl y in the earl y decades of the High Tang, the new poetry was unifi ed 
by its negative relationship to the Early Tang: the stern moralizing of the 
fu-ku sentiment ( pp. 8-9) and an interest in popular songs ( anathema to 
fu-ku) could stand side by side as gestures against the aristocratic decorum 
of court poetry. The best High Tang poets possessed the full technical 
range of the court poet-and court poetry was a complex craft with con­
siderable range-but High Tang poets were also able to ignore or modify 
details of that craft, producing a virtuosity and control that no court poet 
possessed. 

Parallel to the changes in forms, themes, and the conception of poetry, 
a profound change took place in the social basis of poetry. During the 
Early Tang the center of poetic composition had been the imperial court 
and the lesser courts of imperial princes and princesses. During the first 
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half of the seventh century, poets were often members of the old literary 
families of the Southern Dynasties, and there was a strong continuity in 
poetic training as well as a conservatism in approved practice. This tradi­
tion was supported by members of the royal family and their favorites, on 
whom poets depended for appreciation and advancement. 

During the late seventh and early eighth centuries, a series of events 
changed the situation dramatically. In 680 poetic composition was intro­
duced into the chin-shih examination.3 The chin-shih examination was 
designed specifically to bring into the government candidates for office 
who were not scions of the great capital families. The latter had privileges 
and prerogatives that ensured the continuity of their power and participa­
tion in the central government, though they also made extensive use of 
the chin-shih examination. But the chin-shih examination was primarily 
perceived as an avenue for minor gentry and collateral branches of great 
clans to establish themselves in the central government. The introduction 
of poetry into the chin-shih examination was a strong inducement for the 
spread of interest in poetic craf t. 

Through the examination and their own whims, Empress Wu and 
her various favorites promoted poets of relatively humble birth; two such 
poets, Chang Yiieh and Chang Chiu-ling, became ministers in Hsiian­
tsung's reign, and they continued to support poets from lesser families. As 
critical appreciation and the patronage that accompanied it passed from the 
old literary families of the court, new and less rigid standards of taste were 
applied to poetry. Most of the poets famous in the K'ai-yiian Reign (713-
41) enjoyed the patronage of Chang Yiieh or Chang Chiu-ling, and the 

, two ministers' keen judgment played an important role in the evolution of 
the High T'ang style. 

The final deathblow to the old social order of poetry was Hsiian­
tsung's edict of 722 directed against the large entourages of the imperial 
princes. This edict closed off the principal source of patronage for court 
poetry and the previous route to poetic fame in the capital. All these new 
conditions changed not only the social class from which poets were drawn; 
they also changed the milieu in which most poetry was composed. 

The development away from the aristocratic world of Early T'ang 
poetry appeared most strongly in five areas. 

I. The Tradition of Exile Poetry 

The nature and development ofT'ang poetry cannot be understood apart 
from its ties to occasion. In th� modern West, poetry is conceived not as 
a private or social activity that "is an integrated part of a multifaceted life, 
but rather as an exclusive vocation: it is precisely "what poets do." A few 
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Tang poets, such as Li Po and Li Ho, remotely approach such an occupa­
tional definition of poetry, and much of their work was in non occasional 
forms such as yueh-fu. But most Tang poets conceived their art quite 
differently: it was what a literate person did in a certain situation or on a 
certain kind of occasion. This meant that without a motivating occasion 
conventionally associated with poetry, a person usually did not write. The 
occasion might be social or private, an event or an internal mood, but the 
poem was conceived as a response to some life situation that was external 
and prior to the world of poetry. The autonomous literarity of the Western 
tradition is alien here: though he longed for the honor of posterity, Tu Fu 
did not sit down to write "the great Chinese lyric" as Milton or Keats 
sat down to write the "English epic." In later dynasties the occasions that 
might be commemorated in poetry became so numerous that they cover­
ed most aspects of life, but during the Southern Dynasties and Early Tang, 
legitimate occasions for poetry were extremely limited, mostly to public 
and social situations. One occasion, however, did demand intensely personal 
poetry and permit violation and rejection of the decorum demanded by 
court poetry-exile. 

Presumably the audience of exile poetry was stiii that of the capital, 
but in this case the audience would expect the poet to write on subjects 
avoided in the capital: the poet's moral values, his doubts, the intensity of / 
his suffering, his hatred of public service. From Wang Po and Lu Chao-lin 
in their Szechwanese exiles, to Sung Chih-wen and Shen Ch'iian-ch'i exiled 
to the far south, to Wang Wei's exile of the mid-72os, it was the poetry 
of exile more than of any other occasion that fostered the private poetic 
voice and grew into the great personal lyrics of the High Tang. Exiles 
and nonexiles alike turned to the tradition of exile poetry to express their 
private intensities, and it was in this tradition that the greatest personal 
poetry in all Chinese literature was written-the later poetry ofTu Fu. 

2. Eremitism and the Tao Ch'ien Revival 

When the poets of the eighth century searched their poetic past for a 
writer whose values were exactly opposed to those of court poetry, they 
found in the georgic poet Tao Ch'ien (365-427) a figure whose literary 
gifts and poetic personality answered all their needs. Tao's simple diction 
opposed the court poet's artifice and refinement; Tao's rebellious freedom 
opposed the court poet's obsequiousness; Tao's emphasis on writing 
poetry for purely personal pleasure provided an alternative to the social 
necessity that motivated the court poem. Tao Ch'ien was the perf ect 
model of the free and individual poet.·

· 

Most High Tang poets either served the state or wished to do so: 
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the disdain for office expressed by many famous poets was sporadic, and 
rarely accompanied by the conviction of action when an attractive oppor­
tunity for service was offered. The audience for poetry, those who con­
ferred or withheld fame, was made up primarily of public officials. For 
complex reasons shared by most high civilizations, these poets and their 
audience were drawn to the antithesis of their public selves, to themes of 
eremitism and spontaneous, unconventional behavior. T'ao Ch'ien pro­
vided the model for a poetry that could be more than a gesture of social 
conformity. (Though there was great conformity in the rejection of con­
formity.) Though reinterpreted and of ten misinterpreted, Tao was the idol 
of an entire generation. Poems were written in his praise; his themes were 
used; lines of his poetry were reworked; and his unmistakable stylistic 
traits appeared everywhere. Of all the models from the literary past, his 
was the most potent and enduring alternative to court poetry. 

3. Informal Occasional Poetry 

There was a great range in the formality of a social occasion: when the 
grand old statesman Chang Ytieh left: the capital for a frontier post, the 
parting banquet Hstian-tsung held for him demanded poetry of a style 
very different than a farewell by Meng Hao-jan to one of his friends in 
Hsiang-yang.4 Even in the Early Tang, the more informal the occasion, 
the more freedom displayed by poets in modifying courtly poetic decorum. 
By the second and third decades of the eighth century, the informal occa­
sional poem had become the norm. The reasons for this lay not so much in 
the decrease of court occasional poetry as in the spread of poem exchanges 
between friends of approximately equal rank. Many poets would never be 
required to compose a poem at a court outing, and though a degree of 
formality was requisite in poems to high officials, the scrupulous aesthetic 
standards of a court arbiter like Shang-kuan Wan-erh would not be applied 
to such poems.5 

The liberation of informal occasional poetry from courtly standards 
was only relative: it still had deep roots in court poetics. Informal occa­
sional poetry was usually written in regulated verse, whose distinctive dic­
tion, structural conventions, and careful craft grew out of court poetry. 

The informal occasional poetry of the High Tang of ten possesses an at­
tractive balance between the expressive directness of the new age and the 
formal restraint of the regulated genres. However, that balance grew out 
bf the literary historical changes occuring through the period, and it was 
not the conscious creation of any individual poet. It was a shared mode 
that enabled many otherwise mediocre poets to produce memorable an­
thology pieces. 
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Although regulated forms were the norm for informal occasional po­
etry， other genres also came to be used. For a greater degree of seriousness， 
especially when writing to high officials， a highly ornamented version of 
“old style poetry，"如-sh ih 古詩; was considered prop缸， often following 
the model of occasional poetry in the Wen-hsüan文還. Toward the mid­
dle of the eighth century， even heptasyllabic songs came to be used on  
some informal occasions. The strict proprieties that bound certain genres 
to certain topics or occasions loosened considerably throughout the course 
of the first half of the eighth century， and they became only norms rather 
than requirements of poetic taste. 

4. The Ku-:feng古風

The poetry associated withJu-ku remained the most overt form of opposi­
tion to courtly poetics. F峙的 “return to antiquity，" was a sentiment that 
had been gaining force for the preceding three centuries. Fu-ku opposed 
contemporary literature primarily on ethical grounds， but Ju-ku writings I 
gradually came to possess their own aesthetic appeal. Not only did poems 
in the variousfu-ku forms avoid the rhetorical devices ûf cûmt poetry， their 
very style carried the implicit message of rej ection of courtly poetics and， 
later， of the poetics of capital poetry. Fu-ku poetry encompassed a broad 
range of distinct styles-from didactic poetry， to ornate topical allegory， 
to a consciously “unpoetic" archaism that aspired to the authority of class-
ical prose. But the most common of the High T'angρ心u的les was often 
called the kuτ/呵， the “ancient mode." Although this term was not applied 
consistently in the eighth century itself， we will regularly use ku-Jeng to 
refer to a style modeled loosely on the sh ih  of the late Han， Wei， and Chin 
periods. Experiments in the 似乎/lg during the Early T'ang culminated in 
the Kan-yü急迫of Ch'en Tzu-ang. In the High T'ang， the kuτfe/lg lost 
some of its polemical associations and became simply one subgenre among 
many. Ku-feng appear in the collections of most High T'a時 poets， but 
none made it  the center of their poetic oeuv凹的 Ch'en Tzu-ang had. Its 
moral authority and literary historical priority often caused ku拘留to be 
placed at the beginning of collections， as in the series by Li PO specifically 
entitled Ku-:feng. 

The ku手ng had its own themes， its own tums of phrase， and its par­
ticular modal associations. True metaphor and allegory appeared most 
commonly here and were linked with the implications of moral seriousness 
carried by allJu-ku forms. And through山association with the YU/lg-huai 
詠懷ofthe Wei poet Juan Chi，  the ku-Jeng became the appropriate vehicle 
for hidden topical commentary， a means to express socially or politically 
dangerous feelings and opinions. The majority of的手嗯， however， were 
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not topical : despite its mild archaism， the form also served for intense emo­
tional effi且sions and philosophical meditations that were not tied to occa­
slOn. 

Early T'ang a/1d Hígh T'ang 

5. Yüeh亦樂府

During the Early T'ang， yüeh:fu (poems written under old song titles) had 
been confined to a very limited range of stock themes : the abandoned 
woman， the soldier on the frontiers， the "bravo" (y峙的 ia遊俠) ， and several 
other conventional figures in stock situations. Though most yüeh-:fù could 
trace their origins to folk poetry， Early T'ang yüeh:fu had been one of the 
most mannered forms of poetry. Through the first half of the eighth cen­
tury， many poets continued to write yüeh-fu in the Early T'ang style， often 
with a genius of crafi: that far excelled that of their seventh-century pre­
decessors. Modifications of courtly rhetoric， similar to those in occasional 
poetry， produced an e能ctive tension between emotionally intense situa­
tions and the detached eyes of the poetic craftsman. 

The heptasyllabic song (sometimes technically a yüeh挾sometimes
not) was an allied form that had achieved great popularity in the later 
_ seventh and early eighth centuries. These songs were often long， sensuously 

descriptive mood pieces associated with the theme of impermanence. But 
the form also permitted exercise of the speculative imagination to a degree 
found in no other genre. Such flights of fancy pointed strongly to the 
character of the imagining poet， and poets and readers alike tended to see 
in such poems the expression of a specific character type. In the early 
eighth century the most common persona assumcd in such songs was that 
of the carefree young nobleman who disdained social convention， and the 
song form took on associations of wild bchavior and 丘ee spirit. Making 
use of its imaginative freedom and its implications of the poet's spiritual 
freedom， Li PO built his reputation on his work in the song form. In the 
mid-eighth century the range of the heptasyllabic song increased greatly， 
and it came to admit yung-wu， narrative poems， and occasional pieces. 

Though these older yüehτ(u and song forms were transformed into 
vital parts of the High T'ang poetic repertoire， yüeh而developed in two 
new directions that had no roots in the Early T'ang past. First， Chinese 
lyrics were written to the music brought back from Central Asia in the 
early eighth century， and new tune titles were added to the yüeh:fu. (Among 
the older titles， some still had music， while others probably did not.) Other 
attem pts to capture the manner of popular song were assimilated to yüeh妒，
often under old tune titles. Literary recreations of soldiers' songs， drinking 
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taining social criticism， it became associated withjù-ku. Toward the middle 
of the eighth century some poets， most notably Tu Fu， tried to recapture 
some of the rough irregularity and reformist goals that they felt belonged 
to yüeh-fu in its original state. Though several of Tu Fu's most famous 
poems represent this mode of yüeh-:肉， it was only a minor current duri月
the High T'ang， bearing fruÏt finally in the Mid-T'ang with the “New 
Yüel吶"of Po Chü-yi and Yüan Chen. 
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The Poets of Transition 

穿過很ga書看e.g-aas管起霉，pbe￡可

講面卻許學霄，學雷管，

The earIy years of Hsüan-tsung's reign， from 7 1 2  until the closing of the 
salons of the imperial princes in 7泣， saw no major poet at his creative peak. 
Of the last great court poets， Sung Chih-wen was granted permission to 
commit suicide in 7日， while Shen Ch'üan-ch'i and Li Chiao died probably 
in 7 1 4. The politically prominent and poetically gifted Kuo Chen郭震
died in 7 1 3 : his few survlvmg poems are remarkable achievements for 
their time， almost every one anticipating the best of the High T'ang.1 In 
those few short years the worId of poetry lost its most famous names， 
but during this same period several of the future ìuminaries of the High 

- T' ang were beginning their careers : young Wang Wei was achieving 
renown for his precosity in aristocratic circles， while the elder Meng Hao­
jan produced a few， sporadic masterpieces. The poets most active during 
this period have survived mainly in fragments. The moribund tradition of 
conservative court poetry was e吋oying its last flicker in the salon ofLi Fan， 
prince of Ch'i . At the same timc thc new style of the transition was de­
veloping under the patronagc of an eminent but unaristocratic political 
figure， Chang Yüeh. 

Chang Yüeh張說 (667-730) rose from a relatively humble background 
during Empress Wu's reign to eventually become one of Hsüan-tsung's 
great ministers. His collected works survive in twenty-five chüan and 
contain 3 5 2 poems， making it the largest body of poetry centered in the 
transition period. Chang Yüeh's political prestige and the powers of pat­
ronage his prestige commanded made his literary tastes influential in the 
earIy K'ai-yüan Reign. Chang's political abilities entirely overshadow his 
modest poetic talen的， but his taste in poetry was progressive and played 
an important role in the formation of the High T'ang style﹒ 

In addition to several anecdotes that provide indications of Chang's 
poetic preferences， there is one passage from his own hand which suggests 
new aesthetic values : his praise of the EarIy T'ang poet Fu Chia-mo was a 
characteristically High T'ang appreciation of the affective force of poetic 
talent， and it also deprecated thè decorous timidity of public poetry : “Like 
a lone peak， a sheer slope， a mile-high cliff from which dense clouds swell， 

II 



12 n
 
AU

 
F、sn

 
nu

 
vF

 

T

 

rj

 

rt

 

E

 

AU

 

P
 
ρ."

 

η

 

from which both thunder and lightning emerge. Truly terrifying一if
displayed in the halls of government it  would cause shock." 2 The qualities 
Chang admired in Fu Chia-mo's poetry were far from the graceful com­
petence of court poetry. The fascination with awesome power and the 
sense of poetic values beyond the social world (the "halls of government") 
were new. Fu Chia-mo's one extant poem partially confìrms Chang's 
estimation，3 but more important were the implications of such a point of 
view for younger literary men seeking advancement through their poetic 
talents. 

Chang Yüeh's own work contains a large number of technically 
competent but utterly uninspired court poems. He lacked the keen sense of 
craft ，  the giü for ornament， and the intuitive mastery of parallelism that\ 
went into the best court poetry. An ungainly plainness that maimed his 、
court poetry became a positive value in his private poetry， especially in 
his poems in the exile tradition， written at the provincial posts to which he 
was demoted early in Hsüan-tsung's reign. The Ming critic Hu Chen-heng 
胡震亨 (probably quoting an unnamed source) succinctly evaluated Chang 
Yüeh's minor talent : “In his poetry Chang Yüeh wrote just 的 he pleased 
and usually clumsily， but there is a clear-headed aliveness in his work:' 4 

Chang Yüeh usually did not strive for the appearance of spontaneity 
-what Hu meant by saying he wrote‘'just as he plea叫"-and in most 
of his work he remained entirely within the scope of Early T'ang poetics. 
The appealing plainness that characterized his work was more a function 
of his limitations than a conscious application of a new style. Lacking the 
court poet's ability to give a topic a formal， rhetorical amplifìcation， he 
wrote with a pleasing， almost discursive unity of argument. Uninterested 
in or incapable of the subtleties of craft， Chang became a more thoughtful 
poet. On a few occasions his directness produced great poems， most written 
when he was in “exile，" serving in his provincial posts. And in a very few 
cases we can indeed see a poet who wrote‘'just as he pleased'、the uncom­
fortable mask of the Early T'ang rhetorician fell away completely， and a 
poetic voice emerged that had not been heard since Wang Chi : 
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碎中作

碎後發且在拯
彌且事求碎時
動容皆是舞
出話總是詩

Such a celebration of the self and of its authentic impulses released by wine 
were taboo in the social world ofEarlyT'ang poetry . 5  

More significant than Chang Yüeh's own work was  h i s  support for 
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younger poets. His most famous prot句丘was Chang Chiu-ling (chapter 3 ) .  
Chang Yüeh's patronage of  poets was in  the tradition of  the aristocratic 
patrons of the Early T'ang : i t  was a mark of power and importance. But 
because of the relative obscurity of his own family background， Chang 
Yüeh probably took special delight in retaining members of the great 
clans in his entourage. Among these was a T'ai-yüan Wang， Wang Han 
王翰 (chin-shih 7 IO-died， 726)， a notorious drinker， huntsman， horseman， 
and womanizer who served in Chang Yüeh's government and foIlowed 
the elder statesman through his shifting political fortunes. 

The riotous young aristocrat was a fixed character type， and it may 
have been the association of proud insouciance with nobility of birth that 
led to the a是ctation of such behavior by later， less weIlborn fig凹的， most 
notably Li Po. In his own day Wang Han was a more famous poet than 
Chang Yüeh， but only fourteen of Wang's poems survive. Several of these 
are the sensual heptasyIlabic songs so popular in the first decades of the 
eighth century. From Wang Han the song style and the figure of the wi肘，
insouciant poet can be traced to a somewhat later poet， Ts'ui Hao， who 
served Chang Chiu-ling as Wang Han served Chang Yüeh. FinaIly， the 
form and the persona were taken up and transformed by a poet of very 
dubious background who clung fiercely to the role of the proud and faIlen 
aristocrat-Li Po. 

Wang Han's "Liang-chou Songs" �家州 詞 (0755 7-58) have become 
minor classics of frontier poetry， but they are also among the best examples 
of how Early T'ang conventions were modified in the High T'ang. The 
first poem of the pair is closer to the High T'ang style， but the transforma­
tion of Early T'ang convention is more significant in the second poem:6 

The Poets 01 Transition 

暴中花鳥已應閉

夜聽胡為j時持者F

教人氣畫憶長安

塞外 風沙猶白寒

In Ch'in the season of birds and flowers 
surely is over now， 

Here past the frontiers the wind and sand 
still are bitter cold. 

By night we listened to nomad flutes play 
“Break WiIIow Branch， Farewell，" 

I t made a man's bold spirit fail， 
think back upon Ch'ang-an. 

(07558) 

ii
!自啥
?

ji
i

One of the most common topoi in frontier yüeh-fu was to note that 
spring was already passing in the Chinese heartland while it was stiIl winter 
on the frontier. 7 In the Early T'ang such a commonplace was the crude 
material for ornamental embeIlÌshment or witty variation. What separates 
Wang Han's treatment from an Early T'ang treatment is its disarming 
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simplicity; the commonplace is treated as a commonplace. Attention is 
drawn away from ornamental craft and directed instead to a mood and a 
set literary situation. 

When a reader of the 720S read the third 1ine， he knew in nediately 
the e陡ct of the flute song on the soldiers. But the poem resists the tempta­
tion to vary or thwart expectations : i t  states simply that they " think back 
upon Ch'ang-an，" and the neutrality of the statement conceals the intensity 
of longing the readers know the soldiers must feel. By using poetic con­
vention as convention and avoiding ornament， Wang Han simultaneously 
lowered the social level of the poem and transformed “convention" into 、
“univcrsal ." This poetry is willfully naÏve : it pretends to represent the 、

thoughts of the soldiers in some authentic for n. And in the decades that 
füllowed， the quest for authenticity， for a poetry that escaped the artifice 
of craft ，  was to become an abiding concern， both in poetry about the self 
and in poetry on universal types， like the frontier soldier. 

Wang Wan玉灣(chin-shíh 7 12-13) was another Wang though of a 
Iess eminent branch of the clan. Wang Wan lived well into the High T'ang， 
but hc was already a famous poet during the transition period. “Reaching 
the Foot oÍ Pei-ku Mountain" (Oï “Mûod of the Southland") is the most 
important of his ten extant poems and probably one of the earliest. The 
poem exists in two versions， of which the middle couplets are virtually 
identical but the opening and closing couplets are completely di陡rent .
The ways in which the two versions 品質er are themselves interesting : 
“Mood of the Southland" is closer to the mid-eighth-century style， while 
the version translated below is closer to the rhetorical structure of Early 
T' ang poetics and probably earlier. 8 

Reaching the Foot of Pei-ku Mountain 

Path for a wanderer past the blue mountains， 
A boat moving on before the green waters. 
High waters level， the two shores wide， 
Wind holds steady， a single sail far .  
Now sun born from sea in the last ofthe night， 
Spring comes to the river in the year before. 
And where shaIl letters from home reach me ? 
Migrating geese， toward the edge of Lo-yang. 

[05527] 

次北崗山下

家路青山外
行舟綠水前
湖平禱告岸間
風正一帆費�
海 日 生 殘夜
江春入當 年
鄉書何處達
姆丹在洛陽邊

In the aesthetics of regulated verse， the parallel couplets were of central 
importance; the opening and closing couplets were often no more than 
frames. T'ang readers had 1ittle sense of the textual integrity of poems that 
we observe so re1igiously: singers and anthologists felt free to revise lines， 
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extract quatrains from regulated verses or longer poems， or change titles. 
The reputation of this poem rested on its third couplet， greatly admired by 
Chang Yüeh and many later readers. The energy of the couplet lay in the 
sixth line， with its seeming paradox : the spring， which begins legally on 
New Year's Day， comes early in the south and thus appears “last year." 
Unlike the simple cleverness of Early T'ang wit， this line truly defers com­
prehension， startles the reader， and forces him to consider the couplet more 
deeply. As he stops to cönsider the parallel relationships， the reader may 
fi nd an analogous paradox in thc preceding line : hints of sunlight diffuse 
through the water bt;fore sunrise and create a “sunlight at night ." It is a 
daring couplet that offers a fresh perception of the relation between the 
inadequate words ofhuman time and the more subtle gradations of nature's 
time. In terms of craft， the couplet is even more arresting by its perfect and 
difficult parallelism. Though the couplet demands subtle thought， the 
demand itselfis not made subtly. If Wang Han's conscious naÏvete appealed 
to one facet of the new High T'ang aesthetics， Wang Wan's sophisticated 
boldness of craft appealed to another. 

The region south of the lower Yangtze (which we wi11 call the South­
east for its directional relati.on to T'ang Ch'ang-an rather than for its modern 
geographical position) played an important role in the development of 
the High T'ang style. Although court poetry had its origins in courts of 
the Southern Dynasties， by the eighth century that formal style was firmly 
associated with Ch'ang-an in the Northwest. Through a directional sym­
metry that appeared often in eighth century poetry， the Southeast became 
the world antithetical to that of court poetry : it providcd settings for the 
isolation of exile poetry， the grand scenery for private excursions in the 
mountains， the languid， sensual life-style associated with the region， and 
the lower-class personae of southeastern yüeh-:戶， the “Songs of Wu." 

The Southeast was  probably most significant a s  a unif抖ng geographic 
“mode，" combining a variety of themes， topics， and moods. But the popu­
larity of the southeastern mode in the capital grew out of many fine poems 
written in and about the region by poets who lived， toured， or served there. 
Meng Hao才阻， Li Po， Ch'u Kuang-hsi ， Ts'ui Kuo-fu， and Chi-wu Ch'ien 
all produced some of their finest works in the Southeast. Later， during t 
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were literary men of Wu and Yü吭， brilliant in their writing， whose fame 
was spread in the capital." 10 Elsewhere thc first three of these men are 
grouped with the famous eccentric and calligrapher Chang Hsü張旭as
the “Four Literary Men of Wu." 11 These laconic notices indicate a con­
temporary interest in and awareness of the Southeast as a literary region 
separate from the capital. But very little of the work of these men survives 
and nothing datable to the second decade of the eighth century. 

Ho Chih-chang enjoyed the patronage ofboth Chang Yüeh and Chang 
Chiu-ling and became one of the most renowned eccentrics of the High 
T'ang. H陡e was叩on肘e of T刊U Fl叭 ‘“屯‘官Eight 1加叮mrr凹I叮mo
singled ou叫t Li Po's geniu山s whe凹n the咒e s如ti丘陡』廿r members ofW勻ang W挖描ei's法s group 
dis蛇cr閃eet叫tl甘y avoided mentioni泊ing him. Quatrains figure prominently in the 
works of Ho and the other southeastemers. The T'ang quatrain， with its 
roots in the yüeh:fu of the Southem Dynasties， was often associated with 
elements of the southeastern geographical mode and particularly with its 
popular songs. Quatrain vignettes frequently treated aspects of lower-class 
life in the region-boating songs， lotus-picking songs， love songs， and 
so on-and this may have been the form for which southeastem poets 
became famous in the early cighth century. In almost all such quatrains 
poets assumed the persona of the southeasterner， and many used colloquial 
phrases associated with W u dialect in the yüehτfu of the Southern Dynasties 
(e.g.， 05448 進票不追是英兒). 

The southeastem literary mode could b e translated into other forms， 
such as the heptasyllabic song， which was already very popular in the 
capital. Chang Jo-hsü accomplished this in his famous “Spring River 
Flowers Moon Night" 春 江花月夜， which evoked the languid ambience 
of a Yangtze riverscape by night.1 2 But the fragments of early-eighth­
century poetry by southeasterners are not numerous enough to draw secure 
conclusions about their impact on capital taste.1 3 

The heptasyllabic song had enjoyed several decades of  popularity 
before the transition period， but its associations of sensual indecorum or 
spontaneous eccentricity gave it  continued appeal in the High T'ang. One 
of the most famous poets of the heptasyllabic song was Liu Hsi-yi釘希夷
Though Liu's creative life is usually dated in the 670s， it is more likely that 
he was active during the tra 
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Song for White Hair 白頭吟

East of the walls ofLo-yang 洛陽�泉桃李花
the flowers of peach and plum， 

Flying here， flying away， 飛永飛去落誰家
into whose yard falling now ? 

And the young girls of Lo-yang 洛F暑女兒?昔顏色
grieve for their loveliness， 

Walking they meet the fallen flowers 行進ii. �{.長歎息
and sigh their long-drawn sighs. 

This year as the flowers fall 今年�U在顏色改
their loveliness is changing. 

Next year when the flowers bloom， 明年花開使誰在
who will still be here ? 

For 1 have scen cypress and pine 己見.fÀ柏拔為1年
smashed apart to kindling， 

And heard that fields of mulberries 更開i已由變成海
have changed into the sea. 

Those of the past will never again 古人無復洛�泉
be east of Lo-yang's walls， 

司But peopìe today still must face 令人還對落花風
the winds that bring down flowers. 

Every year， year after year， 年年局長歲花相似
the flowers are always alike ; 

Year after year， every year， ，t歲年牟人不同
thc pcoplc arc not thc samc. 

1 send these words to boys in thcir primc， 寄言全盛紅顏于
youths with glowing faccs. 

Have pity on one already dying， 須憐半死 白 頭翁
a white-haired old man. 

The white hair of the old man 此為白頭真可憐
is truly worth your pity-

A while ago his face glowed too， 伊昔紅顏美少年
a handsome young man. 

Y ou princelings， young noblemen 主;子王孫芳樹下
beneath the flowering trees， 

Clear singing， exquisite dancing 清歌妙舞落花前
before the falling flowers， 

The Chamberlain's pool terrace， 光祿池金文錦緒
patterned as rich brocade， 

And tower and hall of General Liang 將軍樓閉室神仙
bear murals of the gods. 

Then one morning Iie down sick， 一輛臥病無相識
no one knows your name， 

And the pleasures of the springtime 三奉行樂在誰i是
Iinger beside another. 
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Eyebrows gracef ully curving一
how long can they endure ? 

In an instant crane-white hair， 
tangled all like silk. 

Look now to where from ancient days 
were lands of song and dancing. 

Now nothing more than the brown of dusk 
and the lament of sparrows. 

[04335J 

Thc Poets oJ Transition 

宛轉蛾局自t幾時

1頁史鶴髮曲L�o絲

但看當象歌拜他

惟有黃昏鳥在是

This effusive lament for the impermanence of things grew out of the tr臼t- � 
ment of the capital theme in the heptasyllabic songs of the 670s. Indeed，.r 
the similarities between Liu's most famous songs and pieccs like Wang 
Po's "Looking Down from the High Terrace" may have been one reason 
why the dating ofLiu in the 670S has not been seriously questioned.16 The 
earlier songs， however， were richly descriptive， while Liu'sωng is a fluid 
evocation of the theme built out of redundant cIichés. It possesses all the 
charm of popular songs everywhere: it appeals to readers but for reasons 
that do not admit c10se scrutiny. In the context of a poetic world where 
mannered formaÌicy and sparseness of diction were mandatû叮， its bathetic 
repetitiousness could create the illusion of spontaneity and authenticity 
of emotion . Like many of the truly popular lyrics of the early nineteenth 
century in England， the illusion of delicate sensibility fades with time. But 
the poem was immensely popular， often anthologized and widely imitated. 
Its echoes can be heard in many later poems by poets who had a firmer 
control of their art. 
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The Social Context 

The ornamental rhetoric of court poetry had developed in the aristocratic 
milieu ofthc Southcrn Dynasties courts， but originally its use had suggested 
only sophistication in poetic craft and not deference or distinction in rank . 
The style of poems exchanged bet\Veen equals did not ditfer greatly from 
that of poems to superiors， and private poetry like Yü Hsin 's might be no 
less mannered than public poetry.  Most social occasions in Early T'ang 
poetry involved signifìcant distinctions of rank between the poet and the 
person' for whom the poem was written . Thus， the ornamental rhetoric 
of the poetic craft gradually became associated with those ditferences in 
rank: most poems were directed “upward，" and the level of style was 
determined by the “highest" member of the audience : one of the imperial 
family， a noble， a favorite， a high official. 

As courtly rhetoric shifted from a qualitative feature (sophistication) 
to a level of style associated with the social rank of thc recipient， private 
poetry and informal occasional poctry wcrc libcrated to dcvclop in new 
stylistic directions. In fact， distinctions in levels of style were probably 
widened to clarify the gradations in social formality that became so im­
portant in T'ang poetry. Aware that the message of “familiarity" would 
be carried by his style， a poefmight intensify the linguistic gestures associated 
with “natural" expression when writing to a close friend. Conversely， to 
demonstrate his respect for a superior， a poet could exaggerate the manner­
isms of courtly rhetoric， including a generous admixture of classical phrases. 
Because highly formal poems constitute only a small minority of extant 
occasional poems， we will necessarily be more interested in the di是rences
within inf ormal occasional poetry. But we must not forget the full range 
of social gradations in style and the silent message of rank relationships 
carried by all T'ang occasional poems.  

During the K'ai-yüan Reign (7I3-4I) the social context of poetry 
can be divided into roughly four areas， each with its own proprieties of 
diction and topic: the imperial court and its formal occasions ; the courts of 
imperial princes until 722; the entourages of important political fìgures， 
especially Chang Chiu-ling; and occasions involving poets of approximately 

I9 
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the same status or in which friendship transcended distinction in rank. The 
rest of this study will largely concern poetry from the fourth category， 
but this chapter briefly outlines the more formal situations for poetic com­
posIt1on. 

Poetry from the salons of the imperial princes and princesses faithfully 
carried on the conservative court poetic traditions of the last decades of 
the Early T'ang. Until Hsüan-tsung's edict of 722 against the large entour­
ages of the princes， the princes' patronage was no less important than it 
had been in earlier reigns. During the Early T'ang it was through thð"" 
princely courts that many poets had risen to fame and imperial favor， and 
a well-born young poet of the early K'ai-yüan had no reason to doubt the 
continuity of this route to success. Furthermore， considering the political 
inst油ility of the preceding generations， there was some reason to hope that 
an imperial prince might himself become emperor at any time. Thus， an 
established older poet who was presently out of favor in the imperial coutt 
or a hopeful young man of good family could expect a congenial atmosphere 
at a court like that of Li Fan李範， prince of Ch'i吱玉.

Before 722， Li Fan was the greatest patron of the reign. In addition to 
several minor figures associated primarily with his court， distinguished 
poets from earlier reigns， like Yen Chao-yin閥朝 l龜， found support there. 
Yen had risen to fame under Em press W u and had been one of Chung­
tsung's favorite court poets. In the same salon were some promising younger 
poets， notably Wang Wei and Ts'ui Hao. In his juvenalia Wang Wei had 
already shown the ability to produce highly individual poetry， but in the 
conservative atmosphere of Li Fan's court， 就rang turned out gracious 
banquet poems utterly indistinguishable from the best works of Chung­
tsung's court (p. 29). If there was any di任erence with the court poetry of 
earlier reigns， i t  was in the scope of Li Fan's celebrations: Hsüan-tsung's  
constraints on the princes even before 722 reduced them to more intimate 
occasions， and we find many poems on topics such as the performances of 
singing girls. 

Literary activity in the imperial court continued， though with a diι 
ferent emphasis than in Chung-tsung's reign. Two of Chung-tsung's 
favorite poets， Su T'ing錄般and Li Yi李久， dominated court composition. 
The fundamental rules of court poetry stayed the same， but greater emphasis 
was placed on the imperial theme and the augustnes 
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perial theme was particularl y strong. In other poets of the court (particu­
larly among those later associated with the aristocratic faction ofLi Lin-fu) ， 
the older， celebratory traditions of court poetry rested uneasily beside the 
new， imperial dignity. Hsü An-chen徐安 員， for example， displayed a far 
sterner countenance when writing a court poem in honor of Chang Yüeh 
(05760) than when accompanying the emperor on a pleasure excursion 
to the Warmsprings Villa (05751). But even when Hsüan-tsung's court 
poets sought to be purely celebratory， their work lacked the smooth beauty 
of Early T'ang court poetry. 

During T'ai-tsung's reign poetry had been a pleasurable pastime of 
the court : not only were great outings celebrated， the emperor and his 
poets would amuse themselves with yu嗯-1I1U and other set topics of South­
ern D ynasties poetry. Like many emperors from northern military families， 
T'ai-tsung was drawn by the spell of southern culture. The ornamental 
rhetoric of such poetry was still largely an attribute of sophistication in 
craft and not of the gravity of the occasion. T'ai-tsung and his poets may 
have evinced a certain unease about the frivolity of the pastime， but a few 
allusions to the sage rulers of antiquity and an infrequent burst of spontane­
ous didacticism seem to have eased their consciences. During the reigns of 
Empress Wu and Chung-tsung， poetry had become more a formal celebra­
tion of the great occasions of the court， sometimes with vast numbers of 
participants all dutifully producing variations on the imperially designated 
topic. But poetry was still a pleasure， and a particularly close bond linked 
Chung-tsung and his small entourage of Auxiliary Scholars fr0111 the Hsiu­
Ulen kuan.2 By the reign of Hsüan-tsung， court poetry had become cere­
monial， a task to be endured by emperor and courtier alike. All the sparkle 
of wit and grace was lost in its periphrastic stateliness and the implicit 
moralizing of the imperial theme﹒ Yet poetry had not died entirely as a 
court amusement : as the old literary offices such as the Chi-hsien tien年賢殺
(successor to the literary offices of former reigns) l apsed into ceremonial 
tedium， Hsüan-tsung established a new academy for poets and professional 
entertainers to amuse him on his outings with his court ladies. This was the 
Han-lin Academy翰林院， and appointment to it was by imperial whim， 
bypassing the usual qualifying procedures of the official bureaucracy. A 
few years after Chang 
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the spiritual authority of these “lowborn" officials and， to some degree， 
even of ofticials from the great clans rested on ideas of public morality and 
the meritocracy of virtue sanctioned in the Confucian classics. They saw 
themselves as representing the ethical traditions of statecraft， and it was in 
these terms that they were addressed by poets. 

Poets had always written to and for the great ministers， but the high\ 
ofticials of the K'ai-yüan seemed to embody values di証法ent from those \ 
of the corrupt Changs and aristocratic Weis of Empress Wu's and Chung­
tsung's courts. As the imperial theme had been supplanting sensual celebra-
tion in the poetry of Hsüan-tsung's imperial court， in public poems to 
great ofticials an austere public morality was mandatory. Even eremitic 
themes were acceptable， if expressed with the proper formality and moral 
dimensions. 

Chang Chiu-ling張九屆全 (678 -740) was by far the most important 
of the nonaristocratic patrons of letters in the K'ai-yüan. Chang was from 
a locally prominent family of  the  hinterlands of modern K wangtung， and 
like many other “lowborn" ofticials of the K'ai-yüan， entered the central 
government during the reign of Empress Wu. Passing the chin-shih ex­
amination of 702， Chang Chiu-ling had mastered the requi，ite craft of 
court poetry with enough grace to have his work praised by none other 
than Shen Ch'üan-ch'i. It was only with his later rise to high position that 
his poetry became more seriously concerned with public values and the 
imperial dignity. In later ages the T'ang examination in poetry ofi:en seemed 
a frivolity indicative of a laxness in the due concern for administrative 
capability; but it should be remembered that in Empress Wu's reign it 
was a bold step towards meritocracy， an avenue of advancement theoret­
ically not tied to family status. 

The three-year mourning period that followed the death of Chang's 
father carried him safely past the purges that occurred with the transition 
to Chung-tsung's reign. Chang continued for some years in middle-Ievel 
posts until 722， when Chang Yüeh became minister. From that time until 
Chang Yüeh' s  death in 73 0， Chang Chiu-ling's fortunes rose and fell with 
those of Chang Yüeh. After his patron's d白白， however， Chang Chiu-ling 
rose steadily， becoming minister himselfin 734 .  

Like Chang Y üeh，  Chang Chiu-ling gathered an entourage of literary 
men around him， but this entourage was distinguished by the presence of 
many ofthe finest poets 0 
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command. Wang Ch'ang-ling， probably Ch'u Kuang-hsi， and a number 
of other poets were also associated with Chang's government. Later ages 
considered Chang Chiu-ling an exemplary “virtuous minister， " but even 
in 734 there seems to have been a special feeling that Chang's appointment 
promised moral government and the possibility of advancement on the 
basis of merit alone. Writing to Chang for a position， Wang Wei spoke 
not with the formality of most such occasional poems to a high 0的cial，
but rather with a simple dignity achieved through the archaic mode of 
fu-ku (05785 ) : 

lndirectly I've heard of a great and good man 
Who cares not of the faction a man may have known. 
Nor does he barter the vessels of state 
In his constant plans for the common weal. 

倒閉大君子
安 問索與學
所不費1:'震
動 �蓊 生 謀

Through the distorting conventions of historical hagiography i t i s  impossi­
ble to judge the true administrative gifts of the men Cαt叫19 Cαhiu-lin 
brought into 0白lCe巳， but Chang's eye fÌJ叮r literary tale凹n叫lt is a verifiable tale凹n叫lt t 
of t出h】e mlm叫s仗te位r. In mos仗t c臼ases rec∞ogm此ti昀on 1臼s a c∞ont甘n跆bu叫lting factor to literary 
genius. Those of Chang's entourage who achieved literary fame did so 
only afì:er their association with him， and it seems that Chang's support 
was a significant aid in their growing reputations. 

For all its renown， Chang Chiu-ling's period in power was brief: in 
737 the aristocratic faction gained the upper hand， and Chang was demoted 
to governor of Ching-chou. With Chang's fall ， most of his appointees 
were also sent off to provincial posts. Finally， in the spring of 740， Chang 
Chiu-ling returned to his home in the far South and died. 

Chang Chiu-ling participated competently in the formal occasions 
of the court and in the poetic intercourse of upper oflicialdom. He lacked 
technical versatility， however， and usually avoided certain genres and sub­
genres， including yüeh-fu， quatrains， and most forms of heptasyllabic verse. 
Though he did not explicitly acknowledge his debt， Chang's principal 
model in less formal composition was Ch'en TZll-ang， an outlander like 
Chang hirnself. Chang's poetry in the direct tradition of Ch'en Tzu-ang 
includes some ofhis works best known in later dynasties. 

The most egregious example of Ch'en's influence appears in Chang's 
Kan-yü感這 (02965-76). Like Ch'en Tzu-ang's Km門心， Chang's Kan-yü 
are moral allegories and treatments of the hsie1吋en shih-chih theme， but they 
lack the stark imagination and intellectual complexity of the earlier series. 
In the same tradition are Chang's tsa-shih雜詩 (0月6。一64). These two series， 
along with a few other poems， have led many literary historians to consider 
Chang Chiu-ling an important link in the tradition of fu-ku poetry. The 
legacy of Ch'en TZll-ang and the irnpulses to public morality in Chang's 
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court poetry may indeed suggest that Chang saw himself in that tradition， 
but taken as a wholE， Chaws OEuvmis more complacent and comervatiVE t than that of the great fu-ku poets. 

The deepest and most successful aspect of Ch'en Tzu-ang's legacy to 
Chang was in Chang's personal poetry， most of which was written late in 
Chang's life while he was serving in the provinces. This work possessed 
an intellectual heaviness that appealed to later critics， who found in it a 
seriousness and moral authenticity touching many Confucian values. The 
critic and poet-monk Chiao-jan praised this intellectual quality in a poem 
“On Reading the 'Ch'ü-chiang Collection'" (44792) : 

Proper in form， fullness of strength， 
Subtle comprehension of Nature's inner laws. 

種正力已全
J.H奇古龍何妙

The qualities Chiao-jan admired were also stressed by later critics : Chang's 
poetry was seen to possess hsing-chi興寄， a term with strongfu-ku resonance 
through its use by Ch' en Tzu-ang. Hsing-chi combines the idea of "deeper 
significance" with moral authenticity in expression :  the poem as a whole， 
and particularly the physical world described in it， are read as a vehicle for 
intense personal and moral sentiment. Above all; the poem is not an artifact 
of craft ;  the text has a transparence through which one reads the character 
and state of mind of the historical poet. Thus， in Yao Tzu-yen's舵手顏
unofficial biography of Chang Chiu-Iing we read : “The Way ofhis poetry 
[feng-ya風雅] i s  based on the dominance of ‘deeper significance' [的ing­
chi]-not a single line in a single poem lacks i t ."  3 Ssu-k'ung T'u司空團
translated this essentially Confucian interest in ethical seriousness into the 
modal poetics of the Late T'ang ; he describes Chang's poetry as shen-yü 
沈鬱， a brooding gloom that suggests richness and depth of feeling.4 This 
term too had Confucian overtones through its original association with 
the Han intellectual Yang Hsiung. 

The responses of these critics are of interest not only for the specific 
case of Cha呵 。1Íu-ling， but also as representing one aspect of reading 
poetry in the T'ang. A poem was seen as generating a mood that combined 
with the reader's biographical understanding of the poet to create a unified 
sense o f the poet's identity. Poetry's function was to permit comprehension 
of the poet， both his inner nature and its incarnation in a specific response 
to a life situation. This was not the only mode of reading in the T'ang， and 
it was engaged more in some kinds of poems than in others ; moreover， it 
was a historical phenomenon， appearing rarely in seventh-century com­
ments on poetry and becomíng increasingly frequent in thc High T'ang. 
Because some poets， like Li Po， came to use poetry as a means to project a 
self-conscious mask， it is often necessary to dissociate the persona from the 
complex human beíng wíth his own complex motives for generating 



Tlze Socia/ Context 2 5 

the persona. For this reason one should avoid a simpleminded biographical 
criticism that easiJy identifìes poet and persona. On the other hand， it 
should be recognized that poets and readers alike might p的ume a poem to 
be an authentic expression of the poet's inner nature. And this presumption 
partiaIly explains why poetry played such an important role in social rela­
tionships-as a qualification for office in the examination， as an introduc­
tion， as a petition for offi凹， or剖a complaint seeking redress of wrongs. 
Through the poem a person could be known. 

As a whole， Chang Chiu-ling's oeuvre is more varied than the responses 
of early critics would suggest. At moments in his work we can see the 
mastery of courtly craft that won him the praise of Shen Ch'üan-ch'i， 
couplets like (0313 2) :  

Wind through eaves fells the down of bir缸，
Leaves by the window dangle spider threads. 

月喜風;在鳥在
當禁掛蟲絲

Hsing-chi and shen-y函， the qualities admired by Chang's T'ang readership ，  
appear primarily in his later poetry in the exile tradition， written when he 
was serving in the provinces. There he was the meditative poet who took 
hìs vantage point-the traditiûnal "high place"一gazed out over the scene， 
described what he saw， and drew associations to the events and problems 
ofhis life. 

Climbing a Tall Building on an Autumn Evening: 
1 Gaze to Where the South River Touches the 
Shih-hsing Road 

Streaming rivulets draw back， sandflats emerge， 
Frost comes down， the sky's vault， crystaHine. 
Hunched at the railing， 1 gaze long and far， 
Path and ford draw many emotions of distant places. 
Longing comes from beyond the rivers and mountains; 
Where my gaze breaks 0缸� clouds and mists arise. 
A rolling flood where nothing is distinct一
Oh， what is accomplished from all this constant toil ? 
1 came here， wind shaking my frail white locks， 
No one could say it shook ribbons of high。“\Ce.
A stabled horse su任èring cramped restrain的，
A caged bird longing for faraway journeys. 
The year grows ever darker toward its close. 
At the end of day， a pointless restlessness. 
All living creatures value fulfilling their natur的，
The bonds upon my body grow from recent fame. 
1 look back， find I'm truly right now-
But when will ease come for sorrow at what is past? 

[029491 
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As the poet in “exile" stares at the landscape before him， each element in 
his vision signifies， metonymically or metaphorically， some aspect of his 
present situation or seems to 0位r a hidden resolution of his troubles. Paths 
and fords lead his thoughts if not his body toward the capital; the rolling 
river in spate reminds him of the world's turmoil and the futile toiling of 
his life. Clouds and mists exist only to block his vision to the far places he 
longs to be. The fluttering of his white hair in the wind reminds him of 
his age and the absence of the "ribbons of office ."  

Chang Chiu-ling was  a conservative poet， blending the Early T'ang 
and High T'ang styles. He used the tripartite form in its most basic state， 
with none of its High T'ang refinements. But though his work lacked the 
bravado， the complexity， and the descriptive genius of the major High 
T'ang poets， i t  did represent the height of one very compellirig mood， 
deepened because the author was Chang Chiu-ling， the "virtuous minister" 
of the glorious K'ai-yüan. 

Our judgment of the social scope of poetry is necessarily conditioned 
by the limits of what survives. We know next to nothing of regional poetry， 
of poetry by the literate ( ?) class of "clerks" (li 丈) ， or of folk poetry or 
popular urban poetry， except insofar as  upper-class poets practiced it. The 
social scope of extant poetry may indeed reflect accurately the social scope 
of composition， but it  may also indicate no more than the power of the 
capital upper class to conserve their own poetry. 

Judging by what does survive， i t  seems that the social scope of poetry 
broadened in the K'ai-yüan， but not by much. We find that more poets 
were writing from a wider spectrum of the oflicial hierarchy， but they 
still represented a very small and homogeneous group : many were from 
the great families of the capital， and most knew each other. There were also 
a handful of southeastemers， who fitted smoothly into capital society and 
formed friendships with members ofthe great clans. Later in the K'ai-yüan， 
outsiders to this closely knit group begin to appear， poets like Kao Sh池，
Li Po， and Wu Yün. But the rise of these men to fame was more a pheno­
menon of the T'ien-pao Reign， when poetic taste became more diverse 
and poetic activity， more widespread. From the T'ien-pao on we find a 
true broadening of poetic activity throughout gentry society. The tradition 
of capital poetry retained its aura of nobility and elegance， but there were 
numerous groups 
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王維

Wang "吳三i

The Artifice of Simplicity 

Wang Wei， your brother， was the most revered man of letters in all the world. 
He served throughout the former reign， and his fame was great among the trea­
sures of the age. High he soared among Chou's Odes; 'deeply he reverenced the 
Songs ofCh'u. In all his works the humors of the cosmos were in harmony， and 
the rules of musicality were correct in his noble rhymes. The water fall sent his 
lush imagination leaping into the sky; scattering clouds spread his innermost 
emotions with them. 

Emperor Tai-tsung to Wang Chin in 763， on the presentation of Wang 
Wei's collected works to the throne 

Now， late in life， 1 love only stillnes s ;  
The affairs of the world touch not m y  heart. 
1 look within， there find no great plans， 
Know nothing more than return to the forests of home 

Wang Wei，“Answering Magistrate Chang" [05922] 

It is an important and nearly universal attribute of high civilization that 
those who have attained wealth and power are fascinated by the prospect 
of renouncing what they once coveted so greatly. In the eighth century 
there began in earnest a peculiarly intense relationship between the high 
oflicial and the recluse or eccentric， a relationship that was to continue in 
many forms throughout the remaining centuries of traditional Chinese 
civilization. 

As an individual phenomenon， the conflict between the attractions of 
public and private life had been a long established theme in the literary 
tradition. But only in the High T'ang did a fascination with rejection of 
public service become a pervasive theme in upper-class literary life. During 
the Eastem Han， Chang Heng may have written a "Return to the Fields" 
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戶， but imperial recognition came for his Ju on the capitals. Early in the 
T'ang， T'ai-tsung still preferred a Shang-kuan Yi to a Wang Chi. But by 
the mid-eighth century we fì nd the emperor Tai-tsung extravagantly prais­
ing the poetry of Wang Wei， the greater part of which concerned the re­
nunciation of court and the public life. Wang Wei's own life and work 
enacts this same contradiction between social position and personal values. 

The precise dates of Wang Wei's life are the subject of much scholarly 
debate. He was born either in 699 or 701 and died in 759 or 76 1 .  The major 
biographical sources are in confli叭， but the dates 699 to 7 6 1  are the most 
plausible. Though Wang Wei's father and grandfather were never more 
than middle-Ievel 0的cials， they were mem bers of the powerf ul T' ai-yüan 
Wang clan， and thus it  is  impossible to say to what extent their rank in the 
central government reflected their actual local power or their national so­
cial prestige. Wang Wei's mother was a Po-ling Ts'山， another old and 
prominent clan. Thus， in terms of social prestige， Wang Wei's background 
was the highest of the major High T' ang poets， and i t  should be no surprise 
that he found a warm welcome in the courts ofthe T'ang princes. 

During his teens Wang went to the capital， ostensibly to take the pre­
iiminary examination， but more likely to obtain the patwuage of an impe­
rial prince. This had long been one accepted course by which a young man 
of good family sought advancement， and young Wang Wei could not have 
known that the powers of the princes and the old patterns of poetic ad­
vancement were to be irrevocably changed. After four rulers in a single 
dcca缸， no one could foresee that Hsüan-tsung was to exert fìrm control 
over his imperial family and to reign for over forty years. 

Wang Wei's collection contains a small number of juvenal泣， datable 
from text notes probably written by Wang Chin or Wang Wei himself. 
The inclusion ofjuvenalia is an unusual feature in T'ang collections; in the 
case of Wang Wei they may have served to validate the biographical con­
vention of literary precosity or perhaps to represent the works for which 
Wang achieved youthful fame in the capital. I t  is possible these juvenalia 
were revised later in Wang's life ，  but some few are indeed juvenile， while 
others represent the heptasyllabic song style popular in the early eighth 
century. Several of the juvenalia， however， rank among Wang Wei's best­
known works. One such poem was written at age seventeen i 

On the Double Ninth : Remembering My Brothers 
East of the Mountains 

Alone in a strange land， 
and 1 here， a stranger， 

九月九 日 龍 山 東兄弟

獨在異鄉為異客
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Each time this holiday comes 每 逢 佳 節 俗 思 親
1 long doubly for m y  kin， 

And know that brothers far away 逢 生。 兄 弟 登高 處
are climbing someplace high， 

Decking themselves with dogwood twigs， 鴿 拾 笨 焚 少 一 人
short one person. 

[06 1 371 
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The word repetition in the fìrst line and the clever play on strangenesses， 
doublings， and absences show a firm mastery of the court poet法 rhetorical
craft (cf. 03 5 日一月 ， 03764). But young Wang Wei already infused rhet­
orical play with something deeper， a psychological seriousness and specu­
lative capability that belong fi rmly in the High T 'ang. 

Wang Wei passed the preliminary examination in 7 1 7 ，  becoming a 

candidate from the capital prefecture， a position of prestige with a relative 
certainty of success in the c11in-shih examination. This latter he passed in 72 I .  

During this period Wang Wei enjoyed the patronage o f  several imperial 
princes， most notably Li Fan. The surviving anecdotes concerning Wang's 
relations with Li Fan are all of dubious authenticity， but they do suggest 
that he was famous as a musician in addition to his poetic reputation. Wang 
Wei was also， of course， a painter， and though we know I ittle ofhis musical 
interests after this period， his reputation as a painter grew and endured. 
Few critics ofhis poetry or painting fail to cite the couplet (05864) : 

1 erred in this life， becoming a poet. 
In some life bcfore I 'm surc 1 was a paintcr. 

宿 t些 古手詞 本
前 身 處. 畫 師

And though Wang admits his true vocation in this life， most of those who 
have written on his poetry have found something of the painter's eye in 
his work. 

I t  was probably in the court of Li Fan that Wang Wei met Ts'ui Hao， 
a lifelong friend， and their names were paired as two of the most famous 
poets of the day. Together with the older poets ofLi Fan's court， they cele­
brated the prince's outings in the old court style， and with far more grace 
than the emperor's poets dared summon. 

His M題jesty Lends the Prince of Ch'i His Chiu- 勃 借 吱 玉九成 宮
品'eng Palace that My Prince May Escape the 避 暑 應 教
Heat : T o  M y  Prin仗's Command 

The I mperial Prince withdraws afar 帝 子 進 辭丹鳳 闕
from the Gates of Rose Phoenix， 

A Royal missive lends him this distant 天 奮 進 借 萃 微 宮
palace of azure mists. 

Outside its windows clouds and fog 喝 窗 雪 霧 生 衣 土
rise fro m our very robes， 
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RolI up the curtains ; its streams and hills 
enter mto a mlrror. 

By its woodlands the sounds of water 
drown out our laughter and chatter， 

From its c1iffs bright colors of trees 
shade the latticework. 

Jt's by no means certain that homes of gods 
are any fì ner than this， 

So why did pipe-playing Wang-tzu Ch'iao 
head off to the emerald sky ? 

[060571 
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卷 使 山 泉入 鏡中

林 下 水 虛名 ?宣語 笑

，1 問 樹 色 籠 』善 機

1，1， 家 永必 能 據 此

何事 吹 笙 向 碧 空

The fourth 1ine probably refers to the reflection in a lake o r  pool (cf. 05060.4) ，  
bu t  it may suggest the framing space o f  the window. The cIosing compari­
son to the dwel1ings of the immortals was a virtual requirement in the old 
court poetic style : since joys even superior to those of the immortals can 
be found in this palace on earth， why seek apo theosis like Wang-tzu Ch'iao ? 

After passing the metropolitan examination， Wang Wei received a 
minor position in the Music Offi白， perhaps because of his abilities as a 
musician. Soon ther自fter 可'{ang became involved in political di品cu!ti的
the true origins of which are not altogether cIear ﹒ he was accused of having 
permitted a musician to perform a dance that must have been taboo， but 
possibly this was no more than a pretext for dismissal. Wang's difficulties 
probably stemmed from h i s  associations with the princes at a fme when 
Hsüan-tsung had decided to curb the constant threat they presented to the 
throne . 

Whatever the true causes， Wang Wei was demoted to a low post in 
Chi-chou in modern Shantung. On his journey east Wang turned to the 
great tradition of exile poetry and produced the first datable examples of 
the controlled， austere style for which he was to become famous. The rela­
tively unornamented diction of these poems fo11owed the exile poetry of 
Tu Shen-yen， Shen Ch'üan-ch'i， Sung Chih-wen， and Chang Yüeh， but 
Wang Wei's exile poems went far beyond mere simplicity of diction : their 
depth and complexity revealed the hand of a major poet. 

One of the many e1ements that constitute the greatness of these poems 
is a serious interest in perception : how things are seen， how the physical 
world controls how things are seen， and how the forms of perception have 
inner significallce. In the fo11owing poem from the Chi-chou journey， the 
poet is  scarcely present at a11 : his function is to move and see. But the suc­
cession of scenes and their implied viewpoints enact a pattern basic to the 
human experience of journeys. 

Crossing the Yellow River to Ch'ing-ho 

Drift by boat upon the Great River， 

波河到 清 河作

沉舟大河農
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Massed waters touching the sky's very edge. 
Sky and waves suddenly split apart-
The million houses of a district capital. 
And further on， see walls and market， 
Then c1early appears mulberry， hemp. 
1 look back toward my homeland 一
Vast Aoods stretching to the c1ouds. 

[05848] 

積 水 窮 天 涯
夭 波 忽 向 1時
郡 色 于 其 家
行 使且成市
宛 然 有 4.- 麻
i是蟾 當 鄉 國
淼 i史進 雲 霞

Two points in space define a jo盯肘y : a starting point and a destination. 
Whichever point draws the traveler's eyes reveals a state of mind that need 
be expressed only in describing the direction of vision. SimilarIy， when 
the poet's eyes shi丘 from destination toward home， the act defines a sudden 
change of heart. 

But vision is not free : what the poet sees is determined by the indilfer­
ent features of topography， which here assume a dramatic and protean 
form in the riverscape. With its power to conceal or expose， the riverscape 
possesses the coroIIary power to cr臼te interest and Ionging in the human 
mind : it controls visual absence and loss， the necessary stimuli of desire. 
The ïÎverscape creates expectant interest in what Iies hidden ahead on the 
far bank， then dissipates that interest in revelation. His curiosity sated， the 
poet looks back and meets a second dramatic revelation， in this case not of 
a place but of a loss of place. The poem is intensely visual， but no reader 
could caII i t  descriptive ; the focus of interest lies not on what is seen but 
on the interior Iife of the perceiving poet. But bcyond thc interior con­
cerns of the occasional Iyric， thcre is a more general interest in the rela­
tivity of perception and in the relationship between perception and human 
response. 

As in Wang Han's poem， the simplicity of diction thwarts the average 
reader's interest in ornamental craft and demands that the reader look more 
deeply to the significance implicit in the structure of representation. Like 
Wang Han， Wang Wei strives for a kind of authenticity-not the authen­
ticity of universal responses achieved through typological convention， but 
an authenticity of unmediated perception. By making the poem represent 
what is seen more than the poet in the act of seeing， the poet would have the 
reader's eyes repeat the experience of the poet's eyes and thus share directly 
his inner responses. Objective c10sure becomes a means to avoid the direct 
statement of emotion， to make the reader experience what the poet felt 
when he turned his head to look home and saw only vast stretches of the 
nver. 

The ornamental craft over which Wang had such perfect mastery was 
avoided even mor 



3 2 

South Cottage 

A light boat goes 0仔 to south cottage ; 
North cottage， hard to reach over vast waters. 
Look at m凹's houses on the other bank一
So far away we cannot recognize them. 

[060871 

Wang Wei 

南 i主

輕 舟 品� J毛去
北 克 淼 要 ur
的 滿 堂 人 家
i是 i是 不 相 識

Like other quatrains from the 防1ang Stremn Col/ection， “South Cottage" is 
animated by  a mask of naïvete and understatement bui1t upon the kind of 
structural genius seen in the preceding poem. Wang Wei also leamed to 
draw in unobtrusive echoes from earlier poetry : the last couplet here un­
mistakably echoes several famous Early T'ang poems suggesting isolation 
and anonymity in both a positive and a negative sense (026 1 2.7; 02762. 1 5) . 
The enigmatic value of the last line shows greater poetic maturity than the 
easily identifiable moods of “Crossing the Yellow River to Ch'ing-ho，" 
but Wang's interest in the relativity of perception remains constant. Dis­
tance prevents the poet from recognizing men he probably knows (the 
cottage is on his estate) and grants him an anonymity that may be the nega­
iÏve value oflone1iness o ï  the positive value of redusion. 

Wang Wei retumed from his Chi-chou exile sometime during the 
mid 72os. Little is known ofhis life between his retum and 734， when Chang 
Chiu-ling became minister and promoted Wang to a responsible position 
in the government. Some scholars have suggested that it  was during this 
period that Wang purchased the Wang Stream Estate， formerly owned by 
Sung Chih-wen. Whether Wang acquired the estate at this time or later in 
the 740s， he loved it  dearly and celebrated its beauty in the Wang Stream 
Col/ection 鞠 川 祟， a small series of quatrains written by Wang together 
with his friend P'ei Ti (06078-97; 061 69-88) .  For partings， banquets， and 
yung回，/1" series， small collections of one or more scrolls (chüan 卷 ) were 
common， but the form of the Wang Stream Col/ection was something new. 1 
The two poets took turns treating a series of set topics， points of interest on 
the estate that together constituted a programmatic journey through the 
landscape.2 By the second half of the eighth century the collection had 
become an immense success and a model for many subsequent quatrain 
series， including one by the Mid-T'ang poet Han Y位 (1 0840-60). In aes­
thetic sensibility and intellectual interests， few T'ang poets were as far apart 
as Wang Wei and Han Yü; Han's uncharacteristically meek submission to 
the model of the Wa/lg Stream Col/ectio/l suggests something of its compel­
ling inA uence. 

In 734 Wang Wei  petitioned the new minister， Chang Chiu-ling， for 
a post. Chang's circle was fìJled with men bearing surnames like Wang， 
P'ei 裝 ， Ts'ui 也 and Wei 韋 -the great families of the capital. Wang Wei's 
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close friends and supporters came largely from these families， and it  was a 
group in which he could be comfortable. During this period Wang again 
turned his talents to the court and formal banquet poems requisite when 
accompanying the great court figures on their outings. But Wang was 
neither a courtier-poet nor a member of the court literary establishment ; 
rather he held a political post， Omissioner of the Right. 

When Chang Chiu-ling fell from power in 737 and was exiled to 
Ching-chou， Wang's genuine distress occasioned several poetic consola­
tions for his patron. As a member of Chang's party， 就rang Wei had reason 
to be concerned for his own position : a few months after Chang's fall， he 
was ordered away from the capital on a mission to the northwestern fron­
tÌer， where he served as regional censor. Several occasional poems on fron­
tier themes and probably several ofhis border yüell:fi， date from this period. 
Some of Wang's border poems， such as "Army Song" 從 軍 行 (05782) ， are 
among the finest of their kind， but they belong to the tradition of the man­
nered frontier yüeh咧 of the Southern Dynasties. The conservatism of 
Wang's literary traini月 is apparent in the contrast between these poems 
and contemporary border songs by Kao Shih and others， poems that began 
a more spirited style that was to culminate a decade ]ater in the work of 
Ts'en Shen. 

if
i
iEs

t-izzz

 

Arriving at the Frontier on a Mission 

With a single coach 1'11 visit the frontiers， 
And of c1ient kingdoms， pass by Chii-ycn. 
Voyaging tumbleweed leaves the passes ofHan， 
A homebound goose enters Tartar skies 
Great deser t :  one column of smoke stands straight ; 
Long river : the setting sun hangs round. 
At Hsiao ramparts 1 met a mounted messenger­
"The Grand Marshall is now at Mount Yen寸an."

[059841 

Like many famous T'ang poems， including the Wang Wan poem quoted 
earlier， this piece is remembered for a single couplet， the third， whose 
balanced geometry of forms represents one characteristic of Wang Wei's 
descriptive art. But surrounding the memorable couplet is a highly con­
servative poem. The last line closely echoes the closing of a frontier yüeh­
Ju by the Liang poet Wu Yün 吳 均 3 For all Wang Wei's undeniable 
originality， his work was more deeply rooted in the Early T'ang than that 
of any other m句or High T' ang poet. 

Wang Wei's stay in the Northwest was brief: General Ts'ui Hsi-yi， 
in whose camp Wang was stationed， died soon after Wang's arrival， and 
in 738 or 739 the poet returned to Ch'ang-an. A year later he was sent off 

f支 至 寒土

草 率 欲 間 遙
感 因 過居 延
f正 是 出 主黨 塞
姆 森入 胡 天
大 漠 孤 燈 直
長 河 ;在 日 國
爺 闖 進候 騎
岩F i正 在 黨 然
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to the provinces again， this time to take charge of the preliminary examina­
tions in the South. Another of Wang's friends and sponsors， P'ei Yao­
ch'ing， posted Wang back to the central government， but probably because 
of his assocÏations with Chang Chiu-ling， he heId a post that was low for 
one of his age and background. From 742 until 7 5 5 ，  when the capital feIl 
to the rebel army， Wang held a succession of such posts， perhaps no more 
than sinecures. During the 740S and early 7 50s the poet probably spent most 
of his time at his 的tate， e�joying the fellowship of his many friends and 
writing poems for them on how his gates were always c10sed to visitors. 

Like many other officials left behind in Hsüan-tsung's unseemly fl ight 
from Ch'ang-an， Wang Wei feIl captive to An Lu-shan's army and was 
given the undesired honor of an office in the rebeI government. Wang is 
said to have tried desperateIy to avoid complicity with the rebeIs by taking 
drugs to simulate incapacitating sickness. When the capitals were retaken， 
he was imprisoned by T'ang forces on the charge of treason. Convenient旬，
Wang Wei's brother Wang Chin was then serving in the Bureau ofJustice 
and managed to have the charges against his brother dropped : the extenu­
ating evidence was a poem that Wang had given to P' ei Ti while imprisoned 
by the rebeIs， a poem that obliqueIy expressed the poet's loyalty to the 
T'ang house (06149). Beyond this short expression of distress-and the 
motives for its fabrication after the fact are overwheIming-Wang Wei's 
poetic silence on the An Lu-shan RebeIlion is remarkable. The fact that 
Wang spent most of the rebeIlion in An Lu-shan's prison is sufficient to 
explain why he never wrote vehement attacks on the rebeI occupation as 
Tu Fu did， but his silence after his release is perhaps best explained by the 
proprieties of poetic topic that Wang Wei usuaIly foIlowed : the rebeIlion 
and its devastation simply would not come to mind in the kind of private 
meditation and social exchange that dominated his last poems. 

Restored to good position in the central government by Su-tsung， 
Wang Wei heId a series of high posts until his death， probably in 76 1 .  
During h i s  last years Wang i s  said to  ha  ve become increasingly devout a s  a 
Buddhist Iayman， leading an austere and simple Iife .  His last great poems 
have a quality aII their own : even Wang's masterful descriptive powers 
were abandoned， and there remained a starkness of style that avoided any 
hint of artful cra丘.

Villa on Chung-nan Mountain 

ln middle age 1 grew truly to love the Way， 
Now la仗， my home lies at South Mountain's edge. 
When the mood comes， 1 always go alone， 
1 know all about its wonders， without motive， alone. 
l'll walk to the place where the waters end 

終 南 學j 章

中 4\ 頓 好 這
曉 東 舟 山 陸
與 來每 獨往
用事 事 空 白 長，
行 至，) 水 窮 處
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Or sit and watch times when the clouds rise. 
Maybe I' l l run into an old man of the woods一
We'll laugh， chat， no hour that we have to be home. 

[05968) 
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坐 看 雲 起 H幸
偶 然 值林 史
談 笑 且在 遠 期

A concem with time appeared powerfully in  Wang Wei's later poetry. 
Various aspects of spontaneous action were measured against actions 
planned or done with fixed purpose and fixed times. Wang's interest in the 
organization of space， which can be seen in “Crossing the Yellow River 
to Ch'ing-ho，" became an analogous interest in the organization of time 
by will and hidden motives. The paradoxical “goal of spontaneity" 
appeared in an equally paradoxical art that sought to be artless. 

Another aspect of Wang's concern with time was his interest in Iife 
changes， usually as part of a process of renunciation and growing freedom. 
More than most poets， Wang Wei saw his own life and those of others as 
p rocesses of becoming. From his early years he foresaw the deepening wis­
dow， reIigiousness， and abandonment of worldly ties in old age， and the 
poet fulfi lled his prophecy for himseIf. The opening of the preceding poem 
is a variation on a set opening trope that recurs through Wang's poetry : 

Now， late in life， 1 love only stillness， 
The affairs of the world touch not my heart. 

[05922) 

In  my youth understanding was shallow， 
Drove myself to study to grasp profit， fame. 

Now in winter's clarity 1 see the far mountains， 
Massed snows， a frozen blue-green 
And sparkling whi仗， emerge from eastern forests， 
Stirring in me desire to leave this world. 

[05786) 

Late 1 learned that pure and true law， 
Daily grow more distant from the crowds of men. 

[05 84 I )  

M Y youth is not worth speaking of一
1 saw the Way when years were already long. 

[05842) 

晚年 惟 好 靜
態 事 不 關 心

少 年 城 事 ;主
張 學 子 名 -;f'J

清 冬 見 遠 山
積 雪 槌聲翠
皓 然 也 東 林
吾吾 4Vt 會 意

晚賽。 清 j乎1里
日 典 人 4 正主

少 年 不 足言
吉先 進年 已 長 .

Wang had seen similar processes in the lives of others as early as his Chi­
chou exile (05 8 5 3-54) .  The lament for passing youth and hair growing 
white had Iittle place in Wang Wei's poetry : for him old age was a visionary 
state， and in his private poetry he ceIebrated each stage by which i t  drew 
nearer. 
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It is diffìcult to know which poets were considered the greatest con­
temporaries by K'ai-yüan and T'ien-pao readers. Critical and prefactory 
tropes such as "the most famous of the age" were applied generously to a 
wide range of indisputably minor poets， and even when these laudatory 
evaluations are not mere politeness， they involve more disturbing unknowns 
such as “precisely when" and “to what audience ."  The K'ai-yüan and T'ien時
pao clearly had no stable canon of contemporary writers， but a few figures 
stood out， most notably Wang Wei and Wang Ch'ang-ling. Particularly 
in the last decade of his 1ife and the two decades following his death， Wang 
Wei has a strong claim to having been considered the greatest poet of the 
day. His late prestige with the imperial family was surely one factor in the 
admiration ofhis younger contemporaries， but he was also the central social 
fìgure in the world of poetry ; his acquaintance with other contemporary 
poets was broad and his influence tremendous﹒ The capital poets of the lat­
er eighth century reused and misused the style he perfected until it became 
tedious. Gradually， in the last decades of the later eighth century， interest 
in other K'ai-yüan and T'ien-pao poets， such as Wang Ch'ang-ling and Li 
Po， began to challenge Wang Wei's dominance， and when the great Mid­
T'ang writers reevaluated their High T'ang past， Li PO and Tu Fu were 
raised to the pre-eminence they have held ever since. Wang Wei came to 
be ranked just below Li and Tu， and though he was occasionally criticized 
and his position challenged， his reputation remained relatively stable， with 
none of the fluctuations in popularity that other High T'ang poets suffered. 

Wang Wei's collected works were presented to the throne in 763 in 
an edition prepared by his brother Wang Chin， then minister. Wang Chin 
claimed that the collection represented only a small proportion of Wang 
W ei' s entire output， the greater part of which had been lost in the rebellion. 
The presence of an authorized edition in the imperial library so soon after 
the poet's death is one factor responsible for the relative stabi1ity of the text. 
Textual problems do exist， but these are minimal in comparison to the col­
lections of some other poets， like Meng Hao-jan. A few interpolations have 
been identifi ed， but on the whole， Wang's collection is a secure one. 

The image of Wang Wei that has endured since the T'ang has been of 
a meditative poet， a private poet， and a lan 
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out o f  a base o f Early T'ang exile poetry， but h e  also could boldly modify 
elements of the Ch 'u-tz 'u for a new kind of poetry in the exile tradition 
The poet who concealed interior processes of thought and emotion beneath 
a descriptive surface also hid the theme of exile beneath the description of 
a shamanistic performance near Chi-chou. The modeI was the "Nine Songs" 
of the Ch'恥仗'u : the accepted interpretation of these poems in the T'ang 
was that Ch'位 Yüan had composed them as revisions ofpopular shamanis­
tic performances he had seen in his exile. When Wang Wei wrote such a 
poem， it carried a siIent literary-historical conte泣， a tacit assumption of  
the role ofCh 'ü  Yüan in h i s  unjust exile. The two songs are not  veiled satire 
or metaphorical complaints ; rather， they evoke exile out of the famous 
poetry of the past. 

Second Song for the Worship of the Goddess at 
Y位 Mountain : “Bidding the Goddess Farewell" 

In a swirl they come forward and bow 
there bef ore the hall， 

Eyes fì lled with love-longing 
toward the sacred mats like jade. 

She came but did not speak， 
Her will was not made known， 

And She is the evening rain， 
makes the empty mountains somber. 

The pipes grieve in shrillness， 
Flurried strings throb with longing， 
The carriage of the goddess 

is about to turn majestically. 
In a flash clouds draw back， 

the rain ceases， 
And green stand the mountains 

amid water's splashing flow. 
[05906) 

魚 山 才中 女 祠 歌 二 首之二
i是才中 曲

#;1 進 并 兮 堂 前

目 卷 卷 兮 � ;主

永 不 言吾 兮 全 不 傳

作 萃 的 兮 悠 空 山

是 是 管
思 繁 絃
畫 之 駕 兮 儼 欲 旋

條 雲 枚 兮 雨 歇

山 青 青 兮 水 源 i是

In this case， the use of Ch 'u-tz 'u  meter echoes specific source texts， but 
Wang also foIIowed in the footsteps of Sung Chih-wen by using Ch 'u-tz'u 
meter for personal poetry.4 But Wang complicated the expressiveIy emo­
tional mode associated with the meter， forcing it to work at curious cross­
purposes to the quiet surface of the poems. 

A Song on Gazing at Chung-nan Mountain : 
For Hsü of the Secretariat 

One evening you came out 
fro m the Secretariat， 

Sad how affàirs in this world of dust 
go so often awry. 

贈 徐 中 會 草 終 舟 山 歌

咦， 下 兮 紫 徵

f長 塵 事 兮 多 直是
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Y ou halted your horse 
by a two-trunked sãla tree， 

Gazed on green mountains， 
did not go home﹒ 

[05902] 

W酬g Wei 

駐 馬 兮雙 樹

宴 會 山 兮 不 歸

In much of Wang Wei's poetry there is a law of repression : the uni­
versal feeling of homesickness， the literary historical context of grief in 
exile， or the modal associations of a meter will tell the reader that some 
deeper significance or intense emotion lies beneath the poem's placid sur­
face. The song above and other seemingly simple poems are fed by the 
energy of that repression. 

In addition to Ch'u-tz'u meter， Wang Wei experimented with the six­
character line (06 1 25-3 1 )  and achieved perhaps the greatest success of any 
Chinese poet in that awkward meter. On at least one occasion Wang fol-
lowed T'ao Ch'ien's characteristic use of the tetrasyllabic line， for associ- -
ations of simple primitive dignity (05772) .  

Beyond metrical experimentation， Wang Wei possessed a wider the­
matic and stylistic range than any T'ang poet before him， perhaps wider 
than any earlier Chinese poet. He could treat border themes anå the semi­
erotic themes of palace poetry with genius (05776-80). In the tradition of 
temple visiting poems， Wang sometimes followed his Early T'ang pre­
decessors， but he also used the abstruse terminology of Buddhism in several 
poems (05796， 05798-呵， 05760一缸 ， 0603 8) and demonstrated a Buddhist 
learning far greater than any of his immediate predecessors. He could write 
playfully joking poems， including a semicolloquial piece that may represent 
an attempt at dialect poetry (05 805) .  In short， Wang Wei was a High T'ang 
poet not only in developing a truly individual poetic voice， but also in his 
degree of mastery over traditional poems and in his powers of innovation. 

Wang Wei's most significant contribution to the development of a 
genre probably lay in his treatment of the quatrain. All literary forms are， 
to some degree， oriented toward closure; regulated verse (仰-shih) is a par­
tial exception because so much of the reader's attention is directed to the 
aesthetics of the middle couplets. But of all genres， the quatrain had always 
been the most dependent on closure for success. Wang Wei could use the 
pointed， epigrammatic closure of the Early T'ang quatrain， though he pre­
ferred the imagistic closure that was popular in the High T' ang (e. g . ，  06075) .  
But Wang also developed another form of closure that carried the quatrain 
even farther away from epigram : Wang's quatrains often ended in enig­
matic understatement 
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expectations， and Wang Wei manipulated those expectations， teasing the 
reader to look for profundity beneath a mask of simplicity. The distrust of 
surfac白， the disjunction between appearance and reality， and the hidden­
ness of meaning had not been prominent features of the poetry of the pre­
ceding two and a half centuries : court poetry was a poet叮 of surf aces­
what was said was indeed what was meant. Court poetry's metaphors per­
mitted easy substitutions-the court for Heaven， courtiers for immortals. 

The rule of repression in the realm of emotional response became a 
rule ofhiddenness in the cognitive realm. The hiddenness of truth did have 
deep roots in the philosophical tradition ; in contrast to the West， in the Chi­
nese tradition truth usually lay not behind a mask of orphic complexity but 
rather behind a mask of guileless simplicity. To draw on this philosophical 
tradi位on was to alter entirely the way in which poetry was read : what was 
said was no longer necessarily all 也at was meant， and the surface mood 
might not be the real mood. Particularly in the Wang Stream Collection， we 
find poems that are visually complete but intellectually incomplete， which 
tease the reader to decipher some hidden truth.5  

Rapids by the Luan Trees 

The moaning of wind in autumn rain， 
Swift water trickling over stones. 
Leaping waves strike one another一
A white egret startles up. comes down again. 

[06090] 

專 家 潮

諷諷秋 雨 中
:龍 :全石 油 渴
跳放 自 桐 ，且
台 � t-使下

Even in less enigmatic quatrains， there is ofi:en a strange uncertainty about 
the ful1 significance ofWa嗯's flat statements. 

Look Down from the High Terrace : Seeing 
Off Reminder Li 

1 say goodbye. looking down from this high terrace 
Where stream and plain stretch in endless distances. 
At sunset the birds return in flight 
And travelers go on and away， never ceasing. 

[06108] 

能 禹 臺 i是 黎 拾遺

4目 進 臨 禹 臺
川 原 脊何極
目 J. 飛 � lt
行 人 去 不 息

The reader knows that the movements of men and birds constitute a ground 
for comparison， but there is no clue whether the travelers are like the birds， 
moving off to where they belong， or unlike the homing birds， moving on 
and on in the constant toil of human life. At the time of composition， the 
circumstances of occasion may have provided the clue， but the popularity 
of the poem in later centuries suggests that the relationship was more inter­
esting in uncertainty. The poem signals "analogy" to the reader and then 
blocks the reader from defining the analogy. 
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Wang Wei's pubIic poetry was not always mere graciousness， nor was 
it always written to command. In a poem to encourage the emperor to 
perform the state sacrifìces on Mount Hua (05 8 30) ，  Wang wrote in a style 
entirely different than his court poetry or his reclusive poetry. He began 
by praising the mountain in cosmic terms and modulated to the theme of 
imperial glory with a pubIic dignity more characteristic of Tu Fu or Han 
Y位 than the manner usually associated with Wang Wei. If Wang's incli­
nation to private experience was a more fertile source for his poetry， his 
public values were also strong， and the genuine conflict between them gave 
real force to Wang's gestures of renunciation. 

Conflict generated natural pressures on structural conventions and 
proprieties such as unity of response. Even in the High T'ang a shift of re­
solution midway through the course of a poem was unusual ; it occurs in ^ 
Wang Wei as the enactment of conflict between public and private values， 
between family obligation and the desire to withdraw. 

Offhand Composition 111 

At day's evening 1 see the T'ai-hang 此10untains.
í fali into brooding that 1 cannot go. 
"Well， tell me then， w hy is that so ?" 
The web of the world has snared me. 
My little sister grows taller each day， 
My brothers have not yet married， 
The family's poor， my salary low， 
And our savings， not what they once were 
So often 1 have longed to fly away， 
But 1 hesitated， looked back again. 
The site of Sun Teng's Whistling Terrace， 
Still out there somewhere among pine and bamboo. 
No， I 'm not all that far from it一
Old friends are already on their way. 
Daily the stains of desire fade away， 
Meditation's stillness grows daily more firm. 
Suddenly 1 resolve to go ! 
Why wait till my years are approaching their end ? 

[05 86 1 ) 
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The value conflict between social obligation and private inclinations 
to freedom were as much a part of the intellectual interests of the age as 
they were a central concem of Wang Wei. But in Wang Wei's poetry this 
conflict is part of a much larger pattem of renunciation. lt is not simply a 
stable state of con日ict : there is a primary value， usually a social one， and 
the dominant movement is one of negation. This central act of negation 
occurs in Iiterary terms， in intellectual terms， and in terms of the poet's 
self-lmage. 
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The literary gesture 0 f negation lay i n renouncing those kinds of  po­
etry associated with public social life and the court . In the work of many 
other High T'ang poets the same impulse took the form of an antithetical 
moveme肘， finding in eccentricity a conscious violation of poetic decorum 
and restraint. Li PO and a wide number of minor poets chose this path of 
oppo弓ition in gestures of wild spontaneity， but in Wang Wei's casc， the 
movement was one of negation rather than antithesis.6 Wang's character­
istic eremitic poetry is austere， written in a language stripped of omament， 
a language ofbasic words (05980) : 

The river flows out beyond Heaven and Earth， 
The mountain's color， between Being and Nonbeing. 

江 流 天 地外
山 色 有 無 中

In contrast to poets like L i Po， 就rang Wei had been deeply trained in 
the craft and rhetoric of court poetry. Wang was unable to  oppose the 
feigned wonder and excitement of court poetry with a show of spontane­
ous wonder and excitement ; instead， Wang opposed the danger of falseness 
of feeling by its true negation-absence of èeling. If genuine feeling is to 
be present， i t  must be hidden， only implied， spared the manipulative selι 
consciousness implicit in oveït expression. 

The restraint and stylistic control of the court poet's training appeared 
clearly in Wang Wei's best personal poetry， particularly in his descriptive 
art. But Wang used that control against the tradition it grew out of， against  
artifice. 

Returning to Mount Sung 

A c1ear stream lined by long tracts of brush， 
There horse and coach go rumbling away. 
The flowing waters seem to have purpose， 
And birds of evening join to turn home. 
Grass-grown walls look down on an ancient ford ， 
As setting sunlight fills the autumn mountains， 
And 銜， far beneath the heights of Mount Sung， 
1 return and c10se my gate . 

[05969l 

錄 嵩 山 作

清 川 帶 長 薄
車 、馬 去 閃 閃
流 水益。 有 意
義 禽相 與 建
荒 城 臨 古 波
落 日 滿 秋 山
迢i違 背自 高 干
歸 來且 閉 關

Return was one ofthe most compelling themes in the poetry of Wang Wei 
and that of his contemporaries， retum to what is basic and natural. High 
T'ang poets knew the place they were leaving in their various "returns"­
the artificial world of capital society with its dangers， frustrations， and hu­
miliations， 的 well as its poetry. However， the goals of their “returns，" their 
definitions of "the natural，" were often quite di在erent.

In Wang Wei's poetry the bbject of a return was USl叫Iy a form of still­
ness and inaction : the poet chose to cut himself off from the world rather 
than to show his disdain for society's decorum by acting as he pleased. 
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W;mg Wei's version offreedom was a “freedom from" rather than a "free­
dom to ."  As in the preceding poem， return to stiIlness was often indicated 
in the closure of a poem by a gesture that symbo1ized renuncÏation of hu­
man society and the end of discourse-shutting a gate : 

In eastern marshes， the beauty of spring's plants， 
In deep sorrow 1 shut my wicker gate. 

[05970] 

And he who is still-tell me why it is so 
That his briar gate is closed in broad daylight ? 

[05976] 

東 早 春 草 色
惆 悵捲學 2年

t手才智 亦 何 事
荊 扉 乘 章 開

Shutting a gate is simply one of many final gesturcs of renuncÏation in Wang 
Wei's poetry. It  may be a refusal to go home， thereby rejecting the socÏal 
structure of time (05968 ; 0598 1 ) ;  sometimes it is an explicitly Buddhist 
gesture towards asceticism and self-negation : 

At sunset by the curve of a deserted pool 
1 sit in meditation， mastering 

the poison dragon of passion. 
[059581 

If you would learn escape from sickness and old age， 
For you there is only the discipline of Non-Life. 

[05987] 

薄 暮 空 淳 曲
安 禪 學l 毒 龍

欲長。 除是為
惟 有 學無生

The Buddhist aIlegory "Climbing Pien-chüeh Temple刊 登 辨 覺 寺 il­
lustrates the progress of the soul from the iIIusion of the physical world to 
the extinction of seIf in Nirvana. The beauty of the temple landscape serves 
only to draw the deluded soul onward along the right path : it is the “City 
of I1Iusion" of Buddhist parable， a hoIlow thing of outward sensual attrac­
tion that entices the weary and unenlightened soul towards enlightenment. 

A bamboo path leads through the First Stage 
Where the City of Illusion appears from Lotus Peak 
Up in its windows all Ch'u is encompassed， 
Abovc its forests Nine Rivers Iies level. 
Pliant grasses accepted for sitting in meditation， 
Tall pines echo with sutra chanting. 
Then dwelling in void， beyond the Clouds of Law， 
Obscrve the World， attain Non-Life. 

(0596 1 ) 

竹 徑 失 手。 他
蓮 率 出 化.lJä.
熄 中 三 楚重
林上九江平
辛棄 草 永 3i..坐
長 �Ä 響 't�
空 居 法 雲 外
觀世得無 生

The visuaIly present landscape of a temple-visiting poem is superimposed 
on an aIlegorical landscape， structured to lead the passive soul to transcen­
dence. Lured up the mountain by the iIlusory natural and architectural beau­
ty， the soul attains a vantage point that disorders its habitual perspective. 
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Grasses yield sofi:Iy to the contemplative body as the soul and the eyes of 
the poem are drawn upward with the sounds of sutra chanting， past the 
pines and cIouds， past the final stage of the Clouds of Law (Dharma)， to 
transcendence. And in the notion that the beauty of temple and landscape 
exist only to overcome the iIlusion of beauty， we fìnd an emblem for a rig­
orous poetic crafi: that exists to overcome craft .  

As  a progress to silence， isolation， or nothingness， the poem is an act 
of regression， a retum. But the poem need not regress as far as these anterior 
st泌的 of Chinese cosmogony. A poem might retum only as far as  some 
earIier kind of poetry-regression ofIanguage (05 8 37)-or to some primal 
activity such as farming (05797). One of the most intcrcsting of such poems 
moves back to both the primal activity， farming， and to the primal poetry， 
the ritual hymns of Chou in the Shih-ching. The poem echoed is Sllih 290， 
which begins : 

They clear away grass， clear away bush的，
In their plowing the earth is laid open， 
A thousand pairs of plowmen turn up roots 
In the marshes， on the path-banks. 
Here the master， here the eide哎，
Here the younger sons， their children， 
Here strong helpers， here the servants 
In multitudes eating in the fields. 
The men think lovingly on their wives， 
The wives rely upon their husbands. 
And sharp are their ploughshares 
As they set to work on the south acres 

我 艾 我 持
其 耕 澤 澤
千 稱 其 耘
{且 限 但由全
f委 主 侯 伯
候 豆 侯 祿
f要 建 f要 以
有 兮 其 鎚
忍 娟 其持
有 依 其 士
有 略其 才B
lk 裁 南 欽

Wang Wei uses this vision of primitive agrarian harmony in his character­
isticaIly enigmatic fashion : 

An Evening Under Newly Cleared Skies 

Under clearing skies the plains stretch broad， 
No dirt in the air as far as eyes sec. 
A city gate looks down upon a ford， 
Village trees reach to the mouth of a stream. 
Silvery waters bright beyond the fields， 
Green peaks emerge behind near mountains. 
These are farming months-no one takes their ease， 
AII the family is at work on the south acres. 

[058451 

乎有 E青 晚 �
析 ，青 原 野 廣
極 目 無 氣 垢
郭 門 臨 波頭
村 樹 達 2真 口
白 水 明 白 外
碧 率 也 山 t支
農 月 無 間 人
傾 家 事 晶 晶久

Wang Wei's poem begins in stiIlness and cIarity as the eye moves over the 
static reIationships of the landscape and out to the edge of its broadened 
field of vision. In this stiIl and harmonious world emptied of movement 
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and human presence， Wang Wei shifts abruptly in closure to mankind， 
which is “not at ease." Though not at ea仗， mankind has its own harmony， 
doing what is proper in the season. I t  i s  a strange poem and lists the business 
of humanity as yet another “item" in the tranquil landscape. The natural 
is identified with the primal， and rnankind is put in its proper place， in the 
ancient and eternal labors offarming. 

After renouncing the complexities of capital society and its poetry， 
the poet “ retums" to a primal， natural state-to the stilIness behind a closed 
door or to the religious stilIness of enlightenment or to the primitive world 
of earlier poetry. Sometimes a poem wiII end in action， as in the preceding _ 
poem， or even in the eccentric version of the natural that was favored by 
Wang's contemporaries-but such natural action must come from a ground 
of stilIness. 

Dwelling in Ease at Wang Stream : To P'ei Ti 

Chill mountains growing ever more azure， 
Autumn waters daily rush by. 
I lean on a staff outside m y wicker ga仗，
Face to the wind， hear cicadas of evening. 
A t the river crossing the last of setting sun， 
A lone column of smoke rises 丘om a village. 
Once again 1 meet old Chieh-yü drunk， 
And we sing crazy songs bef ore the five willows. 

[059 I 41 

銅 川 問 Jð 贈 裴 秀 才 造

寒 山 轉 茗、萃
秋 水 日 落 j是
倚 校 學 門 外
陣風聽 *- 埠
波頭 餘 且在 日
竣 呈 上 孤 燈
復值 1嘉興 眉宇
狂 歌 五科F 前

Chieh-yü was the legendary “madman of Ch'u，" the representative exam­
ple of the eccentric whose seeming madness concealed true wisdom. Five 
wilIows echoes the “Master ofFive WilIow丸" a fictional biography by T'ao 
Ch'ien describing the ideal recluse. As the preceding poem integrated hu­
man activity into the natural world， here the stilI and tranquil scene reduces 
wild madness to a gentle and decorous lunacy in the landscape. 

On an intelIectual level the act of negation in Wang Wei's poetry was 
inextricably bound up with Wang Wei's Buddhism. Many critics have 
pointed out Wang's obsessive use of terms like k 'ung 空 (“emptiness，" “the
Void，" Sunyata， “in vain") that have meaning both in the secular poetic 
tradition and in Buddhist thought. Wang knew at least a few sutras welI， 
drew terms from them， and alIuded to them. But no matter how devout a 
Buddhist， Wang Wei was a poet and not a Buddhist thinker ; religion played 
a significant role in his poetry， but the poetic tradition and the concept of 
poetry it presumed excluded the possibility of a truly religious or devo­
tional poetry. Not until the early ninth century did the scope of poetry 
broaden enough to admit a discursive and meditative treatment of religious 
values ; this can be found in some of the poems of PO Chü-yi . But for a 
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body of poetry whose primary orientation was religious， one must go out­
side the secular poetic tradition to the collections of Han-shan and Wang 
Fan-chih. 

A third theme developed out of the twin themes of negation and re­
tum : this was unselfconsciousness. In one form it involved a negation of 
the will that projected into the future and manipulated it. Or in social terms 
it  was a negation of motivated behavior， of treating one's fellow man in 
such a way as to advance or confìrm one's social position. 

Unselfconsciousness and its opposition to social privilege appear clearly 
in the closing of the following poem. The closure uses two allusions to the 
Taoist text Lieh-tzu. The fìrst story concem.s Lao-tzu's rebuke to Yang Chu 
for allowing himself to appear so grand that others paid him deference. 
Yang Chu mended his ways， and when he retumed to the inn where he had 
been staying， the innkeeper and guests， previously respectful， now ignored 
him and even squabbled to take possession of the mat he was sitting on. The 
second story tells of a man who was fond of seagulls， and when he would 
visit them on the shore， they approached him without fear. His father then 
urged him to trap them by taking advantage oftheir trust， but the next time 
the man returned to the shore-this time with a motive-the gulls sensed 
it and Hed. 

Written after Long Rains at My ViIla by 現1ang Stream 

Long rains in deserted fore喲，
smoking fì res burn slowly ，  

Steaming greens， boiling mill前， the men 
take their meals on the eastern acreage. 

Over the mists of watery fields 
a white egret flies. 

In the shade of a summer wood 
a yellow oriole warbling. 

Here in the mountains practice stillne蹈，
watch flowers that bloom for a day， 

Beneath the pines fast in purity 
and harvest dewy mallows. 

An old man of wilderness long ago ceased 
squabbling for the mat， 

So why should the seagulls ever 
suspect him any more ? 

[06072] 

積 兩 車!可 川 莊 作

積 為 空 林燈 火 i是

� -i 炊 $. ff.J 求 這

;其 溪 水 田 飛 台 鷺

陰 陰 夏 本司轉 黃 鸝

山 中 習 靜 觀 朝 種

私 下 清 苦H時 露葵

野 史 與 人 爭 席 罷

海 鷗何事 更相 提

The theme of unselfconsciousness appeared early in Wang Wei's po­
etry in a poem on T'ao Ch'ien's “Peach Blossom Spring，" from the year 
7 17 (05880). Wang reinterpreted the story in the retelling， emphasizing the 
unselfconsciousness of the fìsherman when he found the utopian village. 
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But once the fi sherman was received by the viIlagers and had settled for 
the night， verbs of thinking， longing， planning， and remembering fi I1ed the 
poem. Once the fìsherman "wanted" to go home and “wanted" to return 
to Peach Blossom Spring again， of course he was unable to fi nd the way. 
Wang Wei's reinterpretation of the fable was the fi rst of a long series of 
poems retelling the story in later centuries. 

Negation of wiIl is related to the negation of self， a theme with both -
Taoist and Buddhist dimensions. In much of his descriptive poetry， the 
speaking poet became an eye passing over the landscape and isolating signi-
fi cant elem凹的. As in any literary form， the disappearance of the poetic 
artificer was an unattainable goal : Wang Wei's powerful organizing con­
sciousness mediated between the world seen and the representation. But 
that manipulative consciousness tried to negate -its presence by hiding from 
the surface of the poem， and by creating enigma to thwart the reader's im­
pulse to fi nd simple meaning. The conventions of poetic structure de­
manded personal response in the closure : Wang Wei would often give his 
“response" in a gesture of renunciation， a response that denied further re-
sponse， further acts， or further emotions. 

Such quintcsscntially ncgative gcsturcs may not be true for the greater 
part of Wang Wei's poetry， but they do appear in most of the poems for 
which Wang was later admired， poems that embodied his poetic identity. 
Often Wang described a world of 0旬的s in static relationships or harmo­
nious movement and then， at the end， positioned himself in that world 
(05982) : 

A fire on shore， a lone boat spending the nig恤，
Fishermen's houses， there evening birds return 
Vast and empty， heaven and earth grow dark­
The heart is as calm as thc broad stream. 

洋 火孤 舟 宿
漁 家 7 鳥 ì!
寂 麥 天 地 *­
心 與 廣 川 問

Thcse lines work through traditional poetic associations : the single fire of 
the boatmen suggests loneliness ; the return of the birds caIls to mind per­
sonal return and homesickness ; the sunset evokes melacholy. In “Crossing 
the YeIlow River to Ch'ing-ho，" the poet structured the visual scenes dra­
maticaIly to create an interior narrative. In this poem， written also on the 
journey to Chi-chou， the poet tried to overcome the interiority of the scene 
by the 0句ective eye that reduced these fragments of the wor1d and 加 own
conciousness (hsin 心 “heart"/“mind") to a series of "items" in the calm 
scene. The consciousness moves through the world with the steadiness of 
the riv缸， passing things and not fi xing on them. 

Wang Wei's independence and originality did not preclude a base of 
Early T'ang convention in much of his work. How close he stands to 
seventh-century compositional technique can be appreciated only by con-
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trast to a later T'ang treatment. To cite one telling cxample， aftcr a poem 
in praise of the capital region， Wang closed with a shift to the figure ofSsu­
ma Hsiang-ju， 也e Hanfu writer， excluded from the delights of capital so­
cicty and sick in Mao-ling， near the capitaL 

Sightseeing on a Winter Day 

1 walked forth from thc city's eastern gate 
And let my gaze sweep a thousand miles. 
Green mountains stretched behind azure fores郎，
The crimson sun was a ball on the level land. 
North of the Wei， sight sped to Han-tan， 
And to East of the Passes， out of Han-ku. 
A thousand directions converge on the land of Ch‘in， 
Satraps of the Nine Regions come to court. 
As the cock crows in Hsien-yang City， 
Caps and awnings go on in succession. 
The minister visits the nobili句，
Lords banquet the royal chamberlain. 
Now Hsiang-ju is old and sick 
And returns alone to Mao-ling for night. 

[05 8291 

冬 日 游 覽

步 出 lIi. 泉 門
或 騁 千 里 目
青 山 核蒼林
赤 日 團 干 陸
i育.:H:. 走 嘟郭
開 車L 出 函 -e.
泰 地為 方 會
求 朝 九 州 牧
鶴 鳴 咸 陽 中
忍 蓋 相 追 逐
丞相 且是少H:美
-l -h 錢光祿
相 如 方 是 要有
獨 締 茂 綾 宿

The poem i s  a High T'ang transformation o f the scvcnth-ccntury song on 
the capital， best represented by Lu Chao-lin's "Ch'ang-an : 如←yi" (02762) 
and by Lo Pin-wang's “The Impcrial Capital" (04 1 48 ) . 7  The closing sh的
from the glory of the capital rcgion to the figure of the suffering outsider 
was an irresistible instinct of Early T'ang poetic convention. Lu Chao-lin's 
poem had closed with Yang Hsiung， the Han intellectual who had become 
the medieval exemplary rccluse ; Lo Pin-wang's poem closed with Chia 
Yi， the Han political writer whose talents were unappreciated. The struc呵
tural convention was compell ing ; Wang Wei asserted his identity through 
the conventions of closure， through his choice of Ssu-ma Hsiang寸u as the 
out耐er and emblem for l世訂lself. Hsia時弋ju was the Han fi gure who would 
most strongly represent the true poet. 

About a century later Li Shang-yin echoed the closing of the poem 
above (and of another poem by Wang， 06026) in a quatrain in which he， 
like Wang Wei， 的sumed the role ofSsu-ma Hsiang-ju  

T 0 Secretary Ling-hu 

From Mount Sung's c1ouds， from thc trccs ofCh'in， 
long have 1 dwelt apart. 

A carp-form letter-case came from afar， 
in it a single letter. 

寄 令 狐 郎 中

島 雲 泰樹久雛居

雙 .i.r 迢迢一 紙 會
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Oh， ask no more of those who once were 
guests in the garden of Liang一

At Mao-ling in the autumn rain， 
sick Hsiang寸u.

[29160] 

Wang Weí 

休 間 接 國 舊 賓 客

武 陵秋 雨 為 相 如

The pathos in the figure ofthe outsider was achieved in the Early T' ang 
poems by an abrupt closing shifi: away from a lengthy praise of the capital's 
delights. Wang Wei may have abbreviated the rhetorical praise of the capi­
tal， but the technique was essentially the same. Li Shang-yin was able to 
concentrate on the figure in isolation and to represent the intense pathos of 
his condition without a long rhetorical contrast. The conventional antithesis 
of joyful communality survives only as an echo， 的 Ssu-ma Hsiang-ju's 
former happiness as a "guest in the Garden of Liang." Indeed， the antithe­
ticaljoy survives only as something “not to be spoken of，" and that negative 
imperative points to the isolated poet for whom memory is pain. The struc­
tural convention of Early T'ang poetry had not disappeared entirely， but 
it had been transformed almost beyond recognition. 

Among the m句or High T'ang poets， only Tu Fu surpassed Wang Wei 
in the seriousness of his use of the literary past .8 Wang's use of early poetry 
has already been seen in the closure of his poems on renunciation and re­
turn. Despite his conscious primitivism in echoing the Shíh-chíng and Ch'枷
佑'u ， Wang generally avoided the ethical fu-ku associations of those early 
poems. From the tradition of the pentasyllabic shíh， Wang often borrowed 
elements from the poetry ofTs'ao Chih， Pao Chao， Hsieh Ling-yün， Hsieh 
T'iao， and YÜ Hsin. But no poet or group of poems exerted as powerful 
an appeal for Wang as the poetry ofT'ao Ch'ien. 

During the centuries that followed his death， T'ao Ch'ien's influence 
was slight. Poets echoed lines and phrases from his work， but he was not 
considered a major poet. The Chin History classified him as an exemplary 
recluse rather than as  a man of letters， while Chung Jung's 鍾 嶸 Shih-p ' in
詩 品 ranked his work only in the second level of excellence. But T'ao's 
poetry was particularly well represented in the Wen-hsiian， which may have 
been one factor in his increasing popularity during the eighth century. The 
m句or exception to sixth-century and seventh-century indi能rence to T'ao 
was the Early T'ang poet Wang Chi 王 希 : few poets were as exclusively 
devoted to a single predecessor as Wang Chi was to T'ao Ch'i凹， but even 
in that case T'ao served primarily as a model of personality rather than as 
a true literary model. The T'ao Ch'ien revival that took pl 
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T'ang taste， but in part it also seems that the T'ao Ch'ien persona was merely 
fashionable. If  the note dating Wang Wei's “Peach Blossom Spring" to 
7 17 is correct， then that poem was one of the earliest monuments to the 
new interest in T'ao Ch'ien. Wang Wei and Ch'u Kuang-hsi were the poets 
most strongly under T'ao's spell， and it  was probably from them that in­
terest spread to other members of their circle. 

At times Wang Wei simply imitated T'ao Ch'ien's style， as in one of 
his “0丘hand Compositions" (05 862 ) ，  written specifically in T'ao's praise. 
However， the more serious use of T'ao's poetry lay in integrating T'ao's 
casual simplicity with the sophistication and craft of the eighth-century 
capital poet. This Wang Wei accomplished to perfection， and the two 
antithetical voices seem to mergeas one. 

To P'ei Ti 曾 裴 十 迪 、

The scenery is lovely in the evening of the d呵，
As here with you I write new poems 
And， calm， gaze into the distant sky， 
Our chins resting on ourju-yi staffs. 
The spring wind stirs all the plants， 
Orchid and iris grow by m y hedge. 
Through a haze the sun warms the bed chamber 
And a farmer comes to bring me word : 
Joyously spring returns to the marshes， 
Watcrs rise， full and churning， by thc banks . 
And though peach and plum haven't blossomed， 
Buds and leaflings fi ll their branches. 
Sir， get your walking stick ready to go home一
I tell you， it's time for farming soon. 

[05797J 

風 景 日 夕 位
與 君 賦 新詩
浩 然 t;; 遠 空
如 意 方 文 關
春 風 動 百 萃
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曖 曖 日 月友 問
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欣 欣 春ii.車
浩 浩 水 生 被
桃 李 雖 永 閃
英 等 ;為 其 校
請 君 理 還 策
教 告 將 農 時

Some of the echoes ofT'ao's poetry here are identifiable textual references， 
while others are simply turns of phrase. Wang Wei's fascination with T'ao's 
manner did not lead to subordination to the older poet : T'ao's characteris­
tic celebration of the free and joyful self must be tied to the order of the 
natural world， the scene at hand that was the central concern of court poet's 
descriptive art. T'ao might describe an agrarian scene， but the primary em­
phasis lay on the poet. The High T'ang poet cannot resist halting the move­
ment ofthe poem now and again to focus on some picturesque， static scene. 
The thematic development is also Wang Wei's own- from poetry to con­
templative stillness to natural action. 

Wang Wei's first line would remind every educated reader of the 
seventh line of T'ao's “Drinking Wine : V" : “Mountain air is lovely in the 
evening of the day" 山 氧 日 夕 佐 . Later， when Wang Wei speaks of his 
hedge， the reader must think back to T'ao Ch'ien's famous hedge in the 
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的h line of the same poem. Wang has orchid and iris growing by his hed詐，
whilc T'ao "picks chrysanthemums" by his. But T'ao docs not lack orchid 
and iris : in poem XVII of the "Drinking Wine" 的肘， they grow in his 
front yard. To ensure that his readers hear T'ao Ch'ien's famous hedge 
echoing behind his own， Wang uses the personal pronoun IV。 我， “my."
During the age of court poetry， personal pronouns had been gradually 
driven from poetic diction， but T'ao used them often. In the hands of a 
T'ang poet， an informal pronoun like wo suggested “natural language" and 
a certain archaic directness. The second line of Wang's poem echoes the 
second poem ofT'ao's “Moving House" series : 

In spring and autumn are many lovely days， 
I c1imb a high place and write new poems. 

春 秋 多 位 日
登 高 賦新詩

One could continue to  extract fragments of T'ao Ch'ien's work from 
the remainder of Wang Wei's poem， but our primary concern is with the 
significance of these echoes. Wang Wei's poem is a fine work with its own 
integrity and not simply a pastiche of phrases from T'ao Ch'ien. Their func­
tion is essentially modal : as the 如-:feng carried with it implicit messages of 
politica! concern and moral rectitude， so the sty!e of T'ao Ch'ien possessed 
an aura of honest simplicity and basic agrarian values. On the one hand， 
Wang Wei is not making allusion to the full contexts of specific poems by 
T'ao ; on the other hand， he is not simply repeating the T'ao Ch'ien manner 
as Wang Chi did. Rather， Wang Wei is using the T'ao Ch'ien mode to 
give an added dimension to a poem that also carries his own personal voice. 

Of those now considered major High T'ang poets， 嗎Tang Wei was 
not only the most prominent in his own time， he was also the earliest to 
attain prominence. Meng Hao寸an was an older poet， and a few ofhis better 
works antedate the early 720S when Wang Wei began to produce m司jor
poetry. But Wang Wei early became an influential figure in capital poetry， 
while Meng Hao寸an was at best considered an interesting provincial with 
a moderate gift for poetry. When Meng Hao寸an met Wang Wei in the 
capital in approximately 734， Wang Wei was the estab!ished poet. Meng's 
chronological priority has tempted at least one critic to see the influence of 
Meng upon Wang Wei's work， but if there was much interchange， the in­
fluence would probably have gone in the other direction. Wang Wei was 
socially superior and better known ; writing to Wang， Meng paid him the 
most telling gesture of deference : he wrote in Wang Wei's distinctive po­
etic voice and not his own. 9 

Other hints in the two collections tend to confirm Wang's poetic， if 
not chronological， priority ; for instance， on his journey to Chi-chou in the 
early 72肘， Wang wrote (05 846) : 



Wang Wei 

1 n a strange land， cut off from companions ， 
A lone wanderer grows closer to his servant boy. 

5 1 

他 鄉 絕 侮 ig
孤 客 觀 佳 僕

I t  is highly unlikely that Wang would have known Meng Hao-jan's poetry 
at this stage. In an undatable poem by Meng， but a poem presumed to be 
from his later years， we read (07795) :  

Gradually 1 grow farther from flesh and-blood 
And become ever closer to my servant boy . 

漸 I!- 骨 肉 速
轉於 偉僕貌，

One line is clearly borrowed from the oth缸， and we can be reasonabl y 
certain that it was Meng who borrowed from Wang. Meng Hao-jan is the 
greatest of Wang's early contemporaries， but the scope of Wang's work 
is broader， his style more clearly individual， his intellectual COncems more 
serious， and the quality of his work consistently greater than that of Meng 
Hao-jan. 

High T'ang writers usually thought of contemporary poetry in terms 
of couplets rather than whole poems. Wang Wei was a master of the paralJel 
couplet. The distinctive aspects of his couplet art were imitated : geomet­
rical balance of forms， plain words for grand scenes; an unmatched clarity 
and restraint. Even when his couplets are in the general style of his lesser 
contemporaries， he was the superior craftsman. When he wrote of Wang 
Wei's a泣， Tu Fu spoke ofhis couplets ( I I 5 77) : 

Most known， those fine couplets that fill thc cntirc world. 最傳 秀 句 寰 區 滿

The individual aspects of his couplet style were one of Wang's m吋or
contributions to T'ang poetry : he replaced the dense， ingenious couplets 
ofEarly T'ang poetry with a purity and simplicity of style that was extreme­
ly compelling.  He stripped away the visual complexities of what he called 
"the realm of vision" (yen-chieh Qtt 界 0603 5 ) ， leaving a world of simple 
forms and elements Ìn meaningful relationships. But the purity and simpli­
city ofhis style waS not the spontaneous "natural language" that other poets 
sought : though it opposed the artifice of poetic craft， it was itself a highly 
sophisticated manifestation of that same craft. In  this we have the emblem 
of the paradox that echoes in every aspect of Wang Wei ' s  poetry-the 
craft that tries to overcome cra益， the artifi.ce of simplicity. Later critics saw 
only the simplicity， the poet of nature and rec1usion ; but in his own time 
he was， in the words of a friend， “ofthis age， the master craftsman of poetry" 
當 代 詩 區 (06 1 99) .
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The First Genera tion 

Capital Poets of the K 'ai-yüan 

Wang Wei 's liberation from the more restrictive aspects of Early T 'ang 
poetics was not an isolated phenomenon ; he was one member of a whole 
new generation of poets who passed the metropolitan examination in the 
720S and early 730s. Many of these men became close friends， and their 
extensive poem exchanges mark th� spread of poetry as a normal part of 
social intercourse among officials of the central government and the great 
fam泌的 of the capital. The term poet here is a misnomer of convenience : 
poetry was an activity practiced and enjoyed by many members of the 
capital elite， and those men we call “capital poets" were simply the most 
famous， the most interested， and the most capable in this pursuit. Drawn 
together by their poetic avocation， these men formed a more closely knit 
group within the larger realm of capital society. Furthermore， 的 poetry
was still considered a means for an outsider to win recognition in the 
capital， it is not surprising to find several provincials in this group : these 
men had conformed to capital taste and had been accepted for their poetic 
accom plishments. 

The primary bond between these men was social. 1 Though they 
shared certain poetic interests and aesthetic values， they espoused no alle­
giance to an individual master or theory of poetry and were far from the 
true “ literary groups" that began in the ninth century. The shared elements 
of their poetics were subordinate to their friendship and position in capital 
society. Several came from the great capital families， and all had ties with 
those families. Many were associated with Chang Chiu-ling's government 
and had to leave the capital in 737 when Chang fell. Few ever achieved 
high political offi凹， with the notable exception of Wang Wei in his last 
years. 

The preferred themes of these poets were quietism and reclusion ; 
their preferred gen吭 pent的llabic regul批d verse. As might be expected， 
occaslOnal poetry was most common， and they preferred a relatively un­
ornamented style， but one more elegant than Wang Wei at his most austere. 

5 2  
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They also shared with Wang Wei an interest in the rough sincerity of T'ao 
Ch'ien. However， these characteristics are far from universal ; among the 
capital poets were acknowledged masters of the heptasyllabic song and 
quatrain : Ts'ui Hao， Li Ch'i， and Wang Ch'ang-ling. 

What gives the capital poets their loose coherence as a group is the 
contrast to those of their contemporaries who developed poetic voices 
in relative isolation. Those outsiders lacked the capital poets' common bond 
of literary training and constant exercise of their art in the demanding 
circles of the capital elite. As a result， the outsiders ofÎ:en developed strongly 
individual styles. For example， the southeasterner Ts'ui Kuo-fu spent much 
of his life in the capital， but had little contact with the capital poets. This 
social separateness is reflected in the idiosyncracy of his poetry， much of 
which assumes the self-conscious pose of the southeasterner .  Kao Shih and 
Li PO are the most famous of the true outsiders : they developed entirely 
individual poetic idioms in the K 'ai-yüan with virtually no contact with 
capital poets. 

Between the capital poets and these true outsiders were a number of 
poets with tangential relation to the capital group. Meng Hao寸an is the 
most prominent. Meng developed as a poet early， in the relative isolation 
of his native Hsiang-yang， and he never resided in the capital for any 
extended period of time. His poetic interests， however， were consonant 
with those of the capital poets， his contacts with them were frequent， and 
he received support and encouragement from them. Ch'ang Chien repre­
sents another kind of poet on the f ringes of the capital group. Unlike Meng 
Hao-jan， Ch'ang Chien probably did learn poetry in the company of the 
young intellectuals of the capital : he passed the metropolitan examination 
in 727 when the new K 'ai-yüan style was being perfected. But Ch'ang 
spent the rest of his life in provincial posts， largely cut off from poetic 
intercourse with his contemporaries. Thus， we fi nd in his work a basis of 
capital convention， but developed in a highly personal way. 

The capital poets formed their social ties and shared poetic interests 
during the K 'ai-yüan Reign (7 1 3 -4 1 ) ，  but their work continued through 
the T 'ien-pao (742-5 5 )  and， in many cas郎， later. lndeed， many were at 
the height of their poetic powers during the T 'ien-pao. Early in the T'ien­
pao， however， interest in new kinds of poetry began to appear in some 
circles 
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established masters， both capital poets and outsiders. Their various responses 
to their talented predecessors defined the second generation of the High 
T 'ang. 

Wang Wei， Wang Ch'ang-ling， Ch'u Kuang-l凹， Lu Hsiang， and 
Ts'ui Hao formed the core of the fìrst generation of capital poets. As m司or
figures with independent poetic identities， Wang Wei and Wang Ch'ang­
ling are treated separately. Of the lesser poets， Ch'u Kuang-hsi was the 
most independent ; though much of his work was conventional， he 
developed an individual poetic voice in one kind of poetry : bucolic in the 
tradition of T 'ao Ch 'ien. The other capital poets are best distinguished not 
by strong poetic identities but by interest and excellence in certain themes 
and subgenres. They spoke the collective voice of the group and the age， 
and the characteristics of genre and subgenre were far stronger than the 
characteristics of the individual poet. The style of a parting poem by Ts'ui 
Hao wi11 be far closer to a parting poem by Lu Hsiang than to one ofTs'ui 
Hao's heptasyllabic songs. 

K 'ai-yüan readers and critics honored genius in the performance of 
convention as much as  they honored originality. Later readers honored 
individuality， a coherent poetic identity that they could perceive through 
a poet's work. As a result， whatever their contemporary reputations， poets 
with individual voices have generally survived better than masters of the 
shared style. During the K 溢-yüan， Lu Hsiang and Ch'u Kuang-hsi probably 
enjoyed equal fame ; Ch'u， the more individual poet， has a large corpus 
of poems extant ; Lu has only twenty-eight poems， including several of 
doubtful attribution. 

Lu Hsiang 直 象 can be taken as representative of many capital poets 
of the K 'ai-yüan :  admired and influential in his own time， today he has 
been virtually forgotten. Lu became acquainted with Wang Wei as early 
as  7 19  or 720， and the two men served together in the Chang Chiu-ling 
government. Lu was also one of Meng Hao-jan's earliest admirers and 
supporters. 

In the Ho-yüeh ying-ling chi Yin Fan praised Lu Hsiang' s poetry highly 
(though without the superlatives accorded to some other poets) : his work 
was "decorous but not flat， possessing the grand style， attaining the manner 
of the Kuo-f eng [in the Shih-ching] . "  2 Yin Fa的 modal categories of style 
are diflicult to define， but the description of Lu's style represents one aspect 
of the shared capital poetics， "Decorous" ( ya) is the antithesis of “low" 
。u 1谷
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A preface to Lu Hsiang's works b y the great Mid-T 'ang writer Liu 
yιhsi IJ 禹 錫 suggests that Lu was still admired early in the ninth century.4 
But during the course of the ninth century， Lu's poetry was forgotten， 
and like so many other capital poets of the K 'ai-y位an， he did not fì gure 
prominently in the great anthologies of the Early Sung. Lu Hsiang's few 
extant poems reveal not only the mastery for which he was admired but 
also the Iack of strong poetic personality that caused his works to be for­
gotten. 

With Wang Wei's "Stopping by Recluse Ts'ui's 
Forest Pavilion" 

Hidden by bamboo hear now and again 
a well-pulley turning， 

But at his window see only 
webs of spiders. 

Our host rests ever aloo( 
and does not plead sickness一

In a circling wall of tangled growth 
one aging man of learning. 

[057321 

同 王 維 過 崔 處 士林 亭

映 竹 時 閉 轉 緩緩

當 窗 只 見 均可 蜘 蛛

主 人 非 為 常 高 趴

環 主者 蒙 籠 一 是 儒

The occasional works of the K 'ai-yüan capital poets had deep roots in 
court poetry and the occasional poetry of the Early T 'ang. PIay on the 
contrary evidence of presence and absence， which appears in the first 
couplet of this poem， passed from court poetry into the conventions of 
High T 'ang poems on visiting recIuses. Ts'ui Hsing-tsung ，  at one time 
Ommissioner of the Right and himseIf capable of gracious court poetry 
(e.g . ，  06195) ，  had been living in retirement for ten years when this poem 
was written. Lu's poem is one of a series of quatrains by Wang Wei， Wang 
Chin， P'ei Ti， and Ts'ui himself， aIl treating different aspects of recIusion. 
Ts'ui's social status is unknown ; he may weII have been one of the great 
Ts'ui cIan of the capital， living a life of leisure in his “rustic" viIIa. What­
ever Ts'ui's rank， this is a social poem that possesses aII the gracious courtesy 
of a court poem or formal occasional poem of Chung-tsung's  reign. What 
has changed are the values， and these have indeed been dramaticaIly 
inverted. Instead of receiving praise as an immortal who dwelIs among 
the stars， this kind host receives praise for his rusticity and the integrity 
of the recIuse. (Ts'ui does not even stoop to the mendacity of a polite 
fiction， unwiIling to offú the conventional excuse of ilIness for refusing 
to serve.) 

Tsu Yung 祖詠 was another early member of the capital group， a 
cIose friend of Wang Wei and a cIient of Chang Yüeh. Tsu passed the 
metropolitan examination in 724 or 72 5 ，  then heId several minor offices 
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bef ore retiring to private life .  The forty-six poems that constitute Tsu 
Yung's survlvmg corpus are primarily occasional pieces in pentasylIabic 
regulated verse. Like Lu Hsiang， Tsu lacks a strong poetic personality， 
but in Tsu's case Yin Fan notes the deficiency， a lack of “impelling spirit" 
or “energy" (cll ' i 氣) ， for which Tsu compensated by an excelIent “tone" 
(tiao 詞) . In e能ct， this means grace and competence without identity : 
“energy" was strongly associated with force of personality manifest in 
poems. 

Changes in values， new poetic devices， and a new aesthetic sensibility 
marked the capital poets' departure from Early T 'ang poetics， but still 
the continuities were strong， and nowhere stronger than in the very con­
ception of poetry. Like court poetry， capital poetry was a social phe­
nomenon， learned by practice and poetic exchange. Poets of later ages 
also folIowed contemporary trends， but they saw their work in the context 
of the entire poetic past. The poetic past defined the materials with which 
they worked ; it was an i mmense vocabulary of moods， styles， and them郎，
each with strong literary historical dimensions. One image could evoke 
Tu Fu ; another turn of phrase could caII to mind PO Chü-yi. 

To thc capital poets of the K 'ai可yüan， the compositions of friends 
more perfectly defined poetry than any private experience of the literary 
past ; the need to speak the shared poetic language far transcended any 
desire for personal innovation or a “return to antiquity. "  T 'ao Ch'ien 
was deeply admired， but he was not the towering fi gure of genius that 
Tu Fu was to become for later poets. As in court poetry， there existed a 
body of themes， antitheses， stylistic devic白， and structural patterns that 
enabled a competent practicioner to produce 目前肘， attractive poems. We 
find this conventional fluency throughout the T 'ang， but from the later 
eighth century onward， elements of conventional styles were sorted into 
literary historical "sets，" each with strong associations of a given period 
or a given poet. In this way inescapable echoes of past poetry gradualIy 
permeated aII levels of the poetic language. Though the K 'ai-yüan possessed 
a wide range of subgeneric "sets，" there were only two important period 
sets-those of the ku手ng and court poetry-and one set associated with an 
individual poet-T 'ao Ch'ien. The shared style of the lesser capital poets 
showed as little sense of literary history as it  did of individuation. As Lu's 
Hsiang's p 

Thc Su Family Villa 

Y our villa lies in a secluded spot， where 
Whenever 1 come， reclusion fi lls my heart. 

錶 氏 J1'J �會

利 曹 居 幽處
到 永 生 處 心
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The South Mountains face its doors and windows， 
The Feng's waters reAect its gardens and groves. 
Its roof， covered by snows through the winter， 
Its yard， darkened by shade bef ore evening. 
In the empty sti1lness beyond the realm of men 
1 sit in peace， listen to the birds of spring. 

(06270) 
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高 山 當 戶 捕
;豐 水 映 圓 林
產 覆 經 冬 雪
庭 昏 永 夕 陰
寥 寥 人 境 外
開 坐 聽 春 會

If the capital poets' conception of the nature of poetry remained close 
to that of the Early T 'ang， their aesthetic values were changing as quickly 
as their intellectual values. Tsu Yung's most famous poem was "Looking 
at the Last of the Snow on Chung-nan Mountain" .  The occasion for the 
poem has been preserved in an anecdote that provides a fascinating glimpse 
of the conflict between High T 'ang aesthetÌcs and the aesthetics of formal 
poetry from the Early T'ang : 

An important official gave out the topic for composition， "Looking at the Last of 
the Snow on Chung-nan Mountain." Tsu Yung wrote ﹒ 

The northside ridge of Chung-nan rises grandly， 
Drifts of snow at the edge of drifting c1ouds. 
Beyond the woods the color of c1ear sky bright， 
And in the city， increasing the evening cold. 

[0629 I j  

終 南 陰 街 秀
積 雪 浮 雲 端
林表明 察 色
域 中 t曾 慧 寒

When these four Iines were received by the official， someone rebuked Tsu Yung， 
and he answered， “That's all 1 had to say." 5 

The "rebuke" may have been because the set topic required eight lin的，
or perhaps because Tsu ended a quatrain with a parallel couplet. Tsu's 
reply， “ That's all 1 had to say" ( yi-chin 意 盡 ， “meaning exhausted，" ‘ ' in­
tention exhausted")，  suggests two di是rent things : either the poet's in­
spiration had failed him midway through the poem (“That's all 1 could 
say") or that he had made his point (“That's what 1 had to say"). A set 
topic from an important official， perhaps an examiner， required the for­
mality of court poetry， and according to those rhetorical rules， Tsu Yung's 
quatrain was a grotesquely deformed thing. Tsu's closure with a roughly 
parallel couplet gave a strong sense of incompleteness， as though he had 
stopped speaking in the middle of a sentence. The only possible explanation 
was that the poet was incapable of continuing一“That's all 1 could say. " 
On the other hand， in the context of the new aesthetics of the capital poets， 
“ the point has been made"一“That's what 1 had to say . "  The same in­
completeness makes the closure suggestive， and the growing chill in the 
city takes on a mysterious significance. 6  

Tsu Yung's ambiguous ieply admits his failure before the formal 
demands of composition to a set topic ; a t  the same time it ridicules the 
man who rebuked him for his failure to understand the beauty of the qua-
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train. The aesthetic sensibility of the High T 'ang was to prove victorious 
in later ages， and the deformed fragment that earned Tsu Yung a rebuke 
was to become a minor classic. 

Though no more individual than Lu Hsiang or Tsu Yung， Chi-wu 
Ch'ien J.珠 港 was perhaps the fmest stylist among the minor figures. 
Twenty-six of his poems survive， including some of dubious authenticity. 
With his sharp ear for fine couplets and the subtleties of style， Yin Fan 
praised Chi-wu Ch'ien as the finest poet from the middle Yangtze region 
in many centuries. The regional boundaries of Yin Fan's praise were prob­
ably a device to accord Chi-wu superlative praise among many other 
superlative poets. lndeed， the best of Chi-wu Ch'ien's poetry shows the 
heights to which the shared， virtually anonymous style of the capital poets 
could rise. 

Sailing on Jo-yeh Creek in Spring 

Seclusion on my mind never ceasing， 
From here I'll follow whatever 1 meet : 
Evening breezes blow my moving boat 
On a path offlowers into the creek mouth. 
At night's edge 1 turn with the westem ravine， 
Across mountains gaze on the Southern Dipper. 
Mist over pools flies billowing， rolling， 
And the moon of the forest lowers behind me. 
Life's problems and deeds have swollen now to flood， 
My wish-to grow old， my fì shing pole in hand. 

[064 171 

春 泛著 耳F 主島

. 意 無� 絕
此 去 隨 所 偈
曉 風 吹 行 舟
�t J各 入 進 口
際 夜轉 通 告E
R有 山 草 舟 斗
潭 經 飛 溶溶
林 月 11\;， 向 後
生 事 旦 瀰 j曼
廠 為持 竿 史

This is the oldest thematic pattern in Chinese landscape poetry : the poet 
moves through the landscape， attaining enlightenment or understanding 
the futility of public life. Here Chi-wu Ch'ien handles the traditional 
formuIa without deviation， amplifying it  perfectly in the tripartite form. 
Nevertheless， the poem is unmistakably a creation ofthe K 'ai-yüan capital 

poets. From Wang Wei's “ Peach Blossom Spring" (05880) Chi-wu Ch'ien 

borrowed impersonal narration to emphasize passivity， an� the theme of 
Peach Blossom Spring lies only thinly veiled beneath the. surface of line 

four. However， i�stead of a stable utopian community， Chi-wu Ch'ien 

continues on the water， crossing the boundary into night， and facing the 
billowing mists that are an el11 blem of the fl ux of the world， the “swelling 

flood." The resolution comes in the image of the fi sherman，  who like 

the “Fisherman" of the Ch 'u-tz'u， moves with the processes of change and 
craves no iIIusory stability. 

The stylistic sophistication of the capital poets can be seen in the 
contrast between this poem and Chang Chiu-ling's roughly contemporary 
“Climbing a Tall Building on an Autumn Evening" (pp. 2 5-26). Though 
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Chang's visual itinerary is a physical journey in Chi-wu Ch'ien's poem， 
the themes of the two poems are remarkably similar. But Chang Chiu­
ling's poem seems heavy， discontinuous， and old-fashioned compared to 
Chi-wu Ch'ien's poem : Chang's style evoked a seriousness that had a 
special appeal to T 'ang readers， but the fluid unity in Chi-wu Ch'ien repre­
sented a more sophisticated， if less personal art. 

Lu Hsiang， Tsu Yung， and Chi-wu Ch'ien were only three of many 
poets writing in the shared style， only a handful of whose works are extant. 
They included a number of Wang's ， Ts'ui's， 就Tei's， and P'ei's .  Among 
the銬， P'ei Ti 裴 迫 deserves brief mention. P'ei was Wang Wei's closest 
friend and his coIlaborator. Apart from his twenty quatrains in the Wang 
Stream Collection， less than ten of P'ei's poems are extant. These include 
three interesting temple-visiting poems (0血 肉， 06 166， 06 167) ， but none 
show the quality of the 防'ang Stream Collection poems. There P'ei was 
scarcely distinguishable from Wang Wei， even in the technique of enig­
matic ， understated closure. 

Striped Apricot Lodge 

Far; far Striped Apricot Lodge， 
Each day 1 c1imb there more often. 
South Ridge and North Lake一
1 look ahead， then 1 look behind. 

[06 17 1 1  

文 杏館

迢迢文杏會官
員再 攀 日 已 屢
街 為 與;� 湖
前 看 彼 回 顧

Wang's individual voice grew out o f  the shared style o f  capital poetry， 
and the appeal ófhis work was such that other poets easily feIl into Wang's 
personal variation of the style， especiaIly when writing with him. This 
was a natural phenomenon when a minor poet wrote with a major one， 
but P' ei's half of the Wang Stream Collection is remarkable in the perfection 
of his unconscious assimilation to Wang Wei's style. Some critics have 
found p'ei's quatrains inferi肘， but this may be no more than an expectation 
of genius from Wang and mediocrity from p'ei. In fact， the quatrains are 
so perfectly matched that the coIlection proceeds with superIative ease， 
without the least di哇junctive note. 

The occasional and eremitic poems above represent the norm of 
capital poetry. Only Wang Wei achieved greatness through this mode ; 
the bland fluidity of the shared style became in Wang Wei's poetry the 
austere veil for an inteIlectual passion. However， variation from the norm 
usuaIly produced more interesting poetry. On the one hand， outsiders 
like Meng Hao寸an and Ch'ang Chien created a more vital and compelling 
nature poetry than that of the， capital poets. On the other hand， poets like 
Wang Ch'ang-ling and Li Ch'i remained within the social sphere of capital 
poetry but experimented with new topics and modes. Ts'ui Hao， one of 
the earIiest members of the group， transformed the heptasyIlabic song of 
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the Early T 'ang to suit the new High T 'ang sense of aesthetics. And Ch'u 
Kuang-hsi， the most individual poet of the group apart from the two 
Wangs， created his own rugged bucolic poetry on the model ofT'ao Ch'ien. 

崔 顯
TS'UI HAO 

Ts'ui Hao began his  career as  a court poet， serving with Wang Wei in the 
court of Li Fan in the late 7 I OS or early 720S. The two poets were linked 
as the rising stars of poetry in the 72os. Ts'ui Hao may or may not have 
been connected with the great Ts'ui clan of the capital， but he assumed 
the role of the dissolute young nobleman， both in his poetry and-if we 
can believe the anecdotes told about him-in his behavior. He shocked 
eighth-century society by marrying and divorcing a number of wives in 
close succession. He was also reputed to have offended Li Yung ， one 
of the grand old men of letters in the K'ai-yüan and the son of the 胏'en­
hsüan scholar Li Shan 李 善 poems were often presented at introductions， 
and Ts'ui Hao 0任ered up to Li  Yung a poem using a female persona. The 
horrified Li Yung refused to see Ts'山， saymg， “ This child lacks all man­
ners." True or not， the anecdote reveals the essential decorum of T'ang 
occasional poetry. Ts'ui Hao's violation of manners did not lie in writing 
such poetry， but in presenting it to a distinguished personage. Furthermore， 
Ts'ui could hardly have been unaware of this decorum， and the episode 
suggests a prank rather than afaux pas. However unruly Ts'ui's youth may 
have been， Yin Fan claimed that Ts'ui sobered his style in later years. Ts'ui 
died in 7 5 3 ， before the rebellion. 

Though a friend of many poets in the group， Ts'ui Hao had little 
interest in the gracious pentasyllabic poetry of reclusion. Consonant with 
his typological role as the ral仗， Ts'ui preferred yüeh.:fu and the heptasyllabic 
song. Much of his work was essentially conservative， particularly in his 
use of the song style of the first decades of the eighth century ; among these 
are several songs on the splendor of the capital， distinguished by their 
quality if not by their originality (e. g . ，  06225) .  But Ts'ui also composed 
several shorter songs in which he curtailed the form's tendencies toward 
repetitious sentimentality. These short songs link the early-eighth-century 
song to the wilder， more dramatic and imaginative songs of the T 'ien-pao. 
Li PO in particular was attracted by Ts'ui Hao's work. 

These short songs frequently concentrated on a single scene or fragment 
of narrative， and in this they parallel the development of the quatrain 
vignette by other capital poets. 

A Girl on a Stream 

A girl on the stream， 

1月 上 女

川 上女
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Brightly made up this evening ; 
The sun is sinking past green isles 

as she plies the light oars. 
The sandbar long and flowers are full， 

there she turns her boat， 
And with the darkness wa ves are rising， 

winds blast stronger stilL 
She tells herself that Heng-t'ang 

is not so far away 
On the dark green river without companion 

she goes alone this night. 
She goes alone and touching her heart 

is sorrow without end 
[06229J 

6 1  

吭 妝鮮
日 ;在 青 i考試 輕 徘

汀 長 花 ;這 正 i皂船

義 ;f. 5良是三風 轉 緊

自 古 此 去 橫 塘返

綠 江 無 f半 夜 獨 行

獨 行 心 緒 愁 無盡

From Wang Wei's enigmatic closure to  this maidcn's inexplicablc sorrow ， 
the new K'ai-yüan poets explorcd the poetic power of concealment. "A 
Girl on a Stream" belongs directly in  thc tradition of  Liu Hsi-yi's “Son g 
for White Hair ，" and comparison rcveals how much poets had learned in 
the intervening decades. Beside Liu's ear1ier son忌， Ts'ui's song is the essence 
of dramatic conclslon. Liu elaborated each ftuttcring ftower and fading 
beauty as richly as convention and the reader's patience would allow. 
Moreover， every reader knew what a "Song for 就1hite Hair" should say， 
and Liu's song fulfilled their every expectation. Ts'ui's short song is more 
ambiguous and undefined : it begins with a languid southern boating scene， 
but soon develops into an unexpected and uneasy vision of a helpless lady 
in wild and violent surroundings. 

In Ts'ui Hao's longer songs， themes were developed in the Early T'ang 
patte凹， but Ts'ui did add some innovations in the technique of framing. 
For example， a very lovely but conventional meditation on the rise and 
fall of dynasti郎， the wheel of fortune， and youth versus age was given new 
vigor by a highly original fi-ame : a youth meets an old man who recounts 
his lifè as the scion of a great Southern Dynasties clan， how he grew up 
in splendor， endured the collapse ofthe South， and escaped to live in poverty 
(。但27) . Even granting the old man's claim to one hundred and five years， 
the dates do not correlate， and the frame is clearly a fiction . In the poetic 
tradition the theme of the dynastic cycle demanded a symmetrical， almost 
abstract treatmer祉， but Ts'ui's frame reveals a contrary narrative impulse. 
AIso， the elegiac tone of the poem is an early example of the nostalgic 
vision of the Southern Dynasties that developed in the eighth century. 

The strict propriety associating topic ， genre， and subgenre relaxed 
during the first half of the eightÍi century，

-
and the scope of so�e new genres 

like heptasyllabic regulated verse grew dramatically. Ts'ui Hao carried his 
fascination with the unregulated (or loosely regulated) heptasyllabic song 
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toward heptasyllabic regulated verse， writing "Yellow Crane Tower" 
黃 鶴 樓 ， one of the most famous poems of the age. “Yellow Crane Tower" 
begins as an unregulated， heptasyllabic song， then in the third couplet shifts 
to strict regulation. But even in regulation the dominant inspiration is the 
heptasyllabic song style， and the poem is far more reminiscent of Wang 
Po's “ The Tower of  the Prince ofT 'eng" (03444) than of earlier heptasyl­
labic regulated verses. 

The poem is based on an anecdote about a tavern keeper whose 
establishment was frequented by an old man who never paid his bill. The 
tavern keeper never importuned the old man for his deb的， and after half 
a year， the old man came in， took an orange peel， and painted a crane on 
the tavern wall. Whenever the guests of the tavern sang， the crane would 
begin to dance， and the tavern keeper grew rich from the curious customers 
attracted by the prodigy. After ten years the old man returned， summoned 
his crane from the wall， and flew otf into the sky on its back. In commemo­
ration of the event the tavern keeper built Yellow Crane Tower. 

That man of old has already ridden 
white c10uds away， 

And here in this land there remains only 
Yellow Crane Tower. 

The yellow crane， once i t  has gone， 
will never come again， 

But white clouds of a thousand years 
go aimlessly on and on. 

Clear and bright in the sunlit stream 
the trees of Han-yang， 

Springtim的 grasses， lush and gre凹，
all over Parrot Isle. 

S凹's setting， the passes to home一
where can they be ? 

Beside this river of misty waves 
it makes a man sad. 

[062441 

昔 人 已 采 台 愛 去

此 地 空 餘黃 鎮樓

黃 在島 一 去 不 復i皂

白 雪r-t 載 空 悠 悠

啃 川 壓 壓 漢 陽樹

春羊 莘 莘皇島 南島 湖

日 等鄉 關 何處 是

煙 波 江 上 f炙 人 愁

L i  P O  imitated "Yellow Crane Tower" i n  his famous “Climbing 
Phoenix Terrace at Chin-ling" (08569). According to anecdo仗， even the 
supremely confident Li PO fdt depressed at  his inability to equal Ts'ui's 
poem.7 Not only in Ts'ui's own time but in later centuries as well ， this 
poem has held a tremendous appeal for Chinese readers. That appeal can 
be best explained in terms of certain aspects of Chinese aesthetics， an interest 
in a poem's "energy" and mood. Impermanence and change were com­
pelling themes in their own right， constituted of elements found here : the 
irrevocable loss of past magic and wonder， nature's luminous indi是rence
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and continuity， and the utter isolation of the individual. But the "energy" 
of the poem came at  least in part from the generic characteristics. Much 
as Wang Wei used the modal associations of the Ch'u song style， the 
heptasyllabic song style that Ts'ui used here had strong associations of 
authenticity and intensity of emotion. Yet the poem refrains from any 
direct expression of  emotion until the brilliantly understated last line. Li 
Po， for one， could not resist the appeal of Ts'ui's closure and borrowed 
the final hemistich verbatim. Through genre as well as through theme and 
diction， High T'ang poets learned concealment， learned the energy gener­
ated by "seeing through" the text to something deep仗， more complex， 
and often opposite to the surface text. 

借 光羲
CH ' U  KUANG-HSI 

His poetry lies in the traditiOIi of T'ao Ch'i凹 ; his simplicity and directness give 
a sense of the classical style of the Odes. He can take his place beside Wang Wei 
and Meng Hao-jan without embarrassment. [Bibliography of the Ssu-k'u C 1r' üan-s1ru] 

Wang Wei may have been the earliest figure in the T'ao Ch'ien 
revival， and his reinterpretation of T 'ao's poetry may have been the most 
profound， but no High T'ang poet has been more strongly linked to the 
T法o Ch'ien mode than Ch'u Kuang-hsi. Unlike the Early T 'ang poet 
Wang Chi， Ch'u did not try to relive T 'ao in his life and the entire corpus 
ofhis work ; rather， Ch'u's fame rests largely on a small group of superlative 
georgic poems in the T 'ao Ch'ien tradition. Ch'u Kuang-hsi was an im­
portant social figure in capital poetry who knew and corresponded with 
most of the fìrst-generation poets， but in the normative occasional mode 
of capital poetry he was at  best mediocre and at worst awkward. It is prob­
ably extravagant to say that his work can “take its place" beside that of 
Wang and Meng， but in his georgic and bucolic poetry in the tradition of 
T'ao Ch'ien， Ch'u rose briefly to greatness. 

Despite his importance and a large corpus of over two hundred and 
twenty poems， little is known about Ch'u Kuang舟si 's 且在. The bulk of 
his  writings， once compnsmg seventy chüan， has been lost ; there is no 
extensive biography， and the preface to his works by Ku K 'uang is of 
little use. From his own testimony (06472) and that of the " Bibliographical 
T目前ise" in the New T'ang History (under Pao Jung)， we know he was a 
native of Kiangsu.8 Ch'u passed the chin-shih examination in 726， in the 
same year as Ts'ui Kuo-fu and Chi-wu Ch'ien. Although there is no sup­
porting biographical data， he may have been connected with the Chang 
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Chiu-ling government ; this is suggested by his return to Kiangsu in 737 ，  
the year Chang fell from power. 9 Later in the T 'ien-pao， Ch'u held a low­
level position in the censorate， but fell captive to An Lu-shan's forces and was 
compelled to take office by them. After the recapture of the capital， Ch'u 
was imprisoned， then pardoned ; however， as he lacked Wang Wei's im­
portant family connections， his transgressions were not entirely forgiven， 
and he was exiled to K wangtung， where he died. 

Ch'u Kuang-hsi occupied an anomalous position among the capital 
poets. On the one hand， Yin Fan treated him as a representative of south­
eastern poetry in the Tan-yang chi 丹 陽 祟 ， but on the other hand， he was 
one of the many literary southeasterners who came to serve the central 
government during the K 'ai-yüan， and one of a much smaller number 
who became part of the social group of poets around Wang Wei. Ch'u 
was clearly accepted and appreciated by the group， but his work lacked 
the polish of poets born into capital society. Social exigencies demanded 
that Ch'u produce a kind of poetry for which he had little talent， and if the 
resulting occasional poetry is tedious， he should not be judged harshly for 
it. His collection contains many long formal piec白， often dating fro m  
the early 750s : i n  these h e  suffered the double disability ofbeing a mediocre 
practitioner of an already outdated style. Ch'u's “Climbing the Pagoda of 
the Temple of Compassionate Mercy with Several Gentlemen" (06560) ， 
when compared to poems on the same occasion by Tu Fu and Ts'en Shen， 
seems stiff and old-fashioned beside the imaginative vigor of the younger 
poets' T' ien-pao style (pp. 1 77-78). With a few fì ne exceptions， Ch'u 
Kuang-hsi 's regulated verses are no more successful. 

During the eighth century native southeasterners often worked more 
confì dently in the “old style" forms， and there Ch'u found a congenial 
style. 1 0  As the southeastern poet Meng Chiao was to fì nd a receptive 
audience for his "old style" poetry in thefu-ku sentiment of the late eighth 
century， so Ch'u Kuang-hsi found a receptive capital audience through 
the incipient T 'ao Ch'ien revival. His relaxed， often discursive “old style" 
poems made up the greater part of Ch'u's poems anthologized in the Ho­
yüeh ying-ling chi， and signifìcantly， none of his poems were included in 
the Kuo-hsiu chi， an anthology with a marked pref erence for regulated 
forms. The dates of most of these "old style" poems are u 
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回 家 IJp 事 答 t 二 車 象作 回 首 (065 52- 5 5 ) ; and the “Eight Various Respollscs 
to Farm Li缸

，
田 家 給 與 八 首 (06 5 1 5 -22) . The fì nal poem of the last series 

is particularly reminiscent of T 'ao Ch'ien， but the occasional invitation 
in the closure is  characteristic of the T 'ang. 

I've planted over a hundred mulberries， 
1 've planted thirty acres of millet. 
So I 've plenty of food and clothing 
And can now and again meet relatives， friends. 
In summer we have the sesame rice， 
In autumn， chrysanthemum wine. 
My wife shall greet them cheerfully， 
My children know to scurry away. 
Then at sunset we relax in the gard凹，
Under willow and elm's spreading shade. 
Staggering drunk they go home at night， 
As chill winds blow through my window. 
1 gaze on the River of Stars so clear， 
Watch the Dipper rise and sink 
“We've a couple ofjugs not opened yet­
ShaÌÌ we drink them tomorrow morning ?" 

[06522) 

種 1長 百 餘樹
種 -t-三 十 欽
衣 食 饒 有 餘
吟 吟 會親友
夏 來 恭米 飯
秋至 1奇 花 酒
孺 人 喜 i走 進
稚 于 解 越 走
日 義 問 囡 衷
囡 囡 蔭倫柳
面也 前 采 夾錄
;家 風 吹 戶 騰
;青 :是 :直 河 漢
低 昂 看 31:. 斗
ft t 猶 永 開
明 朝 有t 欽 否

Wang Wei's powerful sense of crafi:smanship is entirely absent here ; Ch'u 
feels "none of Wang Wei's temptation to interrupt the easy narrative flow 
with parallel couplets describing static scenes. 1nstead， the narrative impuJse 
is dominant， and the form it takes is vignette. The art of vignet仗， a brief 
sketch of a signifìcant human situation， had assumed an important roJe in 
the works of many capitaJ poets， particularly in the poetry of羽Tang Ch'ang­
Jing， Ts'ui Hao ， and Li Ch'i. But the gifi: for vignette was probably the 
defì ning element of Ch'u Kuang-hsi's genius， and it was applied to diverse 
forms， from the fì rst-person convivial vignette inspired by T '在o Ch'ien， 
to the discursive vignettes on bucolic types， to quatrain vigncttes. 

Like that of T 'ao Ch'ien before him， Ch'u 's poetry possessed a strong 
ethicaJ strain that was a natural part of the poetic philosophy of agrarian 
Taoism. The celebration in the preceding poem was predicated on plenty. 
More commonly an explicit moraJ or philosophical message was included. 
1n the following poem the Buddhist compassion for all living things 叩pears
in the Confucian disguise of Menciusγ‘compassionate heart." 

le
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1
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Farm Life 

Leaves of the cattails daily grow longer， 
Flowers of apricot daily more moist : 
An old farmer has to watch for these­
Crucial not to miss Heaven's seasons. 

田 家 即 事

講 -ît. 日 已 長
杏花 日 已 滋
是 農 要 看 比
音 不 i是天 時
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Greeting the dawn， ! rise to feed my oxen， 
Hitch the pair to plow my eastern fields. 
Earthworms are turned up from the soil， 
And the field crows fly along after me ; 
A flockjoins in， wildly pecking， cawing， 
Sad cries， as though telling of their hunger. 
My heart is filled with compassion， 
1 look on these， for both feel pain. 
So ! give out food to the crows of the field 
And turn home at suns仗， my basket empty. 
My family will chide me more than ever now， 
But this heart of mine will never change. 

[065031 
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逆 反 超 級 牛
雙 % �丹 東 當
蚯 蚓 土 中 出
田 � 隨 我 飛
1軍 合 再L 啄嗓
敬 敬 壘。這飢
我 心 多 側 血色
額 比 兩 傷 是
撥食J!. 田 �
日 .. 空 盤 錄
親戚 炙 手目 誡
我 心 終 不 移

Here vignette approaches verse parable﹒ Though the theme would have 
been alien to T 'ao Ch'ien's poetry， the rustic persona， the style， and numer­
ous verbal echoes all derive from T 'ao.  It is difficult to determine the extent 
to which T'ao Ch'ien's own style was a reaction against the highly ornate 
style of Chin poetry， but in such poems of Ch'u Kuang-hsi there was a 
willful artlessness that went beyond the decorum of simplicity in reclusive 
capital poetry. 

Ch'u's impulse to narrative vignette appeared even more strongly 
in a group of poems on specific bucolic topics : “ The Woodcutter" 樵 父 詞
(06445) ; “ The Herdboy" 牧 童 詞 (06447) ; “ Picking Lotus" 采 逞 詞 (06448) ; 
“ Picking Water Chestnuts" 采 菱 詞 (06449) ; “Shooting Pheasants" 射 雄 詞
(06450) ; and "The Fierce Tiger" �孟 虎 詞 (0645 1 ) . Ch'u showed little interest 
in these rural sc凹的 for themselves ; rath缸， they embodied philosophical 
and moral values . 1 2 

The Fisherman 

The fish of the marsh love singing wate肘，
The fish of the creek love to be higher upstream. 
So now， with no luck at the fish weir， 
He goes down to the isl剖， to sink the hook. 
Tangles of watergrass often block his oars， 
A new growth of reeds conceals his boat. 
Calmly he broods on the course of things， 
Sits at rest， observes floating and sinking. 
His white hair rising with the wind， 
His mind drifting on， af ar with the c1ouds. 
In the surging waves he turns back to far shores， 
With the appointed tide goes down to Ts'ang-chou : 
He goes not as slave to the physica! man， 
His joy is in passive halting， drifting on. 

[064461 

i祖 父 詞

澤 魚 是于 喝 水
澆 魚好 土 流
浪 累 不 得 意
下 i者清 委 鈞
亂 .ft ß幸 功臣 構
革時 蘆 復 開車 舟
靜言 是E 終始
安 坐 看 j尤 浮
素 受 隨風4昏
迷心 J!. 雲 益t
逆浪速拯 浦
信 漸 下 滄 州
且� ).\ .f1句 形 役
所 看且 在 行 休
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Throughout the poem are terms that refer both to the physical scene and 
to abstract concepts : “自oating and sinking，" “halting， drifting on" are 
antithetical pairs referring to activity and quiescence， service and private 
life， but they also are part ofthe fi shing scene. The abstract patterns of natural 
principle are incarnate in the rustic scene. Even the philosophical fìsh do 
not follow poetic cOl1vcntion by loving thc "deepcst pool，" but rathcr 
yearn for the “source，"  from stagnant marshes back to ftowing waters 
and from there farther back upstream. 

The heaviness of Ch'u's philosophical treatment may be contrasted 
to the following treatment of the same theme by Ch 'u's contemporary 
Kao Shih. If Ch'u's poem represents an impulse to primitive truth and 
authenticity by artlessness， Kao's song represents the sophistication of the 
High T'ang vignette and its dramatic concealment. 

The Song of the Fisherman 

By twisting shoreline and deep pool 
an old man of the mountains， 

Eyes' movement halted watching the hook， 
the hand does not move. 

Here， a worldly man who seeks to know 
the fisherman's name， 

Asks him， waits long-the old man 
won't open his Iips. 

A rainhat of young bamboo skins， 
a coat of lotus leaves， 

Nothing busying his mind， 
he keeps to the fishing jetty. 

1 suppose that single boat of his 
has no fixed resting place­

Where will he go this evening， 
his fishing pole in hand ? 

[ 1 03 841 

i載 父歌

曲 戶手 i家 潭 一 山 史

駐 眼 看 鉤 不 移 手

世 人欲得壘。姓名

良 久 問 他 不 閉 口

筍 皮 笠 子 荷 繁衣

心 無所 管 守 釣 磯

抖得孤舟無定止

日 』主 持 竿 何 處 歸

The fisherman's complete freedom i s  here embodied in  the poem itself 
rather than in the physical scene observed in the poem. The absolute barrier 
t出ha前t s紀ep戶ar凹at忱es叫the fisherman's 
by the f“IS也he叮rma叩n】's silence : the “wo叮rl岫dl甘y ma叩n" and the e呵qu山ally worldly 
r閃ea吋de位r c臼an only se白e him from outsi釗id世e. There is no communication， no 
attempt to expose a state of mind that cannot be exposed in the limited 
language ofthe world. But ifit cannot be exposed， at least i t  can be indicated 
-by silence and a mask of opaque actions that seem to conceal a truth. 
Both Kao's song and Ch'u's poem close with the fìsherman going off into 
endless movement， movement that symbolizes the passive drifting with 
change advocated by the primal “Fisherman" of the Ch'恥仗'u. Ch'u makes 
the principle explicit ; Kao lacks Ch'u's comfortable omniscience and closes 
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with a question. The reader may guess at the fisherman's nature， but it is 
ultimately unknowable. 

Closely related to Ch'u Kuang-hsi's georgic and bucolic poems are 
his truc 似乎F哼， including poetry on immortals and on the hsien-jen shih­
chih theme. In addition to poems with conventional ku-:.{e/lg titles一“ Imi­
tations of the Ancicnt Style" 效 古 (06483 -84) and " Unclassified Poems" 
給 詩 (0648 5-86)-there are five occasional kuτ{e/lg， “ Visiting Mao Moun­
tain" 遊 芋 山 丘 首 (0647 1 一75 ) ， and most of the “Tcn Poems to Wang Wei's 
‘0的land Compositions ' "  (06504- 1 3 ) .  

Ch'u's ku-舜Ilg are less distinctive than his georgic and bucolic poetry， 
but in most of his occasional poetry， Ch'u's personality fades entirely into 
the collective style of the capital poets. The control and narrative unity 
of the vignettes is lost in a babble of disparate voices. 

6日

泛 茅 山 東 海

清 晨 登仙 冬
冬 遂行 永極
江 海 雪 初 景
草 木令惡有 色
而 我 任 夭 手。
此時車， 動 息
草 鄉 台 雲 襄
f賣掉清 湯 側
bf自 生 深 山
無心 自 負 直

Drifting on East Creek of Mao Mountain 

In c1ear dawn 1 c1imbed an immortaJ's peak. 
The peak was far， my journey did not reach its end. 
Lake and river lay c1ear in the new light， 
Grasses and trees were filled with fresh color. 
And 1 gave myself to Heaven這 harmony，
Now moving， now halting as 1 pleased， 
And gazed at my home among white c1ouds， 
Or set oars in movement beside c1ear creeks. 
Pinc and cypress grow deep in the mountains， 
Unconsciously their natures are straight and true. 

[064691 

The poem is not a bad one， but it is a pastiche of styles and betrays a Iack 
of a controlling poetic identity. In Chinese the first couplet has a compelling 
energy， but it  probably derives from an even better opening by Meng Hao­
jan (06469) : 

At dawn 1 wandered to visit a famous mountain， 
The mountain was far， set in blue mists of sky. 

Both couplets derive from Hsieh Ling-yün's ( Wh 2 5 . 3 5a) : 

朝 益tl書 名 山
山 i是在 空 翠

抄秋等 遠 山
山 進 行 不 i是

At autumn's end 1 sought a famous mountain， 
The mountain was far， 1 couldn't get ciose to it. 

陶 潛任 天 真

The third couplet echoes Wang Wei's (05862) : 

T'ao Ch'ien gave himself to Heaven's purity. 

And Ch'u's c10sure echoes the c10sure of a Sung Chih-wen poem on a 
pine tree (03 1 8 9) :  

一 生 白 孤 直Its whole Iife long， a nature straight and alone. 
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Priority is uncertain in the parallel lines by Meng and Wang， and cven 
if they are borrowings， it does not demean Ch'u's poem : this was a natural 
part of T 'ang compositional technique. However， they do represent a 
pastiche of styles， successfully joined， but not unified by an individual voicc. 
Ch'u opened with the energetic discursiveness of Meng Hao-jan at his 
best， continued with a stiff descriptive couplet followed by thc “spon­
taneo間

，
style associated with T 'ao Ch'ien， and c10sed with a touch of 

似乎ng. Sometimcs， as he凹， 0印 succeeded in using the voices of others 
(e .g . ，  0663 2)，  but nowhere outside of his georgic and bucolic poetry did 
he retain a fully individual poetic voice. 

Ch'u's greatest success in the shared style of the capital poets was in 
the quatrain. There he could apply his gift for vignette， with a result quite 
di陡rent from his discursive bucolic vignettes. He evoked scenes from the 
Iife of the capital and the Southeast， and though they are in the shared 
style， they are among the finest of their kind. 

The Roads of Ch'ang-an 

He cracked his whip passing the tavern， 
Robed in fmery， roamed to courtesans' gates， 
And his fortune， a miJJion， gone in a moment， 
His true feelings inside， not even a hint. 

[06648] 

Westward 1 went a thousand miles 
TiJJ evening's blackness grew in cold trees， 
And in darkness 1 heard the songs and the piping， 
And knew that this was the road to Ch'ang-an. 

[06649] 

長 安 這

可鳥 鞭且是 酒 家
核 月民 益 U� 門
百 其 一 時 重
含情無Jf 言

西 行 一 千 里
略軍 色 生 寒 樹
啥 閒 歌 吠 聲
如 是 長安 路

Among the quatrain vignettes were four poems on Wang Chao-chün， 
whose legend was becoming popular among High T'ang poets， When 
Wang Chao-chün became a member of the imperial harem， she failed to 
bribe the court painter Mao Yen-shou， and he took his revenge by mis­
representing her beauty. Misled by Mao's portrait， the emperor neglected 
Wang， but eventually the error was discovered， and she became the em­
peror's favorite. For his crime Mao was banished to Central Asia， where he 
convinced the Great Khan to demand Wang Chao-chün in a treaty of 
marriage alliance with the Han. Reasons of state compelled the emperor 
to part with her. Here versions of the legend diverge : either she drowned 
herself at the river that formed the boundary between the two st泌的， or
she Iived to a ripe and miserable old age in the court of the Khan. Ch'u 
favored the second version ofthe legend . 

Wang Chao-chün (third of four) 明 妃， 曲 四 首之三
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At sunset the wind shakes the sand， 日 摹 費 t)‘ 亂 雪 飛
snow flies wildly， 

Those beside her urge the lady 傍 人 相 勸 易 Il衣
to change her robes of gauze. 

They force her out to the forehaIls 強 求前真正 看 歌 舞
to watch the songs and dances 

And together wait for the Great Khan 共 待 單 于 夜 獵姆
to return from the hunt of night. 

[06660] 

Among his contemporari郎， only Wang Ch'ang-ling surpassed Ch'u Kuang­
hsi in the ability to paint a dramatic， visual scene in swift strokes. We see 
the helpless court lady， robed in frail gauze， shivering in the blizzard， as 
she watches barbaric dancing and awaits the return of the Great Khan with 
his torch-bearing outriders. 

The quatrain vignette was a legacy of “palace poetry，" but the K'ai­
yüan poets perfected the form， adding dramatic energy and stark contrasts. 
The form became immensely popular in the late eighth and ninth centuries， 
but the famous quatrain vignettes of the High T 'ang remained the norm 
for other poets: The success of poets in the quatrain vignette probably 
m日uenced the development of short songs like Ts'ui Hao's “A Girl by a 
Stream" : Ts'ui used the devices of the quatrain一the quick shifts， the un­
expected juxtapositions-to evoke the pathos of a fragile beauty in wild 
and violent surroundings， a figure sinùlar to Chu's Wang Chao-chün in 
the quatrain above. 
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孟浩然

Meng Hao弋Jan

The Freedom Beyond Decorum 

1 love the Master， Meng Hao-jan， 
A 仕ee spirit known the whole world through. 
1n the flush of youth he spurned the cap and carriage， 
And rests now， white-haired with age， among c10uds and pines. 
Drunk in moonlig尬， often "smitten by the sage，" 
Or led astray by flowers he does not serve his lord. 
The highest mountain-how can 1 look to c1imb it ? 
1 can do no more than kneel to his pure fragrance. 

Li Po， 
[08 1 5 3 J  

Searching to  find their values manifest in  human form， poets and readers 
of every age have created heroes ; yet those complex and contradictory 
mortals who are forced into the hero's role inevitably su佐証r simplifi cation 
and distortion at the hands of their greatest admirers. The image of Meng 
Hao-jan that emerges from his own poetry is protean : Meng was a frustrated 
officeseeker， an enthusiastic traveler， a convivial friend， and an easygoing 
country gentleman. He enjoyed the society of intellectuals in the capita l ;  
h e  delighted i n  the gràndeur o f the Southeast's Iandscapes ; and above all 
he loved the provincial life at his family estate near Hsiang-yang，  meeting 
with his many friends and visiting local spots of scenic and historic interest. 
But Li PO and others wanted a proud recluse， a ‘丘ee spirit" who would 
disdain “the cap and carriage" of offi白， an eccentric who would spend his 
days “smitten by the sage" of moderately priced wine. Li Po's poem of 
praise echoes Meng Hao-jan's own poetry throughout， 的 if to prove that 
the figure in the poem is indeed Meng Hao寸an. 1 Ultimately Li's sketch 
is no more than the icon of the eccentric recluse reduced to his essential 

7 1  
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a ttributes ; i t is the pr句ection of Li's own values and those of his age. But 
the reasons for Meng's transformation into a saint of reclusion are as much 
a part of the true face of the poet as his original poetic identity. 

Few reliable facts are known about Me可 Hac←jan's life. Around the 
handf ul of datable events， several scholars have woven travelogue narratives 
from thc evidence of Meng's poems.2 Their labors have amplified the 
meager biographical data， but much remains tentative and uncertain. 
Meng was born around 689， probably into a landowning family of Hsiang­
chou， and spent much of his life on the family estate just southeast of 
Hsiang-yang. Meng loved the region deeply， and later poets and critics 
always associated the locale with Meng. 

Meng Hao寸an was thc eldest of the m句or High T'a時 poets， about 
a decade senior to Wang Wei and Li Po. A few of Meng's poems are 
datable to thc fi rst two decades of the eighth century， and it is clear that 
Mcng developed a personal style in relative isolation from the evolving 
trends in capital poetry. 

Meng Hao-jan could have spent a life of comfortable ease in his 
native Hsiang-yang， but three times he traveled north to the capitals， 
sceking patronage and employment. In 7 1 8  Meng went to the eastern 
capital at Lo-yang， where Hsüan-tsung had taken up tempor.ary residence ; 
lat仗， in 7月 and again in the early 730s， he journeyed to Ch'ang-an， taking 
the chí/l-sllil1 examination on the second of those trips. The attempts to gain 
patronage were failures， and Meng did not pass the examination， but in 
Ch'ang-an Meng made the acquaintance of the major literary fi gurcs of 
the day : Wang Wei， 就Tang Ch'ang-ling， and Chang Chiu-ling. Following 
his sccond trip to Ch'ang-an， and perhaps on other occasions， Meng toured 
the lower Yangtze region， where he wrote some of his fi nest poetry. 

In 7 37， Chang Chiu-ling was demoted to prefect ofChing-chou， south 
of Hsiang-yang， and he invited Meng Hao-jan to join his entourage. 
While Meng had sought a position in the capital government， he seems 
to have been less pleased to serve on the provincial staff of a disgraced 
minister in failing health. III at ease in Chang's service， Meng returned to 
Hsiang-yang in the spring of 738 .  In 740， after a visit from Wang Ch'ang­
ling， Meng died after a long i11ness. From his extant poems it  appears that 
he did other traveling in his life ，  but these journeys cannot be dated. 

The classical formulation of the nature of the Chinese lyric is that 
“poetry artîcu 
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espoused by a single poet. However， “intention" is conditional upon 
psychological realities and particular experiences of the world， and its 
contingency accounts for the contradictory variety of responses that are 
found in the works of a Chinese poet. 

The poetic personality of Meng Hao-jan that emerges behind the 
stereotype of the recluse is evcn more various in its rcspol1ses than the lyric 
norm. The negative impulses in much of Wang Wci's work defined a 
strong and unif ed poetic personality ; Meng Hao弋jan was less obsessed， 
his responses more dependent on h的 mood and the occasion. He was the 
easygoing country gentleman who desired office in the central goverment， 
but not so much that it would seriously upset his disposition. He enjoyed 
visiting landscapes and recluse friends， but not enough to become a true 
recluse himself. He loved his farm at the foot of Hsien Mountain， but not 
so much that he would hold to it with the single-minded determination 
of a T'ao Ch'ien. To his friends in the capital he would be staunch in his 
dedication to literary study and state service (07608) : 

My family ever honored Confucian custom， 

1 labored constantly day and night 
Achieving some skill in poetic composition ， 
But a grown man should establish himself at thirty， 
And 1， alas， have met with no success. 

家 皆 空 儒 風

晝 夜 常 自 強
詞 賦 頗 亦 工
三 十 既 成 立
喔 ，于命 不 i是

On the other hand， when visiting a Buddhist monk， he would conclude 
(07623 ) : 

All my life 1 have yearned for true reclusion， 
Days on end sought wonders beyond this world : 
Here old peasants enter their fields at dawn， 
And mountain monks return to their temples at night. 
Clear sounds come from pine-shaded springs， 
Mossy walls filled with ancient truths. 
1 will lodge 0ιthis mountain forever， 
1 and the world are done with each other. 

平 生 � Jí.. rn皇
軍 日 探 畫 異
野 是 朝 入 田
山 僧 *歸 寺
;f.: 泉 多 清 響
苔 壁 饒 古 �
願 吉 j是此 山
身 皆 為 相 牽

Sick in Lo-yang， Meng wanted to go home to his farm and spend his 
days in georgic bliss (07764) : 

1 too love the pleasures of T'ao Ch'ien一
In orchards and gardens， no worldly cares. 
Spring's thunder splits all plants into lif話，
At Cold Food Festival all the neighborhood is pure. 

我 愛 陶 家 趣
林 圍 無 俗情
春 宮 百 舟 拆
寒 食 四 鄰 清

These various roles came easily to Meng， but h e  took grcater pleasure in 
such speculative visions of himself than in a single-mindcd enactment of 
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a specific role. Often these speculative roles were true “intention，" set in 
the future as the poet longed to be something other than what he already 
was ; but Meng also wrote in sleek self-satisfaction， delighting in a present 
performance of an attractive role. His poetic identity does not lie in any 
single role or unifying obsession ; rath仗， it  lies in the protean freedom 
and joy of his transformations. 

此1eng Hao弋jan often appeared as an exemplary recluse in occasional 
poems addressed to him ; however， the K'ai-yüan poets used the figure of 
the recluse indiscriminately as a form of compliment. Furthermore， when 
the recipient of a poem was out of office (as Meng was his entire life ，  except 
for a few months) ， praise of the virtues of reclusion was mandatory. Thus， 
when Wang Wei said farewell to Meng after Meng's examination failure， 
the encouragement t() reclusion was clearly a form of consolation : 

Close your gate fast， yearn not to leave. 
Keep yourself far from worldly cares ever， 
Take this as the best policy一
1 urge you， go home to your old cottage. 
Sing drunkenly of wine taken in field-huts， 
Chuckle， reading the books of ancients. 
This is right for a whole lifetime一
Don't su仟er writing a "Master Emptiness ." 

[0595 1 ] 

杜 門 不 欲 出
久與世 情 球
以 此 為 長 菜
單車君歸 當 盧
國平 歌 回 合酒
笑 :貴 古 人 會
主于 是 一 生 事
無 勞 .R 子 虛

“Master Emptiness" 于 虛 賦 was the fu 0 f Ssu-ma Hsiang-ju that won 
him fame in the court of Han Wu-ti. Wang Wei is， of course， playing 
on the title， suggesting the vanity of public fame. 

Wang Wei's poem above is the typical High T'ang occasional poem， 
its values conditional upon the social situation. Li Po's ' 'To Meng Hao寸an"
was something different， not social politeness or consolation， but enthu­
siastic admiration of a personality ty阱， the perfect recluse. It was not 
Meng Hao-jan's poetry that most interested his contemporaries， but his 
personality as they perceived it ; the poems were the access to that person­
ality. By the time Wang Shih-yüan 王 士 源 wrote the preface to Meng 
Hao-jan's collected works in the mid-74肘， Li Po's version of Meng Hao­
jan's personality seems to have been widely accepted. Wang did not even 
mention Meng Hao寸an's brief service on Chang Chiu-ling's staff or the 
poet's two unsuccessful bids for 0日的. Wang included an anecdote on how 
a couplet by Meng was admired by Wang Wei and Chang Chiu-ling when 
Meng was in the capital， but Wang did not say why Meng happened to be 
there. Wang Shih-yüan wanted an exemplary recluse， and Meng Hao寸an
was shaped to fit the mold : 
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Meng Hao弋jan was a man of culture who did not serve the sta仗， writing instead 
as his inclinations dictated. Thus he was sometimes a bit "slow. " [ In social poetry 
one was supposed to respond "swift as an echo. ") He did not act so as to give 
himself a fìne appearance， but rather he always sought the tru� and honest ; thus， 
he may seem rather wild. He traveled， but not for personal gain， wanting only 
to do as he pleased. As a result， he was always poor. 

This image was echoed by Yin Fan， and continued unchanged thereafter. 
Meng Haoτjan's contemporaries c1early admired his poetry， but 

judging from scattered comments and the weight given his poetry in 
anthologies， Meng was ranked no higher than a dozen ofhis contemporaries. 
As T'ao Ch'ien was in his own time， Meng Hao弋jan was a recluse who 
wrote poetry rather than a genius of the poetic art ; he was not "of this 
age， the master craftsman of poetry." Comments treating Meng Hao寸an
specifìcally in terms of the literary tradition began to appear only in the 
760s， when Tu Fu praised his poetry as surpassing even the work of Pao 
Chao and Hsieh T'iao ( 1 06 1 6) .  The evaluative components of such praise 
are critical commonplaces， but the earlier poets used in such comparisons 
are of great importance : they define the tradition to which a poet's work 
seems tû belûng. Tu Fu had placed Meng Hao-jan not in the tradition of 
T'ao Ch'ien， but in the tradition of fifth-century poetry， with its richly 
descriptive couplets and interest in landscape. Tu Fu's interpretation of 
Meng Hao才a的 poetry also corresponded to Wang Shih-yüan observation 
that Meng's “writing did not follow antiquity. "  

P ' i  Jih-hsiu 皮 日 休 (83 3 ?-83 )  was the fìrst writer t o  accord Meng 
Hao-jan the position he now holds in the canon of High T'ang poetry， 
a place with Wang Wei and just behind Tu Fu and Li PO : 

At their best the literary works of Hsüan-tsung's reign came up to the level of 
poetry written during the Chien-an. Those who have deliberated such matters 
consider Li PO and Tu Fu to have been the greatest. But among the others only 
Meng Hao才an of my native region may stand beside them and not be ashamed.3 

Despite P'i Jih-hsiu's exaggeration from local pride， most later critics 
allowed Meng Hao-jan a position beside that of Wang Wei. However， 
there were dissenters， Iike the cantankerous Su Shih， who is reputed to 
have said that while Meng's “tone" was lofty， he was short on talent : 
“like a maker of wine for monks-no real substance in the stuf[" 4 But 
Su's was a minority evaluation ， and the very limpidity that he mocked 
was the stylistic quality in Meng's poetry most prized by later critics. 

Several collections of Meng Hao寸an's poetry were in circulation soon 

after his death. The “Bibliography" of the New T'ang History mentions 
an edition by Meng's younger brother， but the editions we have were 
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probably based on the edition of Wang Shih-y位an. According to Wang， 
Meng Hao-jan did not keep a complete set of his poems， and Wang had 
to gather texts from a variety of sources.5 In 750 Wei T'ao 韋 治 sent a 
recopied and enlarged edition， based on Wang Shih-yüa叭， to the Imperi­
al Library. Despite this early work on the collection， the texts of Meng 
Hao寸an's poems are among the poorest in the T'ang， and modern editions 
differ substantially. 

Me呵 Hao才an was the most li訂山ed of the m句or T'ang poets ; this 
is true generically， thematically， and stylistically. He wrote every few 
heptasyllabic poems (five ku-shíh and four regulated) ， and his quatrains 
make up a far smaller proportion of his collection than they do in those 
of other eighth-century and ninth-century poets. Virtually all of 此1eng's
poems were occasional ; he had no 似乎ng and only a few yüeh挾， yung-wu， 
(poems on "things") ，  and private meditative poems. The limited subgeneric 
range ofMeng's poetry partially accounts for a general stylistic homogeneity 
in his work. He did vary the formality of his style to correspond with 
the formality of the occasion， and he did mix occasional styl的， but there 
was little creative use of styles fro m other subgenres or from past poets. 
Within his restricted scope， however， Meng Hao-jan was a master. 

A superficial similarity between the poetry of Wang Wei and Meng 
Hao-jan has led some critics and anthologists to Iink the two poets ; however， 
their shared interest in eremitism and landscape description conceals 
fundamental 也是rences of temperament and poetic personality. Their 
relationship to contemporary poetry also was di任erent. The austerity of 
Wang Wei's poetry was an act of renunciation born of deeply negative 
impulse ; in literary-historical terms that negative impulse was directed 
against the glittering rhetoric and mannered formality of public poetry， 
which Wang had been forced to master as a youth. Wang was a master 
craftsman in that public mode， but when allowed the freedom of private 
poetry and informal poetry， he stripped away the surface traces of courtly 
ornament with a thoroughness that betrays prof ound hostility beneath 
his mask of dispassionate impersonality. 

Meng Hao-jan was a provincial， and this greatly influenced his con­
ception of the poetic art. In his youth as in his adulthood， he belonged 
to a world in which poetry was a pleasure and not a social compulsion. 
Poetry might serve as a means for a provincial to enter capital society and 
the cen 
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sition between the formal and informal styles， and Wang Wei's ncgative 
impulse is absent in his poetry. Meng either did not understand or willfully 
ignored the decorum of capital poetry， and as a result he went beyond 
the decorum of the Early T'ang tradition as Wang Wei could never do. 
The negative poet was bound to what he opposed. Beneath the surface 
repudiation of ornamental rhetoric， Wang Wei's style possessed a control 
that was an inescapable manifestation of the court poet's training ; that 
control is absent in Meng Hao寸an. On the other hand， in his aversion to 
ornament， Wang Wei was compelled to reject the rich， dense beauty of 
the courtly descriptive art ; Meng Hao-jan did not fèel that revulsion and 
was capable of a lush complexity that led Tu Fu and some later critics to 
fì liate him to poets of the Southern Dynasties 

The capital poet， listening for the tripartite form and a harmony of 
diction， couJd not but have been surprised to hear Meng Hao-:ian ramble 
from topic to topic， from mood to mood. Midway through a poem， the 
capital poet would hear lines signaling closure， only to find Meng Hao寸an
continuing with an extended descriptive passage. He unified these disparate 
elements by an asymmetrical but pleasing poetic personality， rather than 
by the older structures of poetic order. He moved from scene to narrative 
to ineditation and back to scene again， creating a full and balanced portrayal 
of an experience. In a formal situation such as an examination or a poem 
presented to a superior， his style would seem to have an untrained and 
ungainly rusticity， but to the new sensibility of the High T'ang， to the 
capital poets， his very rambling was the emblem of freedom. 

Seeking the Monk Chan on Fragrance Mountain 

At dawn 1 wandered to visit a famous mountain. 
The mountain was far， set in blue mists of sky， 
Its swelling vapors covered a hundred miles， 
And 1 just arrived as the sun went down. 
1 heard a bell's sound at valley's mouth， 
By wood's edge recognized incense in air. 
So staff in hand， 1 sought my old friend， 
Ungirthing my saddle， halted my mount for a while. 
By the gate of stone a sheer ravine falls off sharply， 
And the path through bamboo grew darker， deeper. 
Dharma's companion rejoices meeting me， 
In speculative discussion we do not sleep. 
AIl my li食 1 have yearned for true reclusion， 
Days on end sought wonders beyond this world : 
Here old peasants enter their fields at dawn， 
And mountain monks return to their temples at night. 
Clear sounds come from pine-shaded springs， 

1手 香 山 湛土人

朝 游訪 名 山
山 遠在 空 翠
氣 氫 豆 百 里
日 入 行 始 至
谷 口 鬧 鐘 聲
林 鴻 古建 香 氣
杖 策 等 吉夫 人
解 草書暫 停騎
石 門 珠塾險
堇 逕轉 森 違
法 19 欣 相 lt
;青 吉克 曉 不 寐
平 生 .l tÄ �皇
軍 日 採 畫 異
lt 是 朝 入 田
山 僧 夜歸 寺
f}; 泉 多 清 響
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Mossy walls filled with ancient truths. 
1 will lodge on this mountain forever一
1 and the world are done with each other. 

[07623 1 

Meng Hao寸an

苔 壁 饒 古 意
願 言 技 北 山
身 世 兩 相 奈

Meng's poem is beautifully unified， but its unity is not that of the poetic 
tradition-except in the theme of enlightenment attained by visiting a 
temple. On his conservative si世， the K'ai-yüan reader still saw the poetic 
“art" as a set of rules ; the freedom to ignore the rules lay not in the domain 
of art itself but in the personality behind the poem. Thus， i t  should not be 
surprising that contemporary readers looked beyond Meng's poetic "art" 
(attractive only in details of his couplet craft) to a personality behind the 
poem， a personality they tried to normalize as an exemplary recluse. In 
the K '公司yüan the concept of poetry as pure craft was waning， and a focus 
of interest on the poet's personality (exemplifìed in the K'ai-yüan reading 
ofMeng Hao寸an and T'ao Ch'ien) was a necessary stage as poetry progressed 
to something beyond craft ; this stage had deep roots in the critical tradition， 
in the idea that “poetry articulates intention" and thus refers primarily to 
the identity and state of mind of the poet. The next stage was to be when 
the personality that transcended poetic craft defined himself as a creative 
poet ; this demanded a new and more autonomous concept of poetry that 
went beyond an idea of poetry as craft or as a subordinate extension of 
personality. This stage was to appear in the work of Li Po. 

“Lack of design" (wang-chi 忘 棧 ) was an important concept for 
Chinese quietist thinkers and appeared in various forms in the K'ai-yüan 
poetry of reclusion， as in Wang Wei's concern with unselfconsciousness. 
Absence of motive and premeditation were essential elements in the 
iconography of the perfect reclu仗， 的 in Wang Shih-y位an's description 
of Meng : “He did not act so as to give himself a fìne appearance， but rather 
he always sought the true and honest. " Note that the antithesis of “the 
true and honest" is not falsehood per se， but inauthenticity and ulterior 
motivation， behavior tainted by conscious purpose. 

ThE prEcedmg poem did conchldE with a propEr closing rESponsE as 

the poet “articulated his intention" fìlled with enthusiasm for life at the 

temple. But in many other poems Meng refused that inner conclusion. 

It  was through such features as his rambling structure and refusal to draw 

a conclusion that the sense of a wi肘， free personality was conveyed to 

contemporary readers ; these features enacted an authenticity and "Iack of 

design" quite apart from the themes of his poetry. Meng Hao弋jan would 

often conclude the description 0 
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of spontaneous action and celebration of the accidental， the Sung reader 
would have been less excited by Meng Hao才an's casualness ; indeed， 
interest in Meng as an exemplary recluse all but disappeared in the Sung. 
The eighth-century reader， with his strong sense of rhetorical order， would 
have felt Me呵 Hao-ja的 casualness far more acutely. And especially in 
closure the eighth-century reader expected some strong burst of emotion， 
some vow to reclusion， some new knowledge (“now 1 understand" 始 知) ， 
some subtly symbolic gesture， scene， or 0句ect. Meng Hao才an might 
provide it-but also might not. 

If Wang Wei manipulated the expectations of readers， Meng Hao尹n
often thwarted them. It  is uncertain whether Meng Hao-jan fully realized 
how his poetry appeared in the context of contemporary poetic convention， 
but it  is clear that Meng's admirers were attracted to a sense of freedom 
in his work ; reading the man through the poetry， they concluded he w的
“wild" and “did as he pleased. " Compared to the work of 甜甜y later 
poets， Meng Hao-jan's poetry is mellow indeed ; the fiercely independent 
eccentric of Li Po's praise poem appears only in the restrictive context of 
K 'ai-yüan social poetry. 

Gathering Firewood 

1 went deep in the mountains to gather firewood. 
In the mountains' depths were stream after stream. 
Where a bridge had fallen， a recumbent log was clasped， 
嗎There the road dropped sheer， hanging vines were held. 
By sunset companions had grown fewer， 
And a mountain wind brushed my burlap robes. 
A long song， my light staff over my shoulder， 
1 gazed into mist of wild plains and went home. 

[076441 

採 樵作

採 糗 入 ìl. 山
山 深水重 疊
椅 崩 臥查 擁
Z品 檢委 籐i是
日 落伴將林
山 風 J串正主衣
長歌 負 韓 東
平 野 草 煙 歸

“Return" here is simply “what ha ppened."  The unity of the poem i s neither 
that of the older poetic rhetoric nor ofthe intellectualstructure of experience 
or the landscape. Instead of attaining enlightenment， penetrating the vanity 
of the world， or making a vow to reclusion， Meng Hao-jan simply turns 
around and goes home. 

By ignorance or strength of personality， Meng Hao寸an worked 
outside the decorum of capital poetry : in the poem above the dense craft 
of the second couplet does not “properly" belong with the discursive 
simplicity of the third couplet. But Meng's freedom w瓜 .not simply 
negative : it permitted him to integrate experience in new ways that seemed 
to reflect an order of “natural" perception. Again the reader was directed 
to the authentic expression of personal experience. Usually Meng Hao-jan's 
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poems have an asymmetrical beauty， from the accidental sequence of 
events in the preceding poem to the associative unity of “Seeking the 
Monk Chan on Fragrance Mountain." 

Another kind of unity that a ppeared with particular force in Meng 
Hao-:ian's poetry was unity of process. More than almost any poet bef ore 
him， Meng could describe a landscape changing through time， showing 
a sensitive awareness of subtle gradations in light and movement. Sunrise 
was one ofhis best topics， as in "Setting Out Early from Yü-p 'u Pool" : 

Dawnlight in east， earliest radiance， 
Birds of isles have startled awake with a din. 
Still lying abed， 1 hear at the Yü-p'u mouth 
The sounds of oars being plied in the dark. 
Then the sun comes out. 1 can tell the weather 
And know how broad is my river road 
Fair ladies， by habit rising late， 
Watch their reflections， toy with drifting bubbles. 
We are wary of startling gibbons drinking by streams， 
Or sometimes see otters offering fish. 
Traveling by boat 1 feel no sorrow， 
And still less in this clear scene's open expanse. 

[07646J 

求 旭平 先 茫
海 禽 巳 t-再看
ftI.、 開 漁 浦 口
撓 串串 啥 相 撥
日 出 氣 象 分
始知江路 向
美 人 常 晏 起
照 影 弄 流 J-
飲 水 畏 t- 猿
祭魚 時 見 書費
舟 行 白 無 肉
況值 啃 景 學

The gradual iIlumination of the landscape as the sun rises correl泌的 with
the poet's state of mind， and the breadth of the river scene generates a 
corresponding expansiveness of mood. Though the basic pattern of scene 
and response is stiIl present， the poem has the sequential unity of experience 
rather than the artifi cial unity of rhetorical amplification . The most briIliant 
of Meng Hao-j阻's dawn poems is “On P 'eng-li Lake Gazing at Lu 
Mountain" (0763 1 )  where the gradual iIlumination ofLu Mountain， abode 
of recluses， enlightens the poet and stirs the expected desire to be a recluse 
himself. But the poet of authenticity does not stop with the moment of 
vision in which he knows he must "change his life" : he adds that at the 
moment he is on a mlSSlon (for Chang Chiu-ling ?) and that he reaIly 
can't stay， but he promises to return and join the hermits of the mountain. 

Not only was Meng Hao-jan a master in describing natural process的，
he knew how to arrange such descriptions for the most dramatic effect， 
的 in the foIlowing poem on watching the tidal bore on the Ch'ien-t'ang 
River. 

Climbing to Camphor Pavilion with Yen of Ch'的)- 與 顏 錢 塘 登樟 亭 � 湖 作
t'ang to Watch the Tidal Bore 

For a hundred miles the sound of thunder ròlls， 百 皇 宮 串串 震
The playing strings stop music for a while. 可忽 絃 暫 級彈
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Out from the office a line of riders comes， 
To await by the river a view of the tide. 
Lit by the sun， fall's c10uds turn round， 
The PO Sea's breadth Aoats the skies. 
Uprearing billows come onward like snow， 
And all the guests shiver， sensing the cold 

[o7734J 

府 中 i是騎 出
江上 待 潮 觀
照 日 秋 雲 i皂
浮 天 ，動 j解 寬
驚 濤 泉似 雪
一 坐 J車 生 家

8 1  

The most famous description 0 f the Chien-t'ang bore was i n the “Seven 
Stimuli" (Ch ' i:fa 令 發 ) by Mei Sheng 枚 乘 in the second century B . C .  
The Ju poet w的 necessarily more concerned with process than any shíh 
poet could be， and Mei's dazzling account of the progress of the tide is 
extensive and minute. But within the more compressed scope of the 幼的，
Meng Hao-jan structures the description for dramatic effect : fìrst， an abrupt 
crash Iike thunder signals the oncoming tide ; then the music stops， and 
a line of riders gallops forth. Not until line 4 does Meng mention the tidal 
bore. After a brief description， the poem closes as abruptly as it  began， 
with a shiver from the sightseers. The poem is far more artifì ced than 
Meng Hao寸an's most characteristic work， however， and seems to show 
the dramatic techniques of capital poetry， especially in the suggestive 
image of the last line. 

The unities generated by the inner order of experience were not 
always as asymmetrical as in some of the preceding poems : the unities of 
experience could fuse scene， theme， and gesture as few ear1ier poets could do. 

Evening View from a Boat 

1 set m y sails and gaze southeast 
To green mountains and river kingdoms far. 
Here prows and sterns cross in struggle for gain， 
Coming and going at the will of wind and tide 
Y ou ask me where do 1 go now-
To T'ien-t'ai Mountain to visit the B ridge of Stone 
1 sit and watch rose c10uds turn evening--
They seem to be markers of Redwall Mountain. 

[0777oJ 

舟 中 理巴 掌

挂席 求 高 �
青 山 水 國 i是
她 鐘 爭 利 涉
求 往 任 風 潮
問 我 今 何 ì!
天 臺 訪 石 橋
坐 看 霞 色 呢
疑 是 赤 城 橡

Direction i s important i n this poem : the poet has a fìxcd line 0 f gaze and 
travel， in contrast to other men who move back and forth without apparent 
direction， men whose only goal is profì t and thus live in constant insecurity， 
trusting themselves to the wind and tide﹒ The poet's journey is Iinear， and 
the empty spot in the vector of his southeastward movement is the North­
west， Ch'ang-an and the public lifè it represented. A way from those 
insecurities， the poet orients himself to something fìxed and secure-a 
stone bridge and a mountain. The fixety and security were also spiritual， 
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for T'ien-t'ai and the rose-colored clouds were both associated with 
immortality. As the poet gazes in anticipation， the red clouds of evening 
become a mirage of Redwall Mountain near T'ien-t'況 ， whose “summit"f 
"marker" 標 draws the poet onward. 

Among the K 'ai-yüan capital poets the technical proprieties of reg­
ulated verse forms had become fixed， and one can begin to speak of true 
“genres" like lü-shih， even though the genre was less rigid than it  was to 
become in the later eighth century. There is a technical interest in the 
Meng Hao-jan poem above : though it possesses the correct tone pattern 
of a lü-shili， neither of the middle couplets are parallel， 的 the lü-shih demands. 
The interlocutor of line 5 appeared often in K 'ai-yüan poetry， but it was 
appropriate only in nonregulated forms. The poem is not a "hybrid" form， 
but rather a relaxation of the rules of regulated craft on an occasion when 
they were not necessary. Similar irregulariti郎， often in middle couplet 
parallelism， appear frequently in Meng Hao寸an's regulated poems. Meng's 
technical freedom may be a function of his provinciality and his seniority 
to the capital poets， but it  is also an expression of informality against a 
craft associated with social performance. 

In the preceding poem the rose-colored clouds underwent a visionary 
transformation into Redwall Mountain. Though Meng Hao-jan was a 
gentler poet than Li Po， in many ways his work foreshadowed that of Li : 
in the unity of experience (more intelligible to Western readers than older 
forms of rhetorical unity) ，  in the ultimate reference to the personality of the 
poet， and in the vlSlonary eye that imbued something real or imagined 
with an otherworldly aura， an epiphany of the imagination. 

On a Visit to T'ien-t'ai Mountain 

1 love the Master of Ultimate One， 
He feeds on rose c1oud， rests high on Redwall. 
1 will go seek the Peak of F1owers， 
Not shrinking from Evil Creek's name 
1 rest my horse， lodge the night among c1ouds， 
Raise sails to c1eave the lake in passage， 
Then high， high amid the azure m的ts
Afar 1 see the Bridge of Stone stretch bef ore me. 

[07729] 

寺 天 臺 山 作
吾 愛 太 一 手 】
2食 霞 趴赤 城
欲尋 拳 頭 去
不 悍惡 真真 名
歌 烏 � 君主 宿
揚 帆 截 海 行
高 高 卑 微襄
遙 見 石 察 橫

Meng Hao-jan recites the place names o f  the T'ien-t'ai Range almost 
magically. If  Meng Hao-jan's representation of the inner experience of a 
journey is less psychologically complex than Wang Wei's “Crossing the 
Yellow River to Ch'ing-ho， "  Meng compensates by the intensity with 
which he looks to his unattained and visionary goal. 

The decorum of capital poetry and court poetry preferred sedate 
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openings that stated the general setting or theme﹒ Though such an opening 
appears in the preceding poem， Meng's opening couplets were often bold 

'and startling， frequently inverting conventions of poetic order. Sunset was 
a conventional marker of poetic closure ; if a poem was about night， then 
the poem should begin at night. But Meng might begin a poem with the 
world turning suddenly black (076月)

The evening sun crosses the western ridge， 
The crowd of valleys turn pitch dark instantly. 

夕 陽皮 島 街
4 塾俊 已 同耳

As in the poem on the tidal bore of the Ch'ien-t'ang， Meng Haoτpn was 
drawn to the energy and interest generated by abruptness. The parting 
poet should follow the route of the travel缸's boat and close with its passage 
over the horizon ; Meng would begin such a poem (076 1 7) : 

A swift wind blows on the wanderer's sail， 
ln an instant it sinks into emptiness. 

疾 風 吹 征 机
俊 爾 掏 空 汶

Time is boldly compressed as the strong wind blows the sail out of sight 
in a moment. A poem on taking up lodging for the night had its own 
decorum， 詛 咒solution in secUïitγ Oï in a pervasive feeling of isolation anà 
melancholy. Meng Hao-jan began such a poem abrupt旬， with a strange 
sense of urgency and menace (07774) : 

At sunset my horse moves swift旬，
The town， gone to weeds， few dwell there 

日 � 馬 行 疾
城 7t 人 位 特

Similarly， sententiae were often placed i n the closure a s  part of the response ; 
Meng Hao-jan placed them in the opening， where their e佐ct was entirely 
different. On Hsien Mountain near Meng's home was Yang Hu's stele， 
the “monument of tears，" where all visitors were to weep in memory 
of the good magistrate Yang : 

Climbing Hs叮ie凹n Mountain with Others 

ln human a伯1盯rs tl出here is succes誌叩s訂i昀on肌1，ν白h切可
Men c∞ome and go， f必or口rmmg p戶as鈴t and pr閃es紀E凹n叫t. . 
Rivers and mountain keep traces of their glory， 
Our generation also climbs here for the view. 
The water sinks， runs shallow by Fishweir， 
The sky cold， Yün-meng Marsh far .  
Yang Hu's stele yet endures ; 
Once read， the tears soak our robes too. 

[07727J 

與椅 子 登規 山

人 享 有 代 謝
往 來TÑ. 古 今
江 山 智 勝 述
我 輩 復 登 Ilt
水 if.. 魚 學 ;星
天 寒 夢 浮 2家
羊 -h 碎 尚 在
讀 罷 淚 沾 襟

The aphorism here is not the eternal truth that sums up an experience ; 
rather it is an opening proposition that must be modified by what the poet 
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sees. The landscape here is not one of indiffèrent nature， but a landscape 
pregnant with history， with the “traces" of great men of the past. There 
is Fishweir， where the recluse P'ang Te-kung lived， and the famous Yün­
meng Marsh， which calls to mind the ancient kings and poets of the state 
of Ch'u. Continuity does exist in human memory， as each generation and 
“our generation also" remembers and recognizes the great men of the 
past. In this context， the tears at Yang Hu's stele take on a special meaning : 
they are less a sign of loss than a gesture of continuity， a remembrance that 
has occurred befo間， occurs now， and will occur again. The recognition 
of mortality in the opening aphorism paradoxically is transformed into 
a kind of immortality. 6  

If Meng Hao-jan sought an independent identity i n  much of his 
poetry， his independence was achieved through a style and form that was 
not entirely alien to capital poetry. In contrast， a poet like Li PO seems to 
have worked in a mode so alien to the capital poets that they could not 
fully appreciate his talents. Meng Hao-jan stood 1叫f within the poetics of 
capital poetry and half outside it .  This may have been what Yin Fan was 
referring to when he said of Meng's poetry : “He half followed the Way of 
decorum， yet cut away entirely the common style" 半 道 牙住 進 ， 全 削 凡 體
Many readers were attracted to the independence that “cut away the 
common sty le" and projected the personality of the wild， eccentric recluse. 
But the other aspect of Meng's talent， the half that "followed the Way of 
decorum，" was a craftsmanship in the parallel couplet that attracted capital 
readers for the modal quality of “lucidity， " ch ' ;ng 淆• Ch ';ng was implicit 
in Tu Fu's comparison of Meng's poetry to that of Hsieh T'iao， a poet 
with whom ch '的!g was always associated. Tu Fu refers explicitly to Meng 
Hao弋jan's ch ';ng in another line ( I 1 574) : 

Line after line of lucid poems， all worth passing on. 青 詩 句 句 畫 堪 傅

Chinese modal concepts d 0 not fare well in translation ; “lucidity， " ch ' ;ng， 
usually refers to an elegantly simple style describing situations with clear， 
distinct sensations， neither too intense nor too faint. Wang Shih-yüan cited 
the following couplet as an example of Meng's ch ' ;ng， a couplet that 
supposedly dazzled Wang Wei and Chang Chiu-ling when Meng met 
them in the capital : 

Faint clouds pale the river of stars， 微 雪 決 河 漢
Sparse raindrops drip the pawlonia trees. 正車雨 滴 梧 桐
The paleness i s  created b y  a film of cloud that dims the starligh 
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Such minor details of Meng Hao-jan's poetic a r t  touched the existing 
interests of contemporary readers and exemplifìed the K 'ai-yüan style to 
later readers ; however， it was only a detail of Meng's art and rarely 
sustained through an entire poem. Such couplets would appear beside 
couplets that were chatty or boldly abrupt， or written with the gnarled 
density of the couplet from “Gathering Firewood " : 

Where a bridge had falIen， a recumbent log was clasped. 
Where the road dropped sheer， hanging vines were held. 

4島 崩 趴 查 擁
E各 險垂 且直接

If Meng succeeded in  unifying h i s  stylistic variety by his personality， he 
observed the modal unities of the capital style no more than he observed 
the norms of poetic structure. 

Whatever his descriptive talents， Meng Hao-jan was primarily a poet 
of interior experience. In Wang W ei' s poetry the enigmatic closing image 
usually referred to some hidden significance in the world itself or in the 
limiting nature of perception. In contrast， Meng Hao寸an's mysterious 
closing images usually served as a modal evocation ofthe poet's state of mind. 

Year's End， Returning to My Southern Mountains 

I've ceased m y petitions to palace gates， 
I go back to a poor cottage in southern hills. 
No talent-my wise prince has cast me from him， 
。ften sick now， old friends growing fewer. 
This whitening hair hurries on old age， 
As spring's green force presses in a new year. 
In constant depression I cannot sleep-
Pines and moonlight in the empty window at night 

[07767J 

� 暮歸 南 山

Jt 閥 休土 書
舟 山 姆 弊 度
不 才 明 主 學
多 病 故 人 球
台 髮 催 年 是
脅 時 i造成 徐
永懷 愁 不 寐
松 月 夜 窗 虛

Before Meng Hao-jan， few T'ang poets were able to create effective poetry 
without recourse to the descriptive couplet， yet this poem was to become 
one of Meng's most famous. Meng Hao-jan's work was the beginning 
of a poetry about the self， and it  was certainly this element that attracted 
Li PO to Meng. 

The poem above was the occasion of the most famous anecdote told 
about Meng Hao寸an， an anecdote that is almost certainly apocryphal， but 
nevertheless has become a part of the Meng Hao-jan legend. Wishing to 
introduce Meng Hao-jan to the emperor， Wang Wei hid the old poet 
under a bed in a room the emperor was about to enter. Meng Hao-jan 
emerged into the surprised imperial presence， and Hsüan-tsung asked him 
to recÏte one of his poems. Meng recÏted the preceding poem， and instead 
of pitying the old poet， Hsüan-tsung was irritated at what he felt was a 
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slander. After all， Meng had never applied to him for a post， so how could 
His Majesty be accused of having cast the poet off? At this sign of disfavor， 
Meng Hao寸an left the ca pital in disgrace﹒ 

The quatrain was not Meng Hao-jan's preferred form， and he did 
not devote the attention to it  that Wang Wei and Wang Ch'ang-Iing did. 
Though several of Meng's quatrains are among the most famous in the 
T'ang， they lack 此1eng's boldness， energy， and descriptive talents. The 
following two quatrains are Meng's most famous. 

Spending the Night on the Chien-te River 

1 move the boat on to moor by a m的ty isle， 
At sunset a traveler's sorrow strikes anew : 
The wilderness vast， heaven Iow upon the trees， 
The river cIear， and the moon， near the person. 

[ 07855]  

Spring Dawn 

SIeeping in spring， unaware of the dawn， 
Then everywhere 1 hear birds singing. 
Last nig恤， the sound of wind and the rain­
Flowers have faIIen， 1 wonder how many. 

[07848] 

宿 建 德 ;工

移 舟 ifu 煙 渚
日 3皇 家 愁 車時
野 甲車夭1t樹
江 清 月 逗 人

春曉

春 歌 不 覺 可t
處 處 開 啥 鳥
夜 永風 雨 �
1{.t;在長， 多 少

The second poem here is perhaps the finest and most famous example of 
a form that became very popular in the High T'ang-drawing inferences 
from limited evidence， often using senses other than the expected ones. 
This is a poem of sounds， and the poet infers the dawn and the fall of the 
flowers from what he hears and has heard the night before. The poem 
almost resembles Wang Wei's work in its interest in problems of cognition. 
In the fìrst couplet the poet can ver的 what he has inferred from the bird­
calls simply by opening his eyes ; by going to the window he can know 
that flowers were brought down by last night's rain. But the question of 
"how many" 自owers have fallen cannot be answered. 

Though Meng Hao-jan was familiar with earlier poetry， he did not 
have Wang Wei's or Tu Fu's strong sense of the power of the poetic past. 
Living as he did at the height of the T'ao Ch'ien revival， T'ao's poetry 
attracted him， but only in isolated cases. In some poems Meng referred 
to T'ao specifìcally (e .g . ，  07605 ) ;  in other poems he loosely adopted T'ao 
Ch'ien's manner ; but usually Meng used T'ao Ch'ien as he used other 
poets， grafting echoes of T'ao's work into poems that were entirely Meng 
Hao寸a的 own (e.g. ， 07686. 1 ) .  

Unlike Wang Wei， Meng Hao寸an did not seriously try t o  recreate 
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past styles. He u5ually borrowed phrases out of context， and when he did 
echo the original context， it was often playfully. “Boating on Yeh Creek" 
。任ers an excellent example of such playfulness. The seventh line is taken 
almost verbatim from Wang Chi's famous "View of the Wilds" (026日) ，
where it  represents a melancholy estrangement between fi gures in  an 
autumn scene﹒ The eighth line is taken verbatim from the tenth of the 
Nineteen Old Poer郎， where it  is applied to the loving glances exchanged 
between the Herdboy and Weaving Girl stars. 

Last sunlight， some c1ear radiance left， 
My light oars play among the creek 's islets. 
1 love the water creatures in these c1ear depths， 
And take my ease looking down into the current 
A white-haired old man， dangling a fi shing line， 
Freshly made-up， a girl washing gauze. 
They look at each other， seem to know each other， 
With longing glances they can't get to speak. 

[07630) 

;在 景 餘 淆 冒草
輕 4生弄 ﹒溪 渚
;弘 澄 愛 水物
院 泛何 容與
台 首 垂 釣 翁
新 壘Ult， 紗 女
相 看 1.). 相 識
脈 脈 不 得 語

The archetypal fìgure o f  the aloof and disinterested old fisherman i s  not 
behaving as he is supposed to. Meng playfully applies these grand lines 
of human isolation and love-longing to the amorous glances exchanged 
between the lusty old fi sherman (the poet?) and a washer girl. This is a 
comic inversion of the use of past poetry in the closure for authority， one 
of Wang Wei's favorite techniques. 1t is no subtle reworking of past poetry 
一the lines are famous and quoted almost verbatim ; rather， their grand 
seriousness makes them humorous in an incongruous situation. 

Anecdotes and poem exchanges provide some idea of Meng Hao-jan's 
social relations to the contemporary capital poets， but his poetic relations 
with them are more complex. The similarities between Meng Hao-jan's 
poetry and the shared style of the capital poets may have been accidental， 
one reason for their interest in Meng's work. That interest on the part 
of the capital poets was responsible for the fame Meng achieved. On the 
other hand， some elements of Meng's work seem to have been learned 
from the sophisticated crafi: of capital poetry : interest in T'ao Ch'ien， 
enigmatic closu間， and dramatic juxtaposition. But Meng Hao弋jan had an 
individual poetic voice， and he did not change it in poems addressed to 
Ts'ui Kuo-fi口， Chi-wu Ch'ien， Chang Tzu-yung， and Wang Ch'ang-ling. 
Writing to Chang Chiu-ling， Meng tended to an awkward formality， 
but such formality was a function of Chang's high office and prestige 
In one clear case， however， Meng was drawn to speak in another poet's 
vOlce : 



88 

Parting From Wang Wei 

In utter stillness what times are these ? 
Every morning 1 return alone in vain. 
1 go off to seek plants of fragrance 
And regret 1 shall stray from a dear friend. 
。f men in power， on whom can 1 depend ? 
True fì:iends are known to be few in this age. 
1 ought only to hold to that utter stillness， 
Go home and shut the gate of my garden. 

[07698 ]  

九letlg Hao-jatl 

留 學l 王 維

寂 寞 竟 何 時
朝 朝 空 白 歸
欲 .!f 芳 竿 去
借 典 故 人 進
當路吉拉 相 假
如 t- ì!!- 所 締
低J.t 守 寂 寞
這 捲吉克 國 扉

Wang Wei's distinctive poetic voice is unmistakable here， though Meng's 
use of it is awkward to the point of parody. That Meng adopted Wang's 
voice was a mark of the power， presti阱， and attraction of Wang Wei's 
poetry， but in denying himselfthe freedom ofhis own style， Meng Hao-jan 
did not know quite what to say， and Wang's austere plainness became 
mereIy an exaggerated flatness. 

Though Meng Hao寸an's best poetry can stand beside the best of 
Wa時 Wei， Meng was less consistentl y a m句or poet. His inspiration was 
fickle and often abandoned him to mediocrity. Even at his most charac­
teristic， Meng Hao-jan'5 poetic identity is more eIusive than t11at of Wang 
Wei-an energy or a mood-and one can understand why contemporary 
readers saw in it  not a greatness of poetic art， but the authentic expression 
of a free personality. 

常 建
CH'ANG CHIEN 

Ch'ang Chien is perhaps the outstanding example of an early-eighth­
century poet who possessed the unrealized seeds of greatness. Like Meng 
Hao-jan， Ch'ang Chien shared many poetic interests with the capital 
poets but moved toward a personal version of the shared style﹒ Ch'ang 
passed the metropolitan examination in 727 and probably become ac­
quainted with at least some of the young capital poets (Wang Ch'ang-ling 
did visit him later in his life) ; at the very least， he must have been acquainted 
with their work. But Ch'ang Chien was to become a solitary poet， spending 
the rest of his life in a minor provincial office and later in provincial retire­
ment. His poem exchange with Wang Ch'ang-ling is the only concrete 
evidence of contact with the larger world of poetry. Information on his 
life is meager， and much of it is contradicted by the poems themseIves. 

Yet this obscure fi gure was and remains a strangeIy attractive poet. 
Yin Fan placed Ch'ang first in the Ho-yüeh ying-ling chi， and Ch'ang's 
poems in that anthology are second in number only to the seIection from 
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Wang Ch'ang-ling's works. To Yin Fan， Ch'ang Chien represented the 
unrecognized genius， a man whose great talents were hidden in the provinces 
and thus wasted. Ch'ang was not a prolifi c poet : his coIIected poems seem 
to have survived intact， but they make up only one chüan. 

Ch'ang Chien is often considered a reclusive poet， and some of his 
works in this mode have aII the control and restraint of the .best capital 
poets. His most frequently anthologized poem is a minor c1assic of reclusive 
poetry. 

Written 011 the Meditation Garden Behind Broken 
Mountain Temple 

At c1ear dawn entering the ancient temple， 
First sunlight shines high in the forest. 
A bamooo path leads to a hidden spot， 
A meditation chamber deep in the Aowering trees. 
The mountain light cheers the natures of birds， 
ReAections in pool void the hearts of men. 
AII nature's sounds here grow silent， 
AII that remains are the notes of temple bells. 

[06891 J 

，l[ 破 山 寺 f是 禪 院

清 晨 入 古 寺
初 日 照 高 林
竹 逕通 lII!i處
尋草 房 花 木j泉
山 光 說鳥 性
;章 影 空 人 心
為 績 比都 寂
f旦 餘錢 學 者

Like Meng Hao寸an， o n  a private occasion Ch'ang feIt free to violate the 
requisite middle couplet paraIIeIism of the lü-shih. But on the whole， this 
poem beIongs entireIy to the shared style of capital poetry. 

In his other poetry， however， Ch'ang Chien showed grcater inde­
pendence ; for example， the foIIowing passage has a dreamy luminosity 
entireIy di位rent from the sparseness of a Wang Wei or energy of a Meng 
Hao-jan (06878) : 

Evening shines in azure mountain depths， 
A last radiance here， at Dragonhole : 
A tiny boat， my thoughts as in Ts'ang-Iang， 
1 rock in pale waters， sunk in reAections of Aowers ， 
Then drift west and into the color of sky， 
Gaze south and confront the towers of c1oud. 

夕 映 單 山 �
餘 略 在 龍 窟
為 舟 滄j良意
浩 浩 花 影 沒
tffi 浮 入 天 色
為 主 ，于 雲 闕

Ts'ang-Iang was where the “Fisherman" of the Ch'u-tz'u floated， passiveIy 
responding to the conditions of the world around him. 

There is an immense variety and originality in Ch'ang Chien's smaII 
coIIection. In frontier poetry his “Lament at the Grave of General Wang" 
(06887) is a minor c1assic. Ch'ang was also interested in fu-ku poetry and 
wrote a moving lament for T'ai-kung's late meeting with Chou Wen-wang 
(06885) ， one of the exemplary stories of a man of talent being recognized 
by his ruler and raised to high position. Ch'ang treated several unusual 
topics in his poetry : he wrote on the primitive tribesmen of the south 
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(06884)， on mcetmg the HHairy Girl
'
" an immortal (06883 ) ， and a stungE 

and moving poem on Encountering a corpse (06875 ) . More than anything 

else by Ch'ang， the opening of this latter poem suggests the genius that 

Ch'ang did not fully develop : 

By the River Han 1 met an old man， 
At the broad stream's mouth， a stiff corpse， 
His white hair mired in the brown mud， 
His abandoned bon白， the perch of ravens_ 
All craft and cunning forgotten now， 
Where does the bright souI make its way ? 
The wind blows on his fishing pole， snaps it， 
How can i t  now take the leaping fish ? 

漢 土 i主 是 為
江 口 � 佳屍
白 髮 沾 黃 花
遺體寶集 鳥 鳴
機''j 白 此 忘
精 魄 今何之
風吹釣 竿4時
魚Jl安能施
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Wang Ch'ang-ling and Li Ch'i  

New Interests in Capital Poetry 

During the K 'ai-yüan Reign the  poets Wang Ch'ang-ling， Kao Shih， and Wang 
Chih-huan were equally famous. ln those days before the rebellion the three often 
traveied around together. One cold day it was about to snow， and the three poets 
went into a tave凹， ordered wine， and had been drinking a while， when all of a 
sudden a group of ten or so musicians from the Imperial Ensemble came up the 
stairs for a party. The three poets left their seats and concealed themselves， huddling 
behind a brazier to watch what would happen. A moment later four lovely singing 
girls followed the musicians into the room. These girls were a delight to the e啊，
voluptuously beautiful， the very height of charm. Soon they began to play the 
most famous songs of the age， whereupon Wang Ch'ang-ling and the others 
made this agreement : “Each has gained renown for his poetry， and yet we still 
have not established which is foremost among us. Let's now listen in secret to what 
these musicians sing， and whichever of us has the most poems set to music will 
be the master." Soon one of the musicians set the tempo and sang : 

Cold rains stretch to the river， by night entering �旬，
At daybreak bid traveler farewell， loneliness in Ch'u's 

叮lountams.
If friends and kin in Lo-yang should ask you how 1 am­
In a vase of whitest jade a heart like a sheet of ice. 

家為i!. ).!.夜入兵
乎明這家楚 山 �

i各時親友壘。 相何
一丹冰心 在 玉壺

Wang Ch'ang-ling made a mark on the wall : “One quatrain for me." Then 
another mUSlClan sang: 

1 open the trunk， tears soak my breast， 
1 see letters you sent me long ago. 
The terrace of night lies in utter silence­
Yang Hsiung the recluse lives here still. 

9 1  

開甚淚書店主
見君前日會
夜臺何寂寞
猶是于當居
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Kao Shih made a mar k on the wall :“One quatrain for me." Then another musician 
sang [of the I mperial Consort Pan Chieh-yü， who had lost the emperor's favor 
to the Chao sisters] : 

Broom in her hand at break of day， golden halls open wi缸， 奉蒂乎明金展史問
She struggles to hold her moon-disk fan ，  both waver to and 張將圖為共徘徊

fro .  
Her face white a s jade no rival to  the color o f winter's crows 玉顏不及寒戰 色
That come now， still lit b y  the beams from the Palace of 猶帶略陽日影來

Shining Favor 

Wang Ch'ang-Iing made another mark on the wall: “ Two quatrains for me." 
就lang Chih-huan had been a famous poet for many years， so he said to his com­
panions:“These fel10ws are a poor excuse for musicians， and the songs they are 
singing are your common village verses-they have no place beside the truly 
great songs that a connoisseur of music would recognize . "  Then he pointed to 
the most beautiful of the singing girls and said :“Let's wait and see what she sings­
if it's not one of my poems， 1'11 never dare enter into competition with you ag叭叭
but jfit i5 my poem， then you have to pay your respects to me as the true master ." 
So saying he laughed alld waited her turn. In a few momcnts this lady with the 
lovely coiffure raised her voice in song : 

Y dlow sands rise far away on high among white c1ouds， 
Silhouette of a lonely fortress on a thousand-foot mountain. 
Why should this nomad f!ute be playing wrath at the 

“ leaves" of willow， 
Since the wind of spring will never crossJade Gate Barrier ? 

黃沙速上白雪問
一斤2且h;\且已仿山
兌笛何須自旦、荷柳

春風 不皮玉門開

Wang Chih-huan danced with glee and roared with laughter : "Peasants! Wasn't 
1 right?" Of course， the musicians had had no idea what was happening， and 
they went over to the poets : "And what do you gentlemen find so arnusing?" 
Wang Ch'ang-Iing and hjs companions told their tale， and the musicians hurried 
to pay their respects to the poets. "Our mortal eyes did not recognize the gods. 
Please grace us with your presence at our party." The poets joined them and 
drank the whole day through."  

[from the Chi-yi cl!i， an  early-ninth可century collection of  anecdotes] 

The first song sung by the musicians was Wang Ch'ang-ling's "At 
Lotus HaU : Sending OffHsin Chien" (0的2 1 ) . When he wrote the quatrain， 
嗎Tang was speaking about himself to someone he knew， someone who 
understood certain things and fel t  a certain way about him ; moreover， 
Wang was speaking to Hsin in a specific place at a specific moment in time， 
a unique moment that was the focus of the infinite contingencies ofhuman 
lives and weather. The rain that came in the evening may have stirred a 
certain mood in the two m凹， and Wang's poetic description of the rain 
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may have complicated and deepened that mood， but it was a real rain 
that soaked clothing and fiIIcd the streams. As one human speaking to 
another， there was no doubt in the mind either of speaker or listener precisely 
who would find himself the next day in the solitude of Ch'u 's mountains : 
in the occasional context the poem's indefinite “traveler" became the very 
definite “you， Hsin Chien ."  And when the poet spoke of himself as "a 
heart like a sheet of ice， " the line was heard against certain historical truths 
about Wa嗯's life at that momen t ;  its meaning was inextricable from how 
Wang felt about himself :ind how Hsin felt about him. Like any statement， 
its meaning was contingent upon the context of a real situation. But when 
those same four lines were sung by an imperial musician to an audience 
of his colleagues and singing girls， what was the pocm about ? Suppose 
the listener did not know when the poem was written， or under what 
circumstanccs， or even by whom. The structure of meaning in the poem 
changes radically :  a moving interpretation of a specific situation beccmes 
a fragmentary representation of  something hidden and inaccessible. The 
affirmation of icy purity and rectitude is surrounded by mystery， and that 
mystery becomes part of the significance and power of the poem. 

There is probably no historical truth in the anecdote translated above ; 
the dating of the poem and the Iives of the poets makes such a meeting 
highly unlikely， if not impossible. The poetry competition was a fictional 
frame in which to set some very famous quatrains. llut setting asidc quc← 
tions of historical validity， the anecdote tells much about the presentation 
of certain kinds of poetry. N ot all poets and not all poetic genres were 
associated with song performance ; a long p'ai-lü by Tu Fu would have 
made a decidedly duII (and probably incomprehensible) song. But quatrains 
were often sung， especially quatrains on yüehτfu and quasi-yiieh 而 themes
(e.g . ，  historical vignettes like Wang Chao-chün) . The musical treatment 
of the quatrain was closely related to the development of the “song-lyric" 
(tz'u詞) in the late eighth and early ninth centuries. These songs were 
not “popular" in the sense that they had true mass appeal， but they were 
the entertainment of the educated urban classes and those who catered to 
them， musicians and singing girls. Many of the tunes used for such qua­
trains had been recent importations from Central Asia and thus were 
p 

;，': 
此卜Lm

J心句話叫MVV
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recited a Juan Chi poem to apply to a T'ang political situation ; rather， 
Juan Chi's poems would be truly about the Wei. In its analogical function， 
Juan Chi's poetry might provide Ch'en Tzu-ang an example of how to 
write about a T'ang political situation， perhaps echoing earlier poems by 
Juan Chi. The m句or exception was the Shih-ching: though an individual 
Shih usually had a topical interpretation， many also carried general or 
universal referents. Thus， a poem like "A Deer Cries Out" (Shih 161 )  
could be performed a s  a convivial expression o f  friendship :  i t  was a re­
peatable literary experience. 

Contemporary poetry was still largely an“event ' rather than a text. 
Modern poetry was thought of as something to compose or to be heard 
at composition rather than as something to be read in books in the privacy 
of one's library : a poem was primarily an act of  the moment for the mo­
ment. Though composition was still the center of the experience of poetry， 
in the K 'ai-yüan contemporary poems were more widely circulated ， 
read， and repeated. But as with earlier poetry， when a reader read a poem 
by Meng Hao-jan， he did not experience an e1ation parallel to Meng's 
own or grasp a higher truth ; rather， the reader conceptualized what he 
rcad as “knowing" Meng Hao弋jan and M.eng's experien臼of higher 
truth. The occasional poem was in essence one person speaking to another， 
and this mode had potent implications for the way in which poetry was 
read. 

The yüeh-fu was the form most strongly divorced from occasion， 
though they too were often used in occasional situations. Yüeh-fu was a 
Iiterary experience that was repeatable in a way that occasional poetry was 
not. Yüeh挾 's referents were genera l ;  it was not bound to the circumstances 
of its composition ; and usually the personality and biography of the 
author were not the primary contexts for understanding. It was a form 
w仙whose fictional personae the reader could ident的by the various 
forms of transference that occur in fictional modes. A millenium-Iong 
tradition of topical interpretations for famous yüeh-fu and other fictional 
poetry attests to the resistance of many readers to this kind of reading and 
their need for the security of historical anchoring. 

The quatrain song became a significant means by which occasional 
poems moved toward the general referents of yüeh拱. The first two qua­
trains in the anecdote above were both occasional poems ; in song form 
the particularities of composition cease to be the relevant c 
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train song was the manifestation of a new mode of reading， which in turn 
became an integral part of the way poets thought about their work. The 
occasional poem might have universal and therefore repeatable dimensions; 
the poet began to see himself as speaking to alI people present and future， 
as welI as to the person standing before him. Poets could expect that 
posterity would find not only the historical poet in poems but uni­
versal applications to their own experience as well. And as the eighth 
century progressed， the idea of “Iiterary creation" achieved ever grander 
dimensions and came to be thought of again， as it had been before in 
the centuries after the Han， 的 the corolIary of the larger cosmic processes 
of Creation. 

In the High T'ang， most major poets and more than a few minor 
ones produced famous quatrains， but Wang Ch'ang-Iing is generalIy 
acknowledgcd as the High T'ang master of the quatrain. Moreover， 
Wang's poems were strongly associated with music and SD嗯， 的 in the 
anecdote above. Quatrains make up about half of Wang's regular col­
lection and a sizable part of the large addenda to his collection. Of the 
sixteen Wang Ch'ang-Iing poems anthologized in the Ho-yiieh ying-ling 
chi， only three are quatrains， and this suggests that Wang's contemporary 
fame did not rest entirely on that form. But in the slightly later Kuo-hsí u 
c衍， three of  Wang's five poems are quatrains， and by the ninth century 
Wang Ch'ang-ling had become the poet of the quatrain. 

Little is known of Wang Ch'ang-ling's life .  The modern scholar 
Wen I-to gave the date 698 for Wang's birth， and most Iiterary historians 
have folIowed him. 1 But that date is highly tentative.就lang Ch'ang-Iing 
came from the capital region ， and if we are to believe Yin Fan， he was 
connected with the T'ai-yiian Wang clan， from which Wang Wei came. 
Wang passed the examination in 727 and later served in the Chang Chiu­
ling government. After Chang's falI in 737， Wang was exiled to a minor 
post in the south and subsequently experienced the familiar oscillations in 
political fortunes without ever rising to high 0自Ìce. In 757 Wang was 
executed by a provincial governor for unknown reaSOllS. 

Despite Wang Ch'ang-Iing's great popularity in the T'ang， the early 
textual history of his colIection is obscure. There is no T'ang preface to 
his works， and the large proportion of his poems also preserved in the 
m句or T'ang and Sung anthologies might suggest that present editions 
are based on a collection reconstituted in the Sung from a 
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詩 中 密旨 (which may have been part of the Shih-ko) . Genuine critical 
material has been preserved in the Bunkyõ削furoll文鏡密府論， and there 
are Chinese editions of the Shih-ko and Shih-chung mi-chih. It is diffìcult 
to say， however， to what extent this material represents Wang Ch'ang­
ling's own work and to what extend it is an accretion of T'ang critical 
material under Wang's prestigious name. 

Wang Ch'ang-ling was a master of frontier poetry， and this has 
led many scholars to assume that Wang actually spent time in military 
service on the frontier. 2 The most reliable evidence， however， suggests 
that Wang Ch'ang-ling's Central Asia was a combination of the poetic 
tradition and his own imagination. Had Wang Ch'ang-ling ever actually 
served on the fronti缸， there should be at  least a few occasional poems 
from the region or some reference to the experience in his later occasional 
poetry. But Wang's occasional poetry suggests that he went only as far 
north as Ching-chou， about 3∞ kilometers northwest of Ch'ang-an， just 
inside the frontier region， but far short of  the distant Central Asian locations 
mentioned in Wang's poetry. All of W勻ang's frontier poems are e臼lt出he位r 
y州μeh τ拼/兵戶i白l or in the y桔收i
which T'ang poet“s used patently fictional personae. There is no more 
reason to suppose that Wang Ch'ang-ling served on frontier campaigns 
than to suppose that he was a lady in the imperial harem， a theme of which 
he wrote with equal skill. lndeed， Wang Ch'ang-ling's importance in 
High T'ang poetry comes in part from his interest in fictional modes and 
the freedom they permitted. Moreover， the immense popularity of his 
work attests to a contemporary thirst for nonoccasional poetry， partic­
ularly frontier poctry and palace poetry. 

Biographical and prefatory convention generously applied the 
epithet “most famous poet of the day. " But if we look to the frequency 
of anecdotal reference， anthologizing， critical comme前， 的 well as to the 
seriousness of critical comment， i t  is clear that Wang Ch'ang-ling was 
Wang Wei's most serious competitor as the most famous contemporary 
poet in the K'ai-yüan and T'ien-pao. Like Wang Wei， Wang Ch'ang­
ling was a capital poet of good family and thus possessed all the social 
legitimacy that a poet like Li PO lacked. Contemporaries probably felt 
that such stability and legitimacy were requisite for serious literary endeav­
or. ln the Ho-yüeh ying-liflg chi Yin Fan granted to Li PO a certain 

童畫周wgamz

直
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model of serious literary historical evaluation. “After‘ma.ior poets' from 
the great clans of the past， now we in the T'ang have our own great poet 
from our own great clan， the T'ai-yüan Wangs ."  The quality that linked 
Wang Ch'ang-ling's poetry to the masters of the past was feng-ku 風骨，
literally “wind and bone." Feng-ku is a diffìcult term that meant different 
things in di陡rent contexts at different times﹒ Roughly， the 的， “strength"
(bones)， referred to the inner structure and meaning of a poem， while fe嗯，
“affective power，" was the ability to move or sway people unconsciouly， 
like the "wind." Feng often carried the implication of moral and political 
persuasion， but this sense was probably absent in the application to Wang 
Ch'ang-ling's poetry above. 

Wang Ch'ang-ling was not a master craftsman of the parallel couplet : 
it is significant that in Yin Fan's introduction to the selection of Wang 
Ch'ang-ling's poetry very few of the many exemplary couplets and pas­
sages quoted were parallel. Wang usually avoided the stylistic decorum 
and balanced a mplifi cation of capital eremitic poetry. Even excluding 
his interest in fìctional personae， 嗎Tang did not develop the function of 
poetry as an extension and expression of the poet's personality. And 
in Wang Ch'ang-ling one rarely finds the serious intellectual concerns 
that played such an important role in the poetry of Wang Wei. Instead， 
Wang Ch'ang-ling sought a poetry that in a few quick strokes could 
evoke a mood， a figure， an emotionally fraught situation. He was the 
master of the evocative image， the dramatic gesture， and the suggestive 
scene. 

T'ang categories of mood were holistic， aesthetic impressions， seeming­
Iy immediate but actually trained literary responses to some integral of 
qualities in a work-the theme， the fixed associations of images， the style， 
the assocÌations of tonal euphony and sound value， and sometimes the 
quality of personality expressed. Since the categories were holistic impres­
sions， they are not easily broken down into the specifìc components that 
generated the impression. If  there is no way to describe adequately Chinese 
model categor肘， they can at least be learned by habit of association gained 
from reading traditional modal characterizations of poems and couplets. 
But though they remain intangible， these modal distinctions were among 
the most important ways in which eighth- and ninth-century poets thought 
about their art. The c 
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positions. A poetry of mood would avoid not  only the older forms of  
rhetorical amplification but  t h e  more 10gicaIly constructed scenes and 
narratives of K'ai-yüan poetry as well. The unity and value of a poem lay 
in its a任ect， and that affect would strive for the prerational. Contrast Chang 
Yü帥， writing several decades before Wang Ch'ang-ling， on hearing 
temple beIls at nigh t ;  he closes (04568) : 

Now truly l understand that at last we are on the edge of 
Nothingness， 

Yet hollow illusions of life and death linger. 3 

信壘，本際空

徒研生成想

Experience is rationalized into a meditation on the illusoriness of existence ; 
hearing the music fro m an unseen source was a lesson to which he responded 
with the formalized concluslon “now 1 understand. . . . " Hearing flute 
music by night， Wang Ch'ang-ling drew no such conclusions ; rather， he 
was fascinated by music's affective power itself， its ability to evoke a series 
of moods that he in turn tried to evoke in his poem. Response became an 
immediate outburst of emotion rather than a disjunctive conclusion from 
contem plation. 

Hearing a Flute on the River 

A ftute speaks complaint to the river moon， 
Where can my small boat find the music's source ? 
Notes stretching long， beyond Ch'u mountains， 
Melody circling the depths of Tartar passes. 
Ten thousand miles apart these are， 
Yet a mind is carried that far tonight. 
A desolate vastness， the shore turns cold， 
The echoes die only in hidden forests. 
1 wonder who that man might be 
Playing again the songs of Han-tan. 
We water voyagers all huddle round our oars， 
As sky's丘ost falls then， fi lling hearts : 
A lean horse galloping， eyes on the north， 
And exiles grieving for songs of the Southeast. 
Oh， when shall the border grasses turn white， 
And our standards and banners be north of Lung Fort ? 

[06725 J  

江中閥#i

橫笛怒江月
扁舟何處1乎
每長楚山外
曲其主切開深
相去且已餘呈
送傳此夜心
寥寥清澈寒
尊重唯.林
不 知誰家于
使奏卸車F音
水家 皆擁掉
空霜這益樣
嬴馬草北走
進人是A色，今
何奮進丰台
挂節ft.�陰

We know the general situation : someone is playing the songs of the frontier 
on a southern river. But many elements of the poem-the fading of the 
echoes in the fore喲， the image of the lean horse gaIloping northward­
are visually unrelated fragments whose presence is primarily for the mood 
they evoke. 
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Fragmentation of the implied physical scene provided the ground on 
which a unity of mood could be asserted. In extreme cases， Wang Ch'ang­
ling's evocative fragmentation violated even the presumptive unities of 
time and weather. The foIlowing poem is a meteorological prodigy : 
mist， rain， frost， bright moonlight， and a pervasive darkness that hides 
the flying geese dwell together comfortably only in the melancholy mood 
evoked. 

Autumn Evening on the Great Lake 

Spend the night on water， mist and rain chill ， 
Over Lake Tung-t'ing the frost comes down faintly. 
The moon is bright， the boat shifts on and away， 
As in night's stillness the soul returns from dream. 
1 sense the wind pass over the lake in darkness， 
And through its moaning hear wild geese in their flight 

[06726J 

太湖秋夕

水宿短兩家
洞庭有;在 微
月 明 移舟去
夜靜魂夢締
啥覺海風度
..費開JIIi飛

The fragmentation of visual and logical unity for a unity of mood had 
great appeal to T'ang readers. Through the eighth and ninth centuries 
modal distinctions became incr臼singly subtle， and representational frag­
mentation， more daring. Ultimately these aesthetic values became one 
important ωmponent of the song-lyric， “tz'u." 

The impulse to modal poetry also appears in Wang Ch'ang-ling's 
treatment of several traditional forms. The following extract is a modal 
opening for a narrative in the yüel吶 manner.

Written to Serve as the Rcply of My Host at Fu-fcng 

The breath of killing hangs motionlcss， not drifting on， 
The winds are mournfuI， moonglitter cold， 
Dust swells in the distance all around， 
And the traveIcr is lost and joyless. 
As ever 1 lodge for the night at Fu-feng， 
Here buy some wine to case my spirit， 
But 1 cannot control this heart of mine， 
Can't tap with my sword hilt and boldly sing 
My host now joins me in a drink ; 
Facing me he's fillcd with sorrow， 
W ccping first a few tracks of tcars， 
Then singing to me "Hardships of TravcI . "  

[06694J 

代扶風主人答

殺氣挺不流
風是月彩寒
浮埃趕回進
遂于遂不著t
依然宿技風
3古酒聊 白 寬
寸心亦永漫
長妓誰能彈
主人說我飲
對我星星慨然
使泣童正行i吳
國哥k..fi n.難

The rest of the poem consists of  the host's narrative of his su陡rings and 
experiences on campaign， closing with a ringing praise of the present age 
and counsel that the poet not be so gloomy. The conventions of the nar-
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rative section and the device of putting such a narrative in the mouth of 
an interlocutor belong comfortably in the yüeh-fu tradition. But that 
conventional narrative is transformed and colored by the affective intensity 
of the opening. 

The priority of mood and immediacy of response precluded more 
complex intellectual problems. In much of his work Wang Ch'ang-ling 
was the easiest of the major High T'ang poets. T'ang and later readers 
took great delight in the perfect expression of a stock situation， in the 
intelligible gesture that incarnated a certain character type. 扎1any of 
Wang's most famous poems are such poems of surfaces， hiding no deeper 
meaning. They are true mood pieces vividly constructed of scene and 
gesture. 

Song by the Walls 

Autumn winds cry through mulberry branches， 
The grasses are whi仗， fox and hare exult. 
He returns from his dinner at Han-tan， 

the wine not gone from his blood， 
North of the wall in Levelplain County， 

the great hawk held on his arm. 
In the empty fortress he shoots and kills 

a pair of leaping tigers 
And turns around to the halfmoon， 

the bow tip strung at his waist 
(0674 1 ) 

城傍曲

秋風喝i各條
丰台狐兔轎
甘Jl軍�i且永滴水泊

城北Ji.于學皂鵰

射殺安管兩勝虎

i逗身角，月1串刁綺

The feat of transfixing two tigers with one arrow and the brave insouciance 
of the last line incarnate the heroism of the stock Han-tan knight-half 
soldier， half dangerous bravo. The poem does not question or complicate 
the stock figure ; it celebrates him. 

Often there is some element of mystery in the scene that produces 
the mood. In the poem above the reader knows a poetic association between 
the full moon and a bent bow， and he can carry the analogy to a half moon 
and a strung bow. But the assocÏation is mystery for the sake of mystery， 
with no deeper significance. A sense of mystery is often created by visual 
and logical fragmentation， as in ‘ Hearing a Flute on the River . "  Hid­
denness in Wang Ch'ang-ling's poetry is rarely in the deeper significance 
of the poem， 的 was the case in Wang Wei's work ; what is hidden is rather 
the basic situation or proposition. Complexity often takes the shape of 
an ambiguity of mood. 

Wang Ch'ang-ling's modal and propositional ambiguity appears 
most clearly in a few poems that are like optical illusions， changing what 
they say according to the expectations of  the reader. 
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Campaign Song 

Long c10uds from the Sea of Kokonor 
darken the Mountain of Snows， 

From this lone fortress gaze far away to Jade Gate Barrier : 
Yellow sands， a hundred battles 

have pierced our coats of mail一
1 f we do not smash Kroraina we never shall go home. 

(0678 1 ) 

101 

從軍行

青海長 雲啥雪 山

孤械進翠玉門關
黃沙百戰穿金甲

不破縷的 終 不i{

The problem lies in whether the last line is a heroic vow 0 f self-sacrifìce 
by the soldiers to serve the emperor and accomplish their mlsslOn or a 
complaint against a condition imposed upon them， an expression of a 
hopeless yearning to return home. There is no sublety in this ambiguity : 
the alternatives are the two most common resolutions of frontier poetry. 

Fragmentation was Wang Ch'ang-ling's most common technique to 
create mystery. Often Wang used the common poetic device of indirect 
evidence， but the bits of evidence would be contradictory or insufficient 
to arrive at the conventional situation expected by the reader. Such a poem 
could become a series of evocative fragments that teased the reader with 
a world he could not fully apprehend. 

Dawn Song 

Moon past its zenith， bridle-pendants stirring， ringi嗯，
Flowers reach to springtime of a fi nely wrought door. 
A coiling dragon ﹒the mirror on a stand of jade 
A waits only she who wilI paint her eyebrows. 

[067641 

朝來曲

月民喝河動
花連續戶 春
盤龍玉臺鏡
唯待貪局人

In the fìrst half 0 f the eighth century the full range of stock situations of 
boudoir poetry was in the process of formation， and it  is diffìcult to say 
the extent to which the conventions in their fìnal form are applicable here. 
From the movement of the bridle-pendants we know there is a rider， 
a man. Stock situations will have this man either leaving the brothels in 
the early morning or， less commonly， leaving his wife on the way to court. 
Two stock situations may come into play in the second couplet : postcoital 
lassitude and the beginning of the toilette early in the morning as an in­
dication of the desire to attract a husband or lover. 

We have the fragments of many potential situations. Is this the wife， 
whose husband is off at the brothels， neglecting her toilette in despair ? 
Or does it imply that this same wifè begin her toilette very ear1y (in which 
case the waiting implies that she will come soon) in order to entice her 
husband away from the company of singing girls. Or is the woman the 
courtesan trying to attract a lover or neglecting her toilette in postcoital 
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languor ? Or is this a simple domestic scene， the husband setting off for 
dawn court and the lady beginning her toilette for the foIlowing e\'ening ?  
Given the conventions o f  boudoir poetry， the images of the poem are 
highly suggestive， but they point the reader to a solution he cannot find. 

Literary characterization inevitably begins with typology， a fixed 
vocabulary of stereotypes in conventional situations. In its later forms， 
Chinese prose fiction managed to break out of strict typology by individ­
uation， but Chinese poetry took another path to complicate the portrayal 
of human character. The fixed typology of “characters" was retained， 
but limitations and complications were added to the evidence that revealed 
them. This is another manifestation of Wang Ch'ang-Iing's individual 
version of the general High T'ang interest in hiddenness. 

The use of indirect evidence to reveal inner states of emotion had 
been part of boudoir poetry since the fifth century ; there was a High 
T'ang revival of the form with many new complications. In some cases， 
的 in the preceding poem， the reader was blocked from discovering the 
precise nature of an emotional intensity he presumed was there﹒In other 
cases， as in Ch'u Kuang-hsi's poem on Wang Chao-chün， the situation 
and emotion are known from a background story， and the “evidence" 
itseIf carries the interest in dramatic contrasts. In stiII other cases， the concern 
with iIIusory surfaces concealing hidden truths is brought into the theme 
of the poem itseIf. In the foIlowing poem no reader wonders how the 
lady feeIs: the conceaIing di咖nction between lush surf aces and in肘r
emotion is exposed. The poem is from a series by Wang on Pan Chieh-y泣，
one ofthe most famous of the "deserted consorts ."  Pan had been the favorite 
of Han Ch'eng-ti and was sequestered in Ch'ang-hsin Palace when the 
two Chao sisters supplanted her in the imperial favor. 

An Autumn Song for Ch'ang-hsin Palace (first of five) 

By the golden well the autumn leaves 
on pawlonia turn yellow， 

The beaded curtain is not rolled up-last night's frost. 
Censer for her robes， pillow of jade lack all loveliness. 
She lies， listens to the clear dripping 

of the water-clock stretch on 
[067941 

長信秋詞1i.首之一

金升梧桐秋紮黃

Jt)，塵不4春夜永霜
秉籠玉枕無顏 色
趴聽晶宮;青漏長

As often in boudoir poetry， there is a fascination here in the contrast between 
rich surroundings and personal unhappiness. The precious censer and the 
piIIow of jade lose their val凹and beauty because their inner meaning has 
changed ; they were not reaIly precious in themseIves， but only as marks 
of imperial favor. Together the reader and the lady see behind the glittering 
surfaces. In the end the lady lies awake through the night， hopeIessly 
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awaiting a royal visit， and conscious of passing time that carries her into 
the chill isolation and old age associated with autumn. 

In composing a poetry of mood and in reading a‘poem for mood， 
intellectual complexity was unnecessary ; the connotative value of words 
was more important than their denotative value ; linear structure was 
subordinate to cumulative aff ect ; and the particulars of a scene were 
significant primarily in their modal associations. Reading for mood， a 
later reader could share completely in the experience of an occasional 
poem. Thus， when the musIClan in the opening anecdote sang Wang 
Ch'ang-ling's occasional poem， it  could be a universally shared literary 
experience through the poetics of mood. 

Li Ch'i represents an even greater divergence from the norms of 
capital poetry than Wang Ch'ang-ling. Li Ch'i was socially intimate with 
Wang Wei， Wang Ch'ang-ling， and other capital poets ， but he was also 
an eccentric recluse and alchemist whose poetic interests inclined to the 
wild T'ien-pao style. Though there is no direct evidence in his poetry， 
the inAuence of Li Po seems likely. Li Ch'i may have been the youngest 
of the first-generation capital poets-he passed the examination in 73 5 
and most of his datable work comes from the T'ien-pao-and this would 
support the possibility of Li Po's inAuence. Li Ch'i alone in the social 
circle of the capital poets wrote in the new T'ien-pao style that developed 
with the introduction ofLi Po's poetry to the capital in the early 740s. 

Regulated genres， including quatrains， occupy a smaller proportion 
of Li Ch'i's extant works than they do in most poets. The blandness and 
anonymity of his regulated poetry reveal most clearly his association with 
the capital poets. The following p '的-lü is a lovely and moving work， 
but it could have been written by any minor capital poet : it shares the 
conventions of landscape and monastery poetry behind which lie the 
descriptive and structural norms of Early T'ang poetry. 

Spending the Night in the High Stone Hall of Fragrance 
Mountain Temple 

1 spent the night midway up an azure slope， 
From highest chambers heard streams in darkness ; 
There fishing boats wore their distant fires 
And mountain chimes issued from lonely mists. 
Halls stand mighty past cloud-covered pines， 
And the g泌 的 lie clear by the river of stars. 
Peaks and ridges， lower than my pillow and m仗，
A world here that Iinks Heaven and man. 
Dark and dusky flowers appear in the fog ，  
Glimmering stars cast their light on the stream. 

宿 香 山 寺石樸

夜 宿翠微半
高 樓開啥泉
i魚舟帶遠火
山吾吾吾吾孤燈
展史社雪松外
門清河漢i史
學巒flt枕席
世界接人夭
a-a-花 出 霧
荐每星映川
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But now eastern groves的Il with dawn' s  orioles， 東林曙骨;為
Unwillingly 1 soon must turn back home. 惆悵欲言孟之

[06393J 

Contrast the foIlowing "old-style" poem by Tu Fu， written when Tu 
was detained in the rebel-held capital ; the tradition behind the two poems 
is the same， yet Tu Fu's private vision ofthe temple at night is an imaginative 
blindness that liberates the spirit fro m the ugly realities exposed by the da wn. 

In the Chambers of Reverend Tsan a t  the Temple of 
Great Clouds (third of four) 

Lamplight cast on sleeplessness， 
The mind c1ear， knowing wondrous scents. 
The halls 100m high in depths of night， 
And wind rattles the metal chimes. 
The black of sky c10ses the gardens of spring， 
On earth's cool c1arity hidden fragrance settles. 
Far in the sky the Chain of Jades breaks 
Past the roofs iron phoenix whirling in dark flight. 
Sanscrit chants intoned， often reach the outside， 
Bell's aftertones still shake my bed. 
When day breaks on the vast and fertile plain， 
It will hurt to see sand's brown and dust of horses. 

[ 10544J 

大雪寺帶去房回首之三

燈影然無唾
心;青開妙香
夜深微笑克
風動金球F當
天 黑問卷院
地清棲啥芳
玉繩迴斷絕
鐵鳳森夠翔
先放吟出寺
鐘殘仍殷株
明朝在泛野
苦見』島沙黃

Heptasy Ilabic“old-style" poems， including heptasyIlabic songs， occu­
py a much larger proportion of Li Ch'i's coIlection than is usual-thirty­
five out of one hundred and twenty-four poems. It  was from this group 
that post-T'ang anthologists selected most of the pieces they considered 
representative of Li Ch'i 's work. Most of Li Ch'i's heptasyIlabic songs 
used traditional material associated with the form-yüeh而 themes and 
yung-wu-but Li Ch'i also foIlowed the T'ien-pao fashion of using the 
form in occasional poetry. This use of the heptasyIlabic songs antedated 
the T'ien-pao， but it  became common only in that reign. Li Ch'i's heptasyl­
labic songs manifest the T'ien-pao fascination with the exotica， with 
shifting extremes， and with the intrusion of the supernatural into the 
human world. 

The poem on music is a good index of the fictional imagination in 
Chinese poetry. As music is basicaIly a nonrepresentational art， the poet 
who sought to describe a musical performance was compeIled to resort 
to modal coreIlativ白， scenes whose mood corresponded to the mood of 
the music. Shen Ch'üan-ch'i's “Thunder-rumble Song" was one of the 
fìrst typically T'ang treatments of a musical performance， and i t  has a 
verve rare in K'ai-yüan poems on the theme.4 Wang Ch'ang-ling's "Hearing 
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a Flute on the River" was a subdued work in which the mood evoked 
was closeIy tied to frontier poetry and the incongruity of its performance 
in the South. In the following poem Li Ch'i begins with such conventional 
associations， but soon the music becomes a series of imaginary scenes in 
the mind of the poet， and these scenes show a speculative freedom that 
goes far beyond the fìxed associations of the musical genr巳

Hearing Tung T'ing-Ian Play the Nomad Pipe Sungs : 
1 Tell About It in This Piece PlayfuUy Sent to 
Grand Secretary Fang Kuan 

Long ago the lady Ts'ai Yen 
composed songs for the nomad pipes， 

A full suite consisting of 
stanzas eight and ten : 

Here the tears of nomads fall 
onto the frontier grasses， 

And the heart of the Chinese envoy breaks 
facing the homeward traveler. 

Some ancient outpost swollen with w自由，
i ts beacon fìres cold， 

A vastness of steppelands sunk in gloom， 
where snow flies white. 

First he strikes the note shang， 
then the chüeh， then y祉，

And autumn le凹 的 in the circling wastes 
tremble， rattle， break loose. 

Y ou， Master Tung， 
Have reached that godlike vision一
Deep in the mountains， lurking and Iistening， 

there come the sprites and goblins. 
It may be fast， it may be slow 

with the movement of his hand， 
I t  seems to turn back， it  seems to go 

的though with a heart of its own 
In empty mountain all species of birds 

scatter， then gather again， 
Clouds drifting for a thousand miles， 

the shadow and the brightness. 
The bitter cry in the night when 

the fledgling goose loses the flock， 
The shattering voice of the nomad child 

longing for his mother. 
The rivers still their waves， 
And birds too cease their songs ; 
A tribe ofUchu nomads， 

their homeland far away， 

聽董大彈胡鈴聲
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Dust and sand around Lhasa， 
from which bitter wailing rises. 

The dark and somber tune changes， 
suddenly gusting and spattering， 

A steady wind hlows the forest， 
rain sends tiles crashing， 

Cascades leap in the howling gale， 
fI y to the tips of the trees， 

Deer in the wilderness cry out 
and run beside the hall. 

The bastions of Ch'ang-an 
touch the palace's east wall， 

And the Pool of Phoenixes faces 
the blue-chain-patterned gate. 

A great genius who cast from him 
all glory and all fame， 

Y ou at whom evening of day I hope to see 
come to me lute in arm. 

[063 66) 
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進娑沙 塵哀�生

幽陰變調忽氣i麗

長風吹林的積瓦

道 泉諷楓飛本末

野鹿呦q紛走安干

長安M:追求披垣

鳳凰;也要t青瑣門

高才脫略名J!.剎

日夕主君抱琴至

When heptasyllabic songs were used a s  occasional poems， i t was appropriate 
to append a brief section carrying the occasional message. The ‘palace's 
east wall (gate) " was a kenning for the Chancellory， of which Fang Kuan 
was the grand secretary. The "Pool of Phoenixes" stood for the Secretariat， 
where presumably Li Ch'i was employed. The last couplet suggests either 
that Fang Kuan or Li Ch'i himself hopes for a visit from Tung T'ing-Ian. 
The traditions of the heptasyllabic song were not always amenable to the 
social occasions of T'ang poetry， and often， as here， the occasional message 
hangs incongruously at the end of an otherwise unified poem. 

A fascination with personality-often the eccentric personality 
pervades both Li Ch'i's pentasyllabic and heptasyllabic“old-style" verse. 
In such character sketches， Li Ch'i most closely approaches the work of 
Li Po， whose character sketch “To Meng Hao弋jan" has appeared earlier. 
If Wang Ch'ang-ling complicated character typology by indirection of 
the evidence revealing character， many other poets paradoxically sought 
the individual in a stereotype-the eccentric. 

The character sketch became the form in which to present the eccentric. 
In the High T' ang the character sketch was closely related to Wei and 
Chin poetry on exemplary figures， such as two poem series by T'ao Ch'ien 
on ancient worthi郎， the Yung p '的-shih 詠會士 and the Yung san-lang 
詠三良. During the age of court poetry this form fell into relative disuse ; 
it was at best a dully homiletic poetry. During his exile in the mid-72oS 
Wang Wei was one of the fìrst High T'ang poets to rehabilitate the form， 



防'ang Ch 'ang-ling and Li Ch 'i 1 07 

writing three biographical sketches on local worthies of Chi-chou (05 85 3-
5 5) .  But Wang Wei never fully developed the form， and one of his fcw 
later character sketches was addressed to Li Ch'i ， perhaps suggesting Li 
Ch'i 's association with the form (05788) . The character sketch was also 
closely related to the purely typological poetry also developing in the 
K'ai-yüan ; for example， Ch'u Kuang-hsi's series on bucolic types. Though 
he clearly preferred the character sketch， Li Ch'i did write one such 
typological poem， “The Fisherman，" and this was singled out for special 
praise by Yin Fan (06295 ; see also Ch'u Kuang-l凹's and Kao Shih's versions， 
pp. 66-67.) 

Though the High T'ang eccentric was a stercotypc with an iconography 
of appropriate actions， eccentricity was implicitly individuation from the 
social norm. The eccentric was defined by what he did and his attitude. 
One might visit the reclu仗， not fi nd him in， and experience the recluse 
through his surroundings. But there was no substitute for the human 
presence of the eccentric. 

In the following poem the great calligrapher Chang Hsü does not 
simply inhabit a landscape poem-he acts. His actions may now seem 
more comic than eccemric， but they were tÌ1e kinds of actions associated 
with eccentricity， just as there were fixed gestures that signified elegance， 
senslUvlty， or reslgnatlOn. 

To Chang Hsü 

Master Chang has an inborn craving for wi肘，
Free and easy， no care for the world's business. 
Snow-white hair， total master of cursive and script， 
Named by the age "Genius ofGreat Lake." 
Bareheaded he rests on his folding chair， 
Gives forth three or four long bellows， 
And as his mood comes， daubs ink on white walls， 
W;Iving his brush like a shooting star. 
Round his low cottage the winds moan， 
W inter grasses fì 11 his yard. 
Do you wonder about his possessions?  
To h im things of this life are floating weeds 
In his left hand he nibbles a crab c1aw， 
In his right holds alchemical tracts， 
And he stares wide-eyed at the river of stars， 
Then none can tell if he's drunk or sober. 
His guest all come， take their proper seats 
As the dawn sun looks down on eastern walls : 
He serves Yangtze fì sh wrapped in lotus leaves， 
In white bowls heaps the sweet-scented rice. 
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Petty salary is beneath his concern， 
His spirit roams free to the world's confines. 
For those of the age who don't recognize him­
This is the immortal-Master An-ch'i. 

[06300] 

防lQ/lg C/z 'ang-ling and Li Ch 'i 

拉史祿心不l再
放神於八M
H幸人 不裁者
即是安期生

The Early T'ang court poet effaced himseIf in his poem ; the objects 
of his praise were defined by the sociaI position they heId and the appurte­
nances of that position. B y  the end of the K'ai-yüan the new interest in 
the individual had largeIy supplanted the older social values. It was just a 
short step from character sketches by Li Ch'i and Li Po， fÌ"om the attempt 
to portary "the individual ，"  to the poet who sought to be“the individual" 
一Li Po. 
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丰台

Li Po 

A New Concept ofGenius 

A hundred poems per gallon of wine­
that's Li Po， 

Who sleeps in the taverns 
of the market of Ch'ang-an. 

The Son of Heaven summoned him， and he 
couldn't stagger on the boat， 

Said， “Y our servant is indeed 
an immortal in his wine." 

from Tu Fu， "Eight Drinking ImmortaIs" [ 10520J 

In four lines Tu Fu succinctly enumerated the essential elements of the 
accepted image of Li Po， an image that Li himself Iabored to project: he 
writes quickly and voluminously ;  he drinks heavily ; he does as he pleases 

. and shows a cheerful disregard for custom and authority ; and he is an 
immortal， di佐rent from ordinary men and privileged to act di佐証rently.
No other T'ang poet， including Tu Fu， devoted so much of his energy to 
describing and projecting his identity， signaling to the reader his unique­
ness both as a poet and as a personality. 

Beside his pre-eminence as a poet， Li PO lefi: this one great Iegacy to 
future poets : an interest in personal and poetic identity. 此1ere excellence 
was no longer su任icient ; the pöet had to be both excellent and unique. 
Thus， Iater critics admonished aspiring poets to imitate Tu Fu rather than 
Li PO : in their eyes the two poets were equal in stature， but Tu Fu's genius 
seemed somehow more imitable than that of Li Po. The rationale for 
directing young poets away from. the model ofLi PO was that Li's art was 
perfectly naturaI， uncontrollable， almost divinely inspired. But the real 
reason that Li PO was inimitable was that Li Po's poetry primarily con-

109 
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cerned Li Po : its goal was to embody a unique personality， either through 
the persona of the poem or through an implied creator behind the poem. 
Imitation necessarily failed， because it contradicted the very reason for the 
style's existence. 

From the very beginning ofhis  career， Li PO was indeed very different 
from other poets. In the late 7IOS a young T'ai-yüan Wang named Wang 
Wei was being introduced into the courts of the T'ang princes. Playing the 
traditional role of the precocious young poet， he dazzled them with his 
faultless mastery of the courtly style. This Wang Wei was already develop­
ing a private dimension in his poetry， but his gestures of personal identity 
were bound negatively to that shining worId for which his family back­
ground and literary training had prepared him. At about the same time， 
far to the west in Szechwan， a poet of much the same age but of a far more 
questionable background had gone to visit a recluse on Tai-t'ien Mountain 
and not found him in : 

A dog barks amid the sound of waters， 
Peach blossoms dark， bearing dew. 
Where trees are thicke哎， sometimes see a deer， 
And when noon strikes the ravine， hear no belI. 
Bamboo of wilderness split through blue haze， 
A cascade in flight， hung from an emerald peak. 
But no one knows where you've gone-
Disappointed， 1 linger among these few pines. 

[08680] 

犬吠水聲 中
桃花帶ït濃
樹2革時 見鹿
:真午不鬧鐘
野竹分青il
飛 泉拉碧拳
且在人耍。所.}
愁侍兩三私:

Young Li PO has a good grasp of the rules 0 ftonal balance， and like another 
young Szechwanese poet before him， he aims for certain conventionally 
“poetic" effi目的， such as using the verb “splits" (fen分) to describe a disrup­
tion in visual continuity.l The verb “hung"攸關拉 ) is a permissible， if 
somewhat inelegant variation on the more common “suspended" (hsüan 
憋) applied to a cascade (cf 03744.2) .  With a few important reservations， 
the aristocrats of the capital would probably have found this an adequate 
performance. 

The shortcomings that conservative readers would have found in Li 
Po's poem would have been traced to Li's poetic education， which was 
quite di任全rent than that of young Wang Wei. Li violates basic decorum by 
crowding his short poem with too many trees and at least two streams. A 
more serious "fau\t" would have been found in Li's opening couplet ; it 
upsets the balance that should exist between the parts of a poem. This is not 
the "proper" way to begin a poem; any capital-trained poet would know 
that a poem should begin with the general scene or an indication of the 
occasion. Li's abrupt "barking 

， 
unbaIances the poem and focuses too much 
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attention on a first line that is simple but aggressively brill iant ; the rest of 
the poem trails limply behind its brilliance. When one visits a hermit， of  
course， it i s  entirely proper to fin� some evidence of the hermit's presence 
in the landsca阱， but “barking" is simply too noisy， and， if it must be 
included， it should be placed where the “evidence tropc刊belongs， in thc 
middle couplets， where its ingenuity can be muted by a parallcl. 

This was a poet who surprised his readers and violated their sensc of 
poetic order and decorum. Poets had always taken pride in writing "sur­
prising" Iines， as much as their readers had enjoyed being surprised ， but 
such delights occurred within clear1y defined boundaries of taste. Many 
centuries of  Iiterary experience had created these boundaries to preserve 
the ba1ance and unity of a poem. But Li PO stepped outside of these boun­
daries and found readers that loved his etfrontery. The dog's barking heard 
through the splash of the stream was only moderately "strange" ; as Li PO 
himself pushed back ever farther the boundaries of poetic decorum， he 
found that he had to go to ever greater lengths to achieve the "strangeness.' 
that became his trademark. Writing of Li Po's “Hard Roads to Shu" in 
7 5 3 ，  Yin Fan was to call it “strangeness on top of strangeness" (奇 之又奇 ) .

L i  Po's poem on  visiting the hermit was marked b y  other "faults" :  it 
was utter1y lacking in allusions， ornamentation， and elegant variation. The 
ability to use allusions and ornament gracefully was a matter of study. A 
line Iike “A dog barks amid the sound of waters" was too plain， too direct. 
The young poet had talent but he was unpolished and untutored : this was 
the verdict of one of the greatest patrons and court poets of the ear1y K'ai­
yüan， Su T'ing， recently banished from court and demoted to governor of 
Yi-chou in Szechwan. In a letter， Li PO proudly recounted his meeting with 
Su T'ing and Su's verdict on his work : 'The lad has a wealth of natural 
talent and practices constantly. If only he broadens himself with learning， 
he could be the equal of Ssu-ma Hsiang-ju .  Though his mastery of style is 
yet imperfect， 1 see in him the potential for greatness. " 2  

If  such a meeting d id occur， it must have had a profound e陡ct o n  the 
young poet. Su T'ing was one of the foremost Iiterary and political figures 
of the day ; Li PO was an unknown whose social background was， at best， 
dubious. Li claimed descent from Li Kao， the fifi:h-century ruler of a semi­
barbarian kingdom in 
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informed his biographers that his family had been banished to Central 
Asia and had only recently returned to China and "resumed" their surname 
Li. AII this has the marks of a genealogy created for convenience， and Li 
Po's family is suspected of having Iranian or Turkish origins.3 Li Po's 
father seems to have been neither landowner nor official， and he may weII 
have been a merchant. Meng Haoτjan may be considered an outsider to the 
circIe of capital poets because he was of a regional landholding farnily and 
had only indirect relations with the higher levels of capital society. But Li 
PO was a true outsider， a man with no connections whatsoever， a man who 
would have to reIy solely on his native talent to succeed in the capitaI. 

The background of Li Po's family may have been murky in reality 
and glorious in the imagination， but in his upbringing Li PO was a native of 
Szechwan. T'ang poetry had none of the strong regional divisions that we 
find in later dynasties : the m句or regional distinction was between the areas 
around the two capitals and everywhere eIse. But two sections were begin­
ning to deveIop regional poetic identities : the Southeast and Szechwan. 
The situation in Szechwan was pecuIiar : on the one hand， i t  possessed a 
briIIiant literary past， ha vi月 produced the most famousρ� writers of the 
Han， Yang Hsiung and Ssu-ma Hsiangτju. On the other hand， Szechwan 
had played no signifi cant role in the history of shih poetry， the dominant 
poetic form in the T'ang. Thus， it was quite natural that a poet from Sze­
chwan， like Ch'en Tzu-ang several decades before Li Po， would associate 
himself with the literary past when his work was rej ected by the Iiterary 
arbiters of the court. He could recaII that in the past being from Szechwan 
had been an asset to a literary career and not a rustic liability : fu-ku opposi­
tion to court poetry was a natural response﹒ 

Both of the great Szechwanese poets， Ssu-ma Hsiang-j u  and Ch'en 
Tzu-ang， became important models for Li Po. During his youth Ch'en 
Tzu-ang was reputed to have been a rash bravo who didn't begin Iiterary 
study until his late teens ; similarly， Li PO boasted that in his teens he had 
been a master swordsman and had kiIIed several men. Another anecdote 
about Ch'en Tzu-ang is that when he first arrived in the capital， he bought 
and smashed a very expensive lute to attract the attention of capital residents 
to his poetry ; Li PO told proudly of his ability to toss away a fortune on a 
whim. Together the two poets we 
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eccentric genius was becoming a popular fìgurc， represented by men Iike 
Chang Hsü. The combination of the two types was not necessarily asso­
ciated with Szechwan， but anecdctes about Ch'en Tzu-ang， Li Po， and 
others do suggest that Szechwanese were often associated with some 
variation on these values. It may have been出at Szechwan was ln fact a less 
stable region than central China， and that violent behavior or the boasting 
menace of viole肘， unpredictable behavior was an asset there. Whether or 
not he was assuming a conscious pose is impossible to tell， but Li PO did 
identify himself strongly with these values， and they were the values of an 
outsider. 

As the most eminent example of the rash， eccentric Szechwanese 
literary fìgure， Ch'en Tzu-ang was a model for Li PO‘and in Li Po's Ku­
fe嗯， Ch'e的poetic model was also important. But Ch'e的importance to 
Li PO as a poet was overshadowed by the example of Ssu-ma Hsiang-ju， 
who became virtually an obsession in Li Po's work. During the T'ang， Ssu­
ma Hsiang寸u had a double image. On the one hand， Ssu-ma Hsiang-ju 
was the fìgure of popular legend who eloped with Cho Wen-chün and 
kept a tavern with her in Ch'eng-tu until her wealthy father relented and 
provided the couple with an income ; he was the empathetic poet who 
wrote the Ch 'a愕-men fu on behalf of the abandoned imperial consort A­
ch'iao， through which she regained imperial favor ; he was the fìckle husband 
who left Cho Wen-chiin for another woman and to whom Cho wrote “The 
Song of White Hair" 白 頭吟as a reproach. 

On the other hand， Ssu-ma Hsiang-ju was the most famousfu poet of 
the Han : his works overwhelmed readers with their verbal exuberance and 
speculative imagination. Important in the T'ang image ofSsu-ma Hsiang-ju 
aS a poet were comments preserved in the Miscella叮of the Western Capital 
�京雜記; thesc are now considered spurious， but they would have been 
thought genuine in the T'ang. In the Miscellany Ssu-ma Hsiangτju is quoted 
as ha ving said， “The consciousness (如in心， “heart'γmind") of the戶poet
encompasses the entire univecse ; this is accomplished within-it ca間間tOO
formulated and passed on." 5 This was a grand and cosmic conception of 
the nature of literary art， with parallels in Ts'ao Pγs Lun-wen and Lu Chi's 
胏'en-fu; the poet's consciousness was linked in a sympathetic resonance 
with the order of the univer呵， and that order was embodied in the literary 
art. Such a view of Iiterature differed sharply from the fu-ku view of art as 
an expression of 
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tion. ' "  6 Both comments from the Miscellany point to the transcendent 
nature of art and the artist. To be， in Su T'ing's words， “the equal ofSsu-ma 
Hsiang-ju" meant to be a cosmic genius. 

Originally associated with Ssu-ma Hsiang-ju，  such a lofty conception 
of poetry and the poet was to become an essential part ofLi Po's self-image. 
It was a self-image that unified Li's fascination with the cult of immortality 
and his vocation as a poet. Su T'ing had told him he was to be "the equal of 
Ssu-ma Hsiang-ju，" and when Li PO arrived in the capital， the famous Ho 
Chih-chang called him a “banished immortal ，" an immortal who had 
misbehaved in Heaven and had been punished by spending a lifetime on 
Earth. In Ch'en Tzu-ang the heroic， eccentric Szechwanese persona had 
been at odds with his stern moral posture as afu-ku poet and had eventually 
succumbed to it. But Li PO had found a concept of poetry that could com­
fortably accommodate his Szechwanese persona : he possessed a divine 
nature that legitimized wild eccentricity in both poetry and behavior. He 
was， as later critics called him， the “poet immortal，" who could violate the 
rules because he was beyond them ; he saw his talent， like that of Ssu-ma 
Hsiang-ju， 的 not of “the human world." Out of this heady liberation from 
everyday humanity came Li Po' s  multiple guises : the wild drinker， the 
womanizer， the man who cheerfully disregards authority and social 
decorum， the poet who dashes off verses without thinking， the spontaneous 
gemus. 

Li PO was born in 701 .  His exact birthplace is uncertain， but it may 
have been in a semi-Sinicized region of Central Asia .  Early in Li's child­
hood the family moved to Szechwan. If we are to believe the stories Li PO 
told ofhi s  youth-and we should be very wary of them-he had ;jlready 
acquired a certain amount of local fame as a poet and recluse by the time he 
left Szechwan in the mid-720S. Then Li went traveling down the Yangtze， 
visiting famous spots and trying to make connections with various notables. 
The most noteworthy figure that Li PO met during this period was the 
Taoist master Ssu-ma Ch'eng-chen. 

By 730 Li PO had ceased his wanderings and settled in An-lu， north of 
the Yangtze in modern Hupei. A few years later he married the daughter of 
a local family whose ancestor Hsü Yü-shih had been a minister during 
Kao-tsung's reign. By 730 the family's influence was， at best， only local. 
Li PO possessed an overweening desire to provide himself with an illustrious 
backgroun 
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unspoken social prominence in the backgrounds of many more reserved 
poets. 

Thus， Li PO married the 也ughter of a locaIly prominent family whose 
ancestor had once been minister : the way Li PO himself recounted the 
episode， he had j ust fìnished touring the famous Yün-me時 Marsh， cele­
brated by his "countryman， Ssu-ma Hsiang-ju，" when "1 was summoned 
by the family ofMinister H蝠， who gave me to wife his granddaughter， and 
1 rested from my travels there. " 7 In fact， Hsü Yü-shih had been long dead， 
and it is extremely unlikely that any "granddaughter" of his could have 
been under sixty. In the same letter Li makes the anomalous and mendacious 
claim that his family was originaIly from Chin-ling， the former capital of 
the Southern Dynasties ; he further claims that on his travels through the 
South， every time he saw a nobleman down on his luck， he would give 
away a fortune to help him. This gesture presumably represented his feeling 
of commiseration with men of aristocratic birth who “like himself" had 
come down in the world. 

The truth was that An-chou was an undistinguished country town 
and that Li PO was an obscure person whose greatest hope of advancement 
lay in convincing others of his grand vision of himself Basing himself in 
An-chou， Li made a number of side trips. The most interesting was a short 
trip to Hsiang-yang， where he met Meng Hao-jan and the inAuential Han 
Chao-tsu月﹒ To Meng Hao-jan， Li addressed the ecstatic praise poem 
quoted earlier， but the old poet seems to have paid Li little attention. There 
is also a story that Li affronted Han Chao-tsung on introduction by not 
paying the governor the proper respects ; Li is supposed to have compen­
sated for his rudeness by the quip “Wine makes its own manners ." A 
similar story about Meng Hao-jan and Han Chao-tsung casts suspicion on 
the incident， but even if the Li PO version did occur， Li gained nothing 
from his wit. 

In the late 730s or fìrst years of the 740s， Li PO left An-chou to resume 
his wanderings， probably hoping to build a reputation. His fortunes changed 
when he met the Taoist master Wu Yün on Mount T'ai. Wu was suffìciently 
impressed by Li PO to arrange an introduction for Li when Wu w的 sum­
moned to the court in 742. Li managed either to impress or amuse Hsüan­
tsung， and he was given a post in the Han-lin Academy. The Han-lin was a 
special bureau outside the usual government table of organization ; entrance 
was by imperial appointment only， and many of its members were in close 
and frequent a 
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c10se to the emperor， having completely circumvented the usual channels 
offamily， official patronage， and the chin-shih examination. Li Po's function 
in the Han-lin Academy seems to have been to draft imperial documents， 
but he also probably wrote poems to be sung at inner court occasions when 
members of the imperial harem， notably Yang Kuei-fei， were present. 

If Li's inner court poems are genuine， their style is very di任erent from 
the ornamental style of court banquet poetry， which was reserved for more 
formal court occasions. In honor of Yang Kuei-fei and the peonies planted 
in the palace gard凹， Li PO was supposed to have composed three songs to 
the c!t 'ing-p 'ing melody. These were sung to the imperial couple by Li 
Kuei-ni凹， the emperor's chief musician. The fol1owing is the first of the 
senes : 

Clouds calI to mind her rob郎，
the flowers recalI her face. 

Spring breezes brush the railing， 
dew full on the blossoms. 

If you don't see her in gods' abode， 
on the mountain Hoard of]a缸，

Y ou can surely meet her in mooniight， 
there on the Terrace of ]asper. 

[080191 

雲 想 衣 裳 花 想 容

春風 彿 種 露 箏 濃

若 非 本 主 山 頭 見

會 尚 且島 臺 月 下 進

The wine， Li Kuei-nien's  singing， and Yang Kuei-fei' s  plump body may 
have made this very stimulating for Hsüan-tsung， but taken purely as a 
piece of poetry， the song is rather light fare. It elaborates the idea that “Yang 
Kuei-fei is like a flower and a goddess. " Few compliments to female beauty 
are more platitudinous. 

Numerous delightful anecdotes survive concerning Li Po's period in 
court : they tel1 of his habitual drinking， his eccentricity， and his lack of 
ceremonial respect when appearing bef ore the emperor. Here i t  is impossible 
to separate fact from fiction. A certain amount of insouciance was not only 
permitted to someone inLi Po's position， it was positively admired. Li Po's 
reputation as an "interesting person" certainly was an important factor in 
Hsüan-tsung's fondness for him， and had Li become suddenly obsequious 
or staunchly moralistic， it is likely that he would have found himself quickly 
out of favor. Both in and out of cou哎， Li Po's erratic behavior was part of 
his chosen role， but it was not， 的 some biographers have seen 此， an indica­
tion of a genuine disdain for position. Li wanted recognition : he showed no 
unwil1ingness to come to court and complained bitterly when he was forced 
to leave it .  Wildness was expected of him， but he did nothing deliberately 
to provoke the emperor. Howev仗， T'ang readers took the same delight in 
indiscretion that the emperor did， and anecdotes of Li Po's behavior were 
embel1ished and exaggerated. 
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One famous anecdote was told first by Li's friend and first editor Wei 
Hao 氣 頓 : Li had been drinking at a nobleman's house when he was sum­
moned to court to draft an edict ; Li arrived at the palace half drunk and 
dashed off the edict without a draft .  This basic story， in all its credible 
modesty， reappeared， altered and embellished， in several later sources : the 
emperor was “testing" Li Po's poetic ability ; the powerful eunuch Kao 
Li-shih was commanded to remove the poet's slippers ; and so forth. Our 
rich sources for Li PO the legend overwhelm our meager sources for Li PO 
the mortal man， and Li's own comments contribute far more to the former 
than to the latter. But for the litcrary scholar the legend i s  ultimately far 
more impoçtant than the man， for much ofLi Po's poetry was dedicated to 
the service and glorification of the legendary image. 

The imperial favor that Li PO enjoyed rested on very insecure founda­
tions : someone appointed on imperial whim could be dismissed on imperial 
whim. In 744 Li was either dismissed from court or was driven to resign by 
the pressure of his enemies. One should remember that Li PO was virtually 
unknown in the literary world of the capital until 742， and that in all he 
spent less than three years in court and in the capital. As a Han-lin func­
tionary， he was outside the vast web of social relations that bound together 
literary men in the bureaucracy. Clearly Li PO attracted the interest and 
admiration of many literary men， young and old， but like his position in 
court， his popularity rested on foundations less stable than those of Wang 
Wei or Wang Ch'ang-ling. 

Leaving Chang-an， Li PO went east， first to Lo-yang and then down­
river to Pien-chou. It was on this trip that Li rnet Kao Shih and young Tu 
Fu. For ten years Li wandered from place to place， living off his reputation 
as a poet and eccentric. 

When the An Lu-shan Rebellion broke out in 7 5 5 ， Li PO was in the 
. Southeast， and he wisely stayed there， safely out of harm's way. True to 

character， he began to claim that he had foreseen the rebellion and had tried 
to prevent it. I t  was not lo�g， ho""ev仗， before Li 1>9. fouI1d_ þjQ1self in 
trouble : after Hsüan-tsung abdicated， Su-tsung deputed his brother， the 
prince of Yung， to take command of the lower Yangtze region. The prince 
had plans of his own and soon . organized a military force that he thought 
sufficient to set up an independent state in the region. On his way down the 
Yangtze to take Yang-chou， the prince picked up Li PO and kept hi 
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to believe this， but more Iikely it was the polite fiction of a prisoner or 
coIIaborator. 

Soon after the prince of Yung's army was destroyed' early in 75 7，  Li 
was arrested and imprisoned at Hsün-yang. Later he was given a conditional 
rcIcasc， and hc resumed his wanderings， constantly petitioning for the 
imperial pardon that he finaIIy received in 759 .  He spent his  last years 
traveIing through the Yangtze region， vainly hoping to procure a post in 
the new government . In 762 the poet died， having entrusted his writings to 
a friend， the great caIIigrapher Li Yang-ping 李 時 冰 .

One of Li's earliest works had been an exuberant， visionary fu on the 
P'eng， the Great Bird described in the fìrst chapter of the Chuang-tzu. The 
P'eng was a poetic and philosophical symbol of a greatness that transcended 
thc limits of mortal understanding. The bird appeared again in Li Po's 
deathbed poem as a metaphor for the poet. The vital exuberance of the 
Great Bird in the youthful ρ� was gone， and in its place appeared a bitter 
pride : 

The Great Bird fliesl 
shakes world's edge with wingbeats， 

Then broken midskyl 
his might cannot save him. 

His a叫ura will lin呵ge叮r s叫圳副uωil
口m】yriad ages恥， 

He roamed to Fu-sangl 
thcre caught his left sleeve. 

If you ， born later， comprchend this， 
pass It on一

Now Confucius has perished， 
who is there to weep for it ? 

[08 1 47J 

大 鵝 飛 兮j晨八裔

中 天 線 兮 力 不 站等

餘 風 激 兮 其 世

i這 扶 卒 兮 #� 左 秩

後 人得之傳此

仲 尼 亡 乎 誰� 出 涕

In this Ch'u song the Fu-sang was the mythical tree that grew at thc eastern 
Iimit of the world ; there the cosmic poet， whose encompassing conscious­
ness circled the universe， brushed his sleeve on passing. 

It is di何ìcult to foIIow the growth ofLi Po's poetic reputation through 
his Iifetime and through the latter part of the eighth century. Li had his 
devotees during the T'ien-pao， but no one thought of him as a m司or poet， 
much less the m句or poet of the T'ien-pao， as he was later considered. Li's 
poetry was weII represented in the Ho-yüeh ying-ling chi of 753 ， but Yin Fan 
did not accord to him the superlative evaluations that he generously appIied 
to several other poets. In the Kuo-hsiu chi， mainly concerned with tonal and 
sound values in poetry， Li PO was not represented at aII ; the Kuo-hsiu chi 
was compiled in the late 750s or early 760s and represents the postrebeIlion 
shift in capital taste away from the bolder style of the T'ien-pao. 
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There was little mention or imitation of Li Po's poetry during the 
decades immediately following his death. Then， in the last two decades of 
the eighth century， some interest revived in his work， particular1y in the 
Southeast. By the ear1y ninth century the writers around Han Yü and PO 
Chü-yi considered both Li PO and Tu Fu the greatest and most exemplary 
poets of the High T'ang. Since that time Li 1旬's sharcd prc-emincnce with 
Tu Fu has been virtually unquestioned， and relative evaluation of the two 
poets has grown into a popular critical pastime， particu1ar1y in the twentieth 
century. 

As with the works of Meng Hao弋jan， there are serious textual problems 
in Li Po's poetry. Shortly after Li's death there were two editions of his 
works in circulation， the Ts'ao斗'ang chi 草 堂 象 ， edited by Li Yang-ping， 
and the older Li Han-lin chi 李 翰林 1f; ， edited by Wei Hao. We know 
virtually nothing of the history of these two editions until they came 
together in Sung printed editions. The two collections probably differed 
both in the texts and in the poems included. Sung editions also claimed to 
have found a number of "lost" poems. The greatest virtue of Chinese 
editorial policy was also its greatest vice : every poem with every variant 
was included. In the case of variants， editors were forced to make choices， 
but in most cases their choices were determined by a single source text. In 
the case of whole poems， the patently spurious would usually be included 
beside the indisputably genuine. In addition to poems that may be spurious， 
Li Po's collection also contains di陡rent versions of the same poem， somc­
times under the same title and sometimes with a di陡rent title. These may 
represent di任erent drafts， di任全rences between the fìrst two editions， versions 
taken from anthologies， or modifìcation of poems for singing. As a result， 
many scholars have been understandably skeptical about Li Po's collection 
as a whole. The famous nineteenth-century scholar and poet Kung Tzu­
chen 龔 自 珍 went so far as to admit only 1 2 2  of Li's over 1 1 00 poems as 
genuine. 8  The situation is probably not as bad as Kung Tzu-chen believed， 
but one should exercise caution with poems whose authenticity is in doubt.9 

Yüeh:/ù and “songs" 壘。-hsing 歌 行 ) make up about one-fifth of Li 
Po's collection in its present form. The “songs" are mostly written in the 
yüehτfù manner， but they di是r from traditional yüeh-jù in two wa ys : first， 
the “songs" were not written to traditional yüeh:/ù t 
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Li Po's contemporaries found his yüeh:fu and songs new and exciting， 
and readers of Chinese poetry have always felt their uniqueness. We know 
very little about how individual poems were read， classifìed， and evaluated 
in the eighth century， but in the following progression of comm凹的， we 
can see something of the changes in taste that were occurring in the first 
half of the century. 
Both poems are equaIly matched in craftsmanship， but Shen Ch'üan-ch'i's last 
couplet goes : 

TIns humble courtier would carVE rotting Stun-， 
And is ashamed ω perceive the timber of Camphor Terrace﹒ 

In my opinion， the energy of his lines comes to a stop in this. But Sung Chih-wen's 
poem c1oses : 

I do not grieve that the bright moon is gone， 
For the pearl that shines by night comes in its stead. 

This ends his poem on the upbeat. 
[The court lady Shang-kuan Wan-e巾， glvmg her judgment at a poetry 
competition in 709] 

At his leisure Meng Hao弋jan visited the I mperial Library and under an autumn 
moon and the recently c1eared skies， a poetry party was held there. Meng wrote 
a couplet that wen t :  

Faint c10uds pale the river o f  stars， 
Sparse raindrops drip the pawlonia trees. 

AII thc party sighed at its perfect lucidity. 
[Meng Hao寸an appearing bef ore Chang Chiu-ling and Wang Wei in the 
early 730s :  from Wang Shih-yüan's preface] 

When he [Li Po] was in Ch' ang-an [ca. 742] the director of the Imperial Library， 
Ho Chih-chang， named him the "banished immortal，" and when he read Li's 
"Song 6f tfte R60sting Gro帆，" Ho saitl， 日This poem could make t;üds and 
ghosts weep." 

[Fan Ch'uan-cheng's tomb inscription for L i  Po] 

Shang-kuan Wan-erh's comments looked fìrst to the formal require­
ments of craft and then to the decorum of the positive ending : poems were 
not described but rather judged in relation to some knowable standard of 
taste. Description and evaluation exist in about equal proportions in the 
response to Meng Hao寸阻's couplet : the couplet was ch 'ing-chüeh (清 純) ，
“perfect lucidity，" understood i n  terms of  the mood it created， however 
elusive that mood might be to define. But when the response to a poem was 
that it could “make gods and ghosts weep，" we are confronting neW 
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1iterary values that are di陡rent in kind from the two ear1ier comm凹的­
Such a comment was directed to the a能ctive power of the poem， not in a 
category of mood but in degree : it tried to account for something that 
seemed to transcend the usual 1imits of literature. The “sigh" accorded to 
Meng Hao寸an's couplet was an affective recognition of great talent， but it 
remained essentiaIIy within the decorous boundaries of poetry. To speak of 
“making gods and ghosts weep" was a recognition of geni肘， and genius 
demanded a response more than the merely human. Ho's praise of "Song of 
the Roosting Crows" was not unique : in Li Chγs song， Tung T'ing-Ian's 
music had drawn the minor divinities of the landscape to 1isten from their 
hiding places. T'ien-pao readers sought， and Li PO proudly provided， 
genius that went beyond the old boundaries of art. 

After Li PO became known in the 1iterary world of the capital， the 
capital poets po1iteIy avoided mentioning either Li or his work : their 
aesthetics were more conservative. But Li PO did capture the imaginations 
of readers outside that social web of poets : old eccentrics， Iike Ho Chih­
chang， and impressionable younger poets， like Ts'en Shen and Tu Fu. As Ho 
Chih-chang's praise of “Song ofthe Roosting Crows" represented 1iterary 
values di陡rent from those of the capital poets， so the song itself was al­
together di任erent from the restrained austerity of a Wang Wei. 
Song ofthe Roosting Crows 鳥 棲 曲
The time when the crows are roosting 封 錄 臺 土 為 樓 時

on the terrace of Ku-su 
Is when， in the Wu king's palace， 吳 王 宮 衷 風平 面 施

Hsi Shih is growing drunk. 
The songs ofWu and dances ofCh'u一 兵 歌 楚 舞歡求學

their pleasure h ad  not reached its height， 
As the green hiIls were about to swallow 青 山 欲吻 半 邊 回

a half side of the sun. 
From waterclock more and more drips away， 銀 箭 金臺 溺 水 多

企om the basin of gold with its silver arrow， 
And they rise and they watch the autumn moon 起看秋 月 墜 江 波

sink down i n  the river's waves， 
As in the east the sun grows higher， 東 方 漸 為 奈 學何

what shall their joy be then ? 
[07929) 

Every contemporary reader knew the legend， knew that while the king of 
Wu was carousing with his 10veIy consort Hsi Shih， his kingdom was 
about to faII to the forces of Yüeh . 1 O  

To  a reader of the early 740S there would have been many things new 
and startling about this poem. First， Li PO possessed a capability that rela­
tively few Chinese poets before him had in any great degree-a fictional 
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imagination. In contemporary poetry the quatrain vignettes of Wang 
Ch冶ng-ling and Ch'u Kuang-hsi were closest to Li's "Song ofthe Roosting 
Crows，" but they may postdate it. To treat a historical theme， most poets 
before the 740S would turn to the huai-郎， a meditation occasioned by a 
visit to an ancient site. The huai-ku might indeed contain a few lines of 
spcculation on what the site had been like in the past， but thc center of the 
poem was inevitably the poet's present : what he saw， what he felt， and 
(reducing the imaginative act to a mental process) what he imagined. 

To write fictional poetry in the seventh century， a poet had to use the 
stylized components of the traditional yüeh而 themes. Beginning in the 
1ast decade of the seventh century， there was an ever-increasing interest in 
the fictional imagination and a growing freedom in the way poets used it. 
lt appeared in some of the visionary allegories of Ch'en Tzu-ang's Kan-yü 
and in the heptasyllabic songs of the early eighth century. Later it appeared 
in Wang Wei's youthful “Ballad of Peach Blossom Spring" (058 80) and in 
poetry on music. But the dreamlike fragments of “Song of the Roosting 
Crows" went beyond any of Li's predecessors. Wang Wei's treatment of 
the Hsi Shih legend offers a striking contrast : 

Voluptuous beauty is valued the world over， 
So how could Hsi Shih stay long unknown ? 
One morning， just a girl by the streams of Yüeh， 
That cvening， a consort on thc palace of W u. 
When poor she was thought no different from others， 
When great， they realized how rare she was. 

[台om 0585 I ]

盤 色 天 下 重
‘ 晶 晶色 拿 久 微

朝為 越 濃 女
*-作吳 宮 犯
庫克 日 豈 殊 眾
音 來 方 悟 締

The exemplary， typological aspects of the legend， which p1ay n o  role in 
Li Po's poem， dominate Wang Wei's treatment. Wang Wei's exposition 
is suprcmely rhetorical : thesis (“Voluptuous beauty . . . )  ; specific example 
(“So how could Hsi Shih . . . ) ;  a mplification of example in antithesis of 
conditions before and after recognition (second and third couplets) . In 
contrast， Li PO presents fragments of a scene through the course of a night. 

A second new feature that may account for the popularity and appeal 
of“Song of the Roosting Crows" is the tension between the simple， sensual 
surf ace and its more complicated， tragic significance in terms of the Hsi Shih 
lcgend. The royal couple's ignorance oftheir impending doom is represented 
by a similar ignorance in the surface of the poem. It is we， the readers， who 
bring tragedy to the poem. Li PO does not resolve this tension in the poem ; 
he does not step in to moralize， and he even resists the temptation to give 
a scene of the aftermath of their fall . Instead， Li undermines the simplicity 
of the royal couple's pleasure through hints that only the readers can 
understand. Time is passing， and things are coming to their ends : the 
waterclock is dripping out， the sun is being swallowed by the mountai肘，
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the season is autumn， the moon is sinking into the riv仗， and the rising sun 
wiU bring a revelation of their future. 

The audience knows important elements of a narrative plot of which 
the protagonists are ignorant. This device is basic to drama ; it forcibly calls 
attention to the diff erence between illusion and reality. It played no role 
in the touching gestures ofthe quatrain vignettcs ofWang Ch'ang-ling and 
Ch'u Kuang-h詞， but it dominates every line of Li Po's poem. I f it appeared 
at all in earlier Chinese poetry， it was exceedingly rare， and its impact on 
contemporary readers must have been tremendous. Its a能ctive power was 
such that it was not appropriate to comment on the poem's technical 
decorum or mood. It was a poem that could "make gods and ghosts weep ."  

Aside From Li  Po's "Song of the Roosting Crows，" the poem that 
made the greatest impression on his contemporaries was Li's “Hard Roads 
to Shu" 蜀 道 實在 (07926). There had never been anything like it in Chinese 
poetry. Yin Fan called it a “strangeness on top of strangeness" and fìliated 
it to the Ch'恥役'u tradition. The fìliation was appropriate for several 
reasons : 的 r哎， the visual imagination was at its height in the Ch 'u-(z 'u， with 
its visionary flights through the cosmos， its demonic sc凹的， and its god拘nd
goddesses. Second， the ritual pattern of the "Summons to the Soul" 4<< 魂
lay just beneath the surface of “Hard Roads to Shu" : as the shaman sought 
to persuade the soul to return to its body by vivid descriptions of the terrors 
that awaited in all directions， so the poet-speaker of "Hard Roads to Shu" 
tried to persuade the travelcr to return east by hyperbolic descriptions of 
the horrors of the mountainous Szechwanese landscape. 

It was quite proper to close an emotional poem with a decorous groan 
or sigh， but Li PO began "Hard Roads to Shu" with a most indecorous 
Szechwanese shriek : 

Yi-hsü-hsi ! ! ! !  Sheer ! !  High ! ! !  噫 寸或 危 乎 高 哉
The roads to Shu are hard， 蜀 迫之艱 難於上

harder than climbing the blue sky. 青 天

The poem continues with hyperbolic description in wildly irregular meter， 
using syntactic forms that would have been considered rambling even for 
good prose : 

Above are the high marks of peaks that 
make the six dragons turn back the sun. 

上 有 六 龍 四 日 之
高 標

Nor does the poet-speaker refrain from directly addressing the audience as 

the traveler : 

This place is so dangerous. 
Y ou， you poor traveler on a journey 

from faraway parts， 
why on earth have you come ? 

其 險 也 若 此
這 爾 遙遠之人

胡 � 乎 永 或
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This was more lively entertainment than most readers of yüelz:fu were 
accustomed to. 

Li PO cIearly deIighted in whatever would shock the supremeIy shock­
able sensibilities of his contemporaries. The bravo was a common enough 
topic in yüelz:fu :  his courage was praised， or his Iife was lamented ifhe spent 
it in unrewarded service. The bravo's values were in conAict with those of 
the capital elite， and poets were usuaIIy careful not to point up the con­
tradiction. Li PO not only emphasized the difference between the two sets 
of values (0793 2) : 

Never in his entire life 進域兒〕 生 年
did he read a single word 不 讀 一 字 書

he even placed the scholar at a disadvantage by comparison : 

Men of learning fall short of the bravos一 儒 生 不 及 遊 俠 人
White-haired they wiII draw their curtains， 台首干 線使何 其

teach their disciples， 
and what good wiII i t  do them ? 

To lament “time's swift passage" was one of the oldest and most com­
mon of yüell:fu topics， but Li PO would shout wildly at the charioteer of the 
sun and boast that he would transcend common mortality : 

The Sun Rises and Sets 

The sun comes up from its nook in the east， 
Seems to rise from beneath the earth， 
Passes on through Heaven， 

sets once again in the western sea， 
And where， oh， where， can its team of six dragons 

ever fi nd an y rest ? 
Its daily beginnings and endings， 

smce anclent tJmes never restmg. 
And man is not made of its Primal Stuff一

how can he tinger beside it Iong ? 
Plants feel no thanks for their flowering in spring's wind， 
Nor do trees hate losing their leaves 

under autumn skies : 
Who wields the whip that drives along 

four seasons of changes一
The rise and the ending of all things 

isjust the way things are. 

Hsi-ho ! Hsi-ho ! 
Why must you always drown yourself 

in those wild and reckless waves? 
What power had Lu-yang 

日 出 入 行

日 出 東 方 限
似 從地 成 象
歷 天又 入 海

六 龍 所 合安 在 我

其 始與 終 古 不 息

人 j� 元 氣安 得 與
之 久徘徊

旦在 不 謝 學於 春 風
水 不 22. 落於秋天

吉IU軍 鞭 策早晨 四 還

為 物 與 教 皆 息 然

義 和 義 和
汝真 :日 沒於 荒 淫之波

魯 時 何 德
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That he halted your course by shaking his spear ? 
This perverts the Path of things， 

errs from Heav凹's wiIl一
So many lies and deceits ! 
1 ' 1 1  wrap this Mighty Mudball of a world 

all up in a bag 
And be wild and free like Chaos itself! 

[07950) 

駐 景 摔 戈
逆逍遙夭

矯 1量 實 多

1 2 5  

吾 將 囊 括 大 塊

浩 然 與 瑛 i幸 同 科

The hysterical protagonist that app臼rs in many of Li Po's yüel吶 was not 
without antecedents : similar railing appeared in some of Lu Chao-lin's 
wor k， especially at the close of his “Hard Traveling (0276 1 ) ，  and earlier in 
some of Pao Chao's yüeh尹.

When the poet renounced impermanence to leap off into the infinite， 
such wildness was to be expected in the free exercise of the protean mind ; 
but even in the more modest carpe diem response to impermanence， the poet­
protagomst p吋ected a frenzied intensity. Li Po's yüeh:fu are studded with 
golden goblets sloshing with wine， with singing， dancing， and eating. The 
most famous of such poems is “Bring in the Wine" 將 進 酒 :

Look there ! 
The waters of the Yellow River， 
coming down from Heaven， 
rush in their ftow to the s凹，
never turn back again. 

Look there ! 
Bright in the mirrors of mighty halls 
a grieving for white hair， 
this morning blue-black strands of silk， 
now turned to snow with evening. 

For satisfaction in this life 
taste pleasure to the limit， 

And never let a goblet of gold 
face the bright moon empty. 

Heaven bred in me talents， 
and they must be put to use. 

1 toss away a thousand in gold， 
it comes right back to me. 

So boil a sheep， 
butcher an ox， 

make merry for a while， 
And when you sit yourself to drink， always 

down three hundred cups 
Hey， Master Ts'en， 
Ho， Tan-ch'iu， 

君 不 見
黃 河 之 水天 上 永

奔流到 海 不 復 回

君 本 見
為 安 明 錢 是 台 髮

物 如 青 絲 義 成 雪

人 生 得意 須 盡 量t

其 使 金轉 空 要t J!

天 生 我 材 必 有 用

于 金 散 宜 還使泉

烹 羊 牢 牛 且 為 樂

會 3fi 一 飲三 百 杯

本 夫 子
丹 JiI 生
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ßring in thc wine ! 
Keep the cups coming ! 

And 1， I ' 1 I sing you a song， 
Y ou bend me your ears and Iisten一
The bells and the drums， the tastiest morsels， 

it's not these that 1 love-一
AlI 1 want is to stay dead drunk 

and never sober up. 
The sages and worthies of ancient days 

now lie silent forever， 
And only the greatest drinkers 

have a fame that lingers on ! 
Once long ago 

thc prince of Ch'en 
held a party at p'ing-Io Lodge. 

A gallon of wine cost ten thousand cash， 
all the joy and laughter they pleased. 

50 you， my host， 
How can you tell me you're short on cash ? 
Go right out ! 

Buy us some wine ! 
And I'1 I do the pouring for you ! 

Then take my dappled horse， 
Take my furs worth a fortune， 

Just call the boy to get them， 
and trade them for lovely wine， 

And here together we'll melt the sorrows 
of all eternity !  

[0793 1 1  

將 進 酒
杯 其 停

Li  PO 

與 君歌 一 曲
諸 君 為 我 傾 耳 聽
鐘 鼓 鎮玉 不 足音

但 頗 長 醉 不 復 員星

古 永 聖 賢 皆 寂 寞

惟 有 飲者 自8 其 名

隊 玉 昔 日幸 宴 乎 無

斗酒十 千 悲歡誰

主 人何 為 吉 少 錢

徑 須 f古取對 君 的

五 花 鳥
千 金哀
。于 兒將 出 換 美 酒

與 爾 問 銷 為 古 慈

The Chinese poetic tradition had no lack of carpe diem poems and drinking 
poems， but there never had been a poem before that spoke to its audience 
with such violent energy : it was one thing to say， ' ‘Man should drink to 
forget the troubles of this wor1d and mortality" ; it was something e1se 
altogether to say， “Drink with me and don't be stingy with your money ." 
But  the poet's seeming mania swallows this grand violation of social taboo. 

The exuberance of the poem had another aspect : it shifted the center 
of interest away from the idea itse1f-which， all things considered， was a 
rather dull commonplace-and directed it toward the poet-speaker. Even 
more than in Meng Hao-jan， the traditional theme is only a form through 
which a personality can emerge. As we will discuss later， this concern with 
creating and defining an identity was even more characteristic of Li Po's 
non-yüeh而 poetry.

In many of Li Po's less frenetic yüeh而 there was a similar interest in 
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the implicit protagonist rather than in the surface statements of the poem 
itself. As the preceding poem tried to project the frenzy of the drinker， so 
the following poem tries to recreate the dreamlike disoricntation of the 
lover. This technique of fragmentation to represent the distraught con­
sciousness of the poet became an essential part of mid-ninth-century poetics. 

Yearning 

Endless yearning 
Here in Ch'ang-an， 

Where the cricket spinners cry autumn 
by the rail of the golden well， 

Where ReckS of frost blow chill， 
and the bedm仗's color， cold. 

No Iight from the lonely lantern， 
the longing almost broken一

Then roll up the curtain， 伊拉 on the moon， 
heave the sigh that does no good. 

A lady lovely Iike the Rowers， 
beyond that wall of c1ouds， 

And above， the blue dark of heavens high， 
And below， the waves of pale waters. 
Endless the sky， far the journey， 

the Reet soul suffers in Right， 
And in its dreams can't touch its goal 

through the fastness of barrier mountains一
Then endless yearning 
Crushes a man's heart. 

[079391 

長 相 思

長 相 思
在 長安
給 緯 秋啥 金 并 閱

微 霜 淒 淒 1直 色 寒

孤燈不 胡 思 欲絕

卷 椎雪 月 空 長 嘆

美 人 如 花 偽 雲 鵡

上 有 青 冥 之 高 天
下 有 泳水之波 滑
天 長 路 途 瑰 飛 苦

夢 魂 不 到 閥 山 難

長 相 思
雄心肝

The theme of “longing for someone" (yu s o  ssu 有 所 思 ) was one of the 
oldest in the yüeh而 tradition. The theme had certain reql1isite components， 
and Li Po included most of them : autumn， the frost， cries of crickets or 
cicad肘， the chill of bedclothes， opening the curtain and seeing the moon， 
always followed by mountains， clouds， or waters that block the lover from 
the person for whom he or she longs. The remarkable thing about "Yearn­
ing" is that Li PO combines all these well-worn elem凹的 into something 
entirely new : they become a series of fragments of sight and thought that 
pass deliriously through the consciol1sness ofthc lover. As a result， the poem 
possesses an immediacy and affective power that few earlier treatments of 
the theme have. But to succeed as it do凹， the poem presumes the reader's 
knowledge of the conventional associations of these images. It is a modal 
poem， but the mood it generates is to be the same as the mood ofthe speaker : 
it tries to make the reader identify with the speaker， to see the world through 
his eyes and feel the world through his heart. 
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The thematic scope of Li Po's yüeh:fu covers much the same range as 
earlier yüeh:fu : themes oflove-lo月ing and the hardships of military service 
figurc prominently， but thcre are also poems on bravos， on immortals， 
laments for the impermanence of things， convivial poems， poems celebrat­
ing the beauties or hardships of certain regions， poems on the su陡rings of 
the common people and many other su句ects. As in "Yearning，" Li PO 
often made use of the conventional components of these themes， but within 
the認 limits Li Po's yüehτ{u represent an immense variety in their manner. 
I f in “Yearning" Li PO treated the theme of love-longing from inside the 
lover， he could also treat the theme from an entirely external perspective， 
的 in the famous “Bitterness on the Stairs of Jade" 主 偕 怨 (08005 ) : there 
the reader can see the lady's actions and gestures， but no explicit reference 
is made to the emotional turmoil that the readers knows is in her heart. 
Though Li PO lacked the stylistic mastery and subtlety of the capital poets， 
he more than compensated by an innovative virtuosity that none of his 
contemporaries (excepting Tu Fu) could equal. Indeed， the originality and 
variety of Li Po's work is such that it is very difficult to isolate features that 
are true for more than a handful of poems. 

Most of Li's yüeh:fu translated above use irregu!ar metrical patterns ; 
while such forms did occur earlier in the T'ang， Li PO used them far more 
often than any of his predecessors or contemporaries. Early T'ang yüeh:fu 
were predominantly pentasyllabic， and those were metrically indistin­
guishable from any other form of poetry. Heptasyllabic and irregular 
yüeh:fu became more frequent early in the eighth century with the popu­
larity of the heptasyllabic song， itself often slightly irregular. Such irregular 
songs and yüeh拘 were written on a heptasyllabic base with a few trisyllabic 
and， less commonly， pentasyllabic lines constituting the metrical variation. 
But no earlier poets dared the extreme irregularity that can be found in 
many of Li Po's be叫mown yüeh:fu :  at his wildest， Li used lines of le呵th
up to twelve syllables and often ignored poetic caesura for prose rhythms 
and fu rhythms. As many of the earliest Han yüel吵J were highly irregular， 
the irregularity ofLi P。可 poems had an eIement of primit:ìvism. But a more 
important effect in the case of Li Po's yüehτ{u was a sense of freedom， a 
wi11ingness to transcend common metrical rules with the same ease that he 
transcended ther 

2月1:
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model marks how greatly poetry had changed in the preceding decades. It 
was the curse ofLi Po's genius that he could not efface his poetic personality 
enough to truly write in the Early T'ang style. For example， the third pocm 
of “By the Passes" begins : 

Our fine steeds are Iike the whirlwind， 
Cracking whips cmcrge from the Wei River Bridge. 

駿 馬 ffJ. 風 踐
喝 早提 出 清 橋

The reader familiar with the conventions o f  Early T'ang poetry would 
immediately see here the set opening formula : the imperial army marching 
out of the capital. The ornamentation is also Early T'ang : the “whips" are 
synecdoche for the riders， and “emerge" is the properly elegant word in 
the proper position in the line. “Cracking whips，" however， verges on 
violent indecorum， and the comparison of the fìrst line is too original， too 
bold， and too direct. The courtly dignity for which Li was striving was lost 
amid the protean energy of horses “like whirlwinds" and the snapping of 
whips. But it was precisely this sensuous energy that made Li Po's poetry a 
delight for the next miIIenium， during which only the most devoted 
antiquarian would read an Early T'ang yüeh-fu .  

Like many of his contemporaries， L i  PO  was a master of the quatrain 
vignette， often written as yüeh-fu in the southern manner. There Li often 
captured a sensuous immediacy that was both compelling and memorable. 
Meng Hao-jan had written often of his native Hsiang-yang， but when Li 
PO wrote of Hsiang-yang， he sounded more native than the native. Li 
mentioned local songs like "Shining Hooves-of-Bronze" and famous local 
figures like the Chin governor Shan Chien， the greatcst drinker in Hsiang­
yang's history. 

Hsiang-yang 50ngs (first of four) 

In Hsiang-yang's places of delight 
They dance and sing "5hining Hooves of Bronze ." 
The river walls turn back c1ear waters ; 
Flowers and möonlight make yöu töse yöur way. 

[08∞6) 

衷 陽 曲 回 首之一

裘 時 行 業 處
歌 舞 台 銅 革是
江 � 田 沫 水
花 月 使人迷

Meng Hao才an and every visitor to  Hsiang-yang had to mention the 
“monument of tears ，"  erected for the virtuous magistrate Yang Hu : the 
visitor to Hsien Mountain nearby was supposed to read the stele and weep 
at the memory ofYang Hu's virtue. Li PO bowed to the convention oblique­
Iy and negatively ; characteristically， he used the norm in such a way as to 
differentiate himself from everyone else : 

50 let's get drunk at the Hsi family's pool， 
Rather than viewing the monument of tears 

且 碎 習 家 地
其 看 喧 i�碑
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When drunk Lord Shan goes t o  get o n  his horse， 
The children of Hsiang-yang die with laughter. 

[08∞91 

Li PO 

山 Ä 欲土馬
笑 殺 衷 F吾 兒

Evoking the young gallant of Ch'ang-an， Li might begin in the evocative 
manner ofCh'u Kuang-hsi's “The Roads ofCh'ang-an，" but he closes with 
a sensual laugh rather than a conventional image of the sadness of the Aesh : 

Ballad of Y outh (second of two) 

A young man of Five Barrows suburb 
east of the Golden 恥1arket，

Silver saddle and white horse 
cross through wind of spring. 

When fallen 日owers are trampled all under， 
where is it he will roa m ?  

With a laugh h e  enters the tavern 
of a lovely Turkish wench. 

[080的]

少 年 行 三 首之三

五 仗 年 少 金 市 求

銀 掌聲 白 馬 皮 春 風

落 -1t 浴室 遴何處

笑 入 胡 娘酒 肆 中

Because Li PO occasionally mentioned some aspect of everyday life that 
most poets ignored， some modern critics have found "realism" in his work. 
In fact， nothing could be further from the truth ; his are idealized situations， 
conventional figures in a schematized scene often (as in the quatrain vig­
nettes of his contemporaries) performing the one signifìcant gesture that 
epitomizes their existence. The following poem is not included in the 
yüeh-:fu， but it is an excellent example of Li Po's vignette technique : 

The Girls of Yüeh (third of five) 起女詞 五 首之三

A girl picking lotus on Jo-yeh Creek 邪 濃採豈是女
Sees the boatman return， singing a rowing song. 見家祥 歌 田
With a giggle she hides i n  the lotus Aowers 笑 入荷 花 去
And， pretending shyness， won't come out. 佯 羞 不 出 象

[088271 

Such poetry represents genius， but it is the genius of a man who can capture 
a fanta勻， rather than that of a keen observer of the physical world. 

The division between the yüeh如 and the "songs" in Li Po's collection 
probably represents the work of an editor rather than that of the poet， 
perhaps even of a Sung editor. Despite the tendency ofthe songs to be more 
oc臼sional than the yüeh挾， the two forms are quite close. Just how close 
can be seen in the long “Hsiang-yang Song" 某 時 歌 (08072) in the “songs" 
scction : part of it consists of sections from the four "Hsiang-yang Melodies" 
寒 F青 樹 (08006-9) included in the yüehτfu. Given the free textual variation 
in T'ang poem titles (and especially . in generic terms such as song and 
melody) ， one can see just how arbitrary the division between the two sec­
tlons IS .  
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Among the “songs" are two of Li Po's most famous series， the 
"Autumn Banks Songs" 秋 浦 歌 (08100-08 1 16) and the "Her苟明chiang
Lyrics" 梭 江 詞 (08087-92). In many ways these two series are touchstones 
of Li Po's genius : they seem pellucidly simple， and yet they bear the in­
delible stamp of Li Po's poetic personality. Behind the various personae of 
these poems， the manipulating figure of Li PO the poet is exposed ; the 
reader confronts patent insincerity and the ironic distance of the playful 
poet toying with his creations. 

In the first of the "Heng-chiang Lyrics，"  Li PO plays the southern 
rustic whose blustering awe at the storm is viewed with a condescending 
smile by the reader and the poet behind the poem 

Everyone says that Heng-chiang's gre泣，
1 say that Heng-chiang's awful 
Three days of steady wind blows the mountains over， 
And white waves higher than Wa-kuan Tower. 

[080871 

人這枝 江好
像 這梭 江 惡
一 風 三 日 吹倒 山
白 浪 高 於瓦 官 問

Note the characteristic act of differentiation in the first couplet， in which 
the poet opposes his opinion to that of everyone else. But Li PO is striking a 
pose in this poem that neither he nor anyone else is supposed to believe : 
the poem is not so much about the persona as it is about the poet's power 
to invent and play a persona. 

As the series moves forward， Li PO invents new versions of himself， 
versions that redeem the ridiculous figure of the first poem and at the same 
time show the poet's power over all roles. In the fifth poem : 

In front of Heng-chiang Station 
the ferry master meets me， 

Faces me， points east where clouds 
are rising from the sea. 

Mister， why on earth 
would you want to cross today ? 

With wind and waves like this 
we just can't go. 

[0809 1 1  

橫 江 館前津 失i也

向 母子 東 拓 海 雪 生

郎 今 欲 波緣 何 事

如 此 風 波 不 可 行

In this swift vignette we see the worried ferry master pointing a t the coming 
storm in the background. But the real center of the poem is the hidden 
persona of the poet， hair blowing in the gale， mountainous waves rising all 
around， heroically facing the coming storm. But the ironic distance of the 
poet from his pose is not absent here either. 

The sixth and finaI poem of the series represents the ultimate trans­
formation and apotheosis of the poet's persona : 

Ring around the moon， wind from heav凹，
fog unopening. 

月 暈夭 風 露 不 閥
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Thc sea 's \eviathans crush castward ; 
rivcrs run back in thcir courses. 

Waves shakcn rise together， 
Thrcc Mountains moves. 

My \ord， cross not the river， 
turn back home. 

[08092) 

Li PO 

海 鯨 求 是 百 川 i是

驚 波 一 起 三 山 動

主: $.;. 波河 歸 去 來

“My lord， cross not thc river" Ä $.;. 波 河 was a yüeh .. fu title based on the 
following legend : a ferry master in Korea once saw an old madman， his 
white hair A ying loose and carrying a jug， try to cross a river during a 
storm. The old man's wife came running after him， trying to prevent his 
embarking， but before she could get him to turn back， he fell into the stormy 
waters and drowned. Then she took a harp and played the song “My Lord， 
Cross Not the River，" after which she jumped into the stormy waters 
herself. 

The rustic persona of the first poem of the series， indicated by the 
southern fìrst-person pronoun nung 候 ， was transformed into a foolish but 
brave “mister，" lang 郎 in the fìfth poem. In the last poem he has become 
the mysterious and tragic “My lord，" 的ng 笨， and “awful" Heng-chiang 
has been transformed into a v的t panorama of tempest， fìlIed with river­
reversing leviathans and ominous portents in the heavens. But the context 
ofthe series as a whole makes i t  c1ear that even this last vcrsion ofthc persona 
is a pose， something “ made" by the poet. The series is not really “about" 
crossing the river ; the real center of interest lies in thc creative poet， in his 
absolute mastery over his art， and in his power to manipulate and transform. 
At his best， Li PO was usually writing about his favorite su句ect-Li Po .  

A series of fìfty-nine poems entitled Ku:feng 古 風 was placed fìrst in 
the earliest printed editions ofLi Po's poetry and had probably been fìrst in 
at least one of the original editions. Kuτfeng means something like “ancient 
manner，" thoughJe唔， literally “wind，" also indicated the a佐ctive power 
of moral inA uence﹒ We do not know whether the title Ku:feng， the group-
1呵 o(the poems as a ser悶， and their placement at the head ofthe coIIection 
reprcsents the work of Li PO or an editor. One hint that the poems of the 
serics may have originally been untitled comes from the inclusion of the 
ninth poem of the series in the Ho-yüeh ying-ling chi under the title Yung­
Îlllai 詠懷 ， “singing my feelings." Though Yung-huai had originally been 
the title of Juan Chi's famous poem series， by the T'ang it was also a sub­
generic term ， and it would have been natural for Yin Fan to affix it to an 
untitled poem. Whether the series title was Li Po's or an editor'丸 the Ku­
Jeng are， of course， ku:feng in the subgeneric sense we have been using 
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的ies is aji叫u set piece， a versified lament for the decline ofliterature which 
presents the fi凶11 version of litcrary history and closes with a praise of the 
T'ang for its restoration of ancient values. The final poem is a lament for 
the decline of the Way. Again， we do not know if this framing was the 
choice ofLi PO or of an editor. Within the frame， the poems themselves are 
a miscellaneous lot， and there is no reason to suppose that they were com­
posed at the same time ; however， attempts to pro!le that the KII-Jeng were 
composed at diffcrent timcs have been based on cxtrcmcly tcnuous topicaI 
interpretations and should not be credited. 

Li Po's KII-Jeng are strongly in the tradition of Ch'en Tzu-ang's Kan­
yü ; a number of KII-:feng are clearIy imitations of individual Kan-阱， insofar 
as Li PO was capable of imitation. The Ku-:feng cover approximately the 
same thematic range as the Kan-阱， and the topics are treated in the accepted 
High T'ang 似乎ng style that grew out of the Kan-yü : there are poems on 
the hsien-jen shih-chih theme， poems on immortaIs， exemplary historical 
poems， frontier poems， and yung-wu allegories. Even if the poems were not 
conceived as a seri的， they are something of a tribute to Ch'cn Tzu-ang. Li 
PO was playing the Szechwanese poet in the accepted mode， and it is 
interesting to note that the three most famous fu-ku poem series of the 
seventh and eighth centuries were all by men from outlying provinces : the 
Kan-yü ofCh'en Tzu-ang and Chang Chiu-ling， and the Kuτfeng ofLi Po. 

As might be expected， Li PO was weakest in the stiffiy formal allegories 
and strongest in those topics that allowed his imagination free rein. His­
torical poems and poetry on immortals served his genius particularIy well : 
both concerned an unseen worH The theme of a ruler's frenZÎed quest for 
immortality appeared first in one of Ch'en Tzu-ang's Kan-抖， a poem on 
the peripatetic Chou King Mu (043 72)- The theme was indeed a very old 
one and appeared in earIy Taoist texts and romance ; in fi←的 poetry it 

. required a moral j udgment that could only be negative. In two KII-Jeng 
(07867， 07912) Li PO treated the figure ofCh'in Shih-huang and his legend­
位y p溢血on for immortality� the Fírs.t Emperor bεcame a powerfuLfigure 
of demonic but futile frenzy. EarIy in the ninth century， Li Ho was to take 
Li Po's Ch'in Shih-huang and transform him into an obsessed titan， at war 
with time and change (20685 ) .  The second of Li Po's versions of Ch'in 
Shih-huang， the forty-eighth poem of the series， was ba 

Ch'in's emperor set hand on his jeweled sword， 
Crimson in rage， he let his godlike power thunder. 
He chased the sun in journey to s凹's west edge， 

秦 皇 接 寶 劍
赫 怒 t: .I!氣 才中
遂 自 巡海 右
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Made stones gaIJop to frame a ford over deeps. 
Hc summoned laborers， emptied all the land 
To make his bridge， the suffering of thousands. 
Hc sought only e1ixir from isles of the gods ; 
Hc cared nothing for springtime's farming 
Their strength was used up， not enough for the deed. 
Now a thousand years later it still causes pain. 

[079 12 J  

Li PO 

驅石 祭 滄津
微 卒 空 丸 寫
作 橋傷詩 人
但 求是 島 i韓
豈 思 農 在 春
力 :l 功 不 見層
干.我 為 是 辛

From the last line i t  i s  possible that some topical point was intended. The 
last line comes from the Kan-yü (043 76)， where it does indicate topical 
interpretation : it causes pain because some present abuse repeats an abuse 
in the past. But fàr beyond any topical interpretation， no reader can miss 
Li Po's genuine fascination with the demonic figure of Ch'in Shih-huang. 

Like the yüeh-:.戶， the Ku-feng aIIowed Li PO scope for his fictional 
imagination . One distinguishing mark ofLi Po's talent is that he was more 
convincing when he described an encounter with an immortal or a flight 
through the heavens than when he described some social occasion at  which 
he was actuaIIy present. He was most at  ease in his imagination， and there 
is a cIarity in his mind's e阱， 的 in the nineteenth poem of the seri的， where 
the poet looks down from an aerial perspective and sees the forces of An 
Lu-shan massing in the distance : 

Westward 1 c1imbed to Lotus B1ossom Peak， 
Far in the distance 1 saw the bright sta r :  
In her pale hand she held a lotus， 
Stcpping in emptine鈣， pacing pure ether. 
Hcr rainbow robes trailed broad sashes， 
Then， fluttering in wind， she rose up to Heaven. 
Shc invited mc to c1imb Cloud Terrace Peak， 
On high to salute Wei Shu-ch 'ing， the immortal. 
Then. in a blur shc went 0仟 with him， 
Riding their swans over Purple Darkness. 
1 looked back down on the Lo-yang rivers : 
Far and wide Tartar troops were speeding， 
And flowing blood mired the wild grasses 
Where wolves and jackals alJ wore 0航cial's caps. 

[078 8 3 J 

面 上 蓮花 山
迢迢且 明 星
素手 把 芙 笨
虛 步 晶晶太 清
霓 裳 曳 廣 帶
車風 掃 昇 夭 行
邀 我 登雲 臺
高 講 街叔卿
恍 恍 與之 去

駕 渴 凌 紫 冥
倫 說 洛陽JII
茫 茫 走 胡 兵
流 血 塗 野 竿
紛狼盒 冠 縷

Toward the end 0 f Li Po's coIIection i n  its present form， there are a 
number of other ku手句 poems that were not incIud吋 in the Kuτ仕tlg
seriés. These have the more common titles of T'ang ku-feng : chiao-ku 效 古
(08694-95)、 n i-ku 擬 古 (08696-707)， katl-/lsing 感 興 (“responding to stir­
rings" 08708- 1 3 ) ， 帥Il-yÜ 嘉 遇 (0871 8-2 1 ) ， and yü-yen 寓 言 (“parables"
08714- 1 6) .  These poems may represent later gleanings， perhaps spurious， 
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that one or both of the fìrst editors didn't possess， or they may represent Li 
Po's ku-feng poems that originally did have titles. 

The remainder ofLi Po's collection contains the usual range of private 
and occasional poetry : here Li shows a slight aversion to regulated forms. 
In one ofthe anecdotal elaborations ofLi Po's period in court， the emperor 
was supposed to have summoned Li to test his poetic abilities because His 
Majesty knew that Li was “weak on tonal rules ." 1 1  Compared to most of 
the collections of his contemporaries， Li's collcction has a somcwhat larger 
proportion of private poems to occasional poems. Within Li's considerable 
corpus of occasional poetry， there are many careless pieces and many fìne 
poems marred by weak sections. The free and easy manner in which Li PO 
took such pride claimed its toll : Li's favorite images and phrases were 
repeated time and again， and the most hackneyed clich丘s f10w smoothly 
past the read缸， who scarcely notices them. The dividing line between 
poems that seem spontaneously natural and those that are merely facile is 
often difficult to draw. 

At times Li PO could be as formal and ornate as he could be simple， 
though he lacked the grace to write such poetry well. Even in his most 
imaginative descriptions his vocabulary was relatively simple. Similarly， 
except in his formal piec的， Li usually avoided periphrasis， and his syntax 
was unusually direct. His work abounded with what seem to have been 
colloquialisms and colloquial phrasings. Padded， prosaic lines often served 
functions that ordinary poetic diction would treat in two or three characters 
(e. g . ，  0823 I. 2 1 ) .  

Contemporary aristocratic taste might have frowned on  Li  P。三 lack
of craftsmanship， but the smoothness and simplicity of his style gave his 
work enduring appeal. Perhaps the most important characteristic ofLi Po's 
style was simplifying and limiting the relationship between lines and be­
tween couplets. Li Po's contemporaries generally conceived of the couplet 
as  the basic unit of thought ; as a result， their poetry often tended to extr�me 
parataxis. Li PO retained the line as the basic grammatical unit (though he 
did use enjambment)， but in his poetry the thought crossed the ga p between 
lines and couplets with easy continuity. Much of the energy and directness 出at readers feel in Li Po's poetry arises from his weakening of the barrier 
between couplets. At their best， the capital poets sought to complicate the 
relations between 
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Thc implicit mcssage bencath much of Li Po's occasional poetry was a 
rcfusal to assume the role of an “ordinary" poet ; instead， he assumed roles 
that other poets had looked on longingly， but from a distance. Through 
these roles， Li was saying that he was “di在erent from" other poets， and Li's 
"di在crent from" meant "better tþan ."  Born and raised an outsider to the 
capital-centered world of poetry， Li PO placed a new value on his separatc­
ness : instead of being merely alien， he was alien because he was superior. 
As the poet without legitimate social background， he was the poet who 
had to “invent himself，" not only in his boastful letters， but in a poetry 
largcly concerned with creating and defining Li Po. Through this concern 
with the self， Li PO was able to liberate himsclf from some of the most 
restrictive aspects of the poetic tradition : the passivity of the perceiving 
subje仗， the repression of human will， and the tyranny of the external 
world. 就lang Wei may have been the "master craftsman，"  but Li PO was 
thc fi rst true “genius. "  Indeed， Li Po's manner came virtually to define 
gCJ1IUS 111 poetry. 

This alien and superior Li PO was the subject of One of Li's poems 
included in the Ho-yüeh ying-líng chi ;  Yin Fan's selection of the poem 
suggests that the self that Li PO created was appreciated in the T'ien-pao. 

Dialogue in the Mountains 

Y ou ask me why 1 lodge in these emerald hills ; 
1 laugh， don't answer-my heart is at peace﹒ 
Peach blossoms and flowing waters 

go 0仔 to mysteriol1S dark， 
And there is another world， 

not of  mortal men 
[08465J 

山 中 間 答

問 合何 意 接 碧 山
笑 而 不 答心 台 閑
桃 花 流 水 育 然 去
品'1 有 天 地. j� 人 間

If Li PO was to be separate from the society of other m凹， thcn he would 
have the scparateness of the immortals or those who dwell at Peach Blossom 
Spring. The “dialogue" of the title _does not occur ; there � no social inter­
course， because Li PO is cut offfrom the mortals of this world. Li PO assumes 
for himself thc rolc of the unanswering fisherman of Kao Shih's poem 
(pp. 67-68). Other poets may claim to have encountered such a figu間，
but Li PO claims to be the fìgure. 

A famous Wang Wei poem also employs a blocked dialogt時， but the 
way in which it differs from Li Po's poem above is characteristic of the 
di叮叮ences between the two poets. 

Parting 

1 get 0仟 my horse， drink wine with you， 
Ask you where you are going. 

i主剝
下 馬 飲君 酒
問 君 何 所 之
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Y ou say you feel dissatisfi ed， 
WiIl go back to rest by 5'outh Mountain's edge 
50 go off now-I'1l ask no more. 
White clouds for eternity. 

[058 1 I I  
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君 言 不 得 意
銬 趴 南 山 陵
f旦.} 真 使問
白 雪 無 童 時

Part of a dialogue does occur in Wang W ei' s poem， but that part covers the 
essentials of the situation-the details are unnecessary. Thus， the break in 
the dialogue concerns a sharcd humanity and fellow feeling that permits 
instant understanding. Against this is Li Po's interruption in communica­
tion， brought about by a fundamental and unbridgeable gap that separates 
him from other men. 

Much ofLi Po's poetry is devoted to forming and pr句ectmg an Image 
of the self， and that self is partially defì ned as the creative poet. This occurs 
both in personae and in disjunctive techniques that reveal the creative， 
manipulating poet behind the poem. All m句or T'ang poets developed 
some image of the self， but in Li PO the activity was central. Unlike Wang 
Wei， Li PO was not greatly interested in how the wor1d was perceived ; 
un1ike Wang Ch'ang-ling， he was not primarily interested in mood. Li PO 
wrote about a grand "me"一how 1 am，  what 1 am 1ike， what 1 said and dià. 
The wor1d scarcely matters at all ， except as a prop to hang his headband on. 
His was a poetry of self-creation : while the meditative poet might defìne 
the self by introspection， Li PO defìned the self by individuating acts， by 
gestures that separated h im from others. 

5ummer Day in the Mountains 

Lazily waving a fan of white feathers， 
5tripped naked here in the green woods， 
1 take 0叮 叮ly headband， hang it on a cli缸，
My bare head splattered by wind through pines 

[086691 

My Feelings 

Facing my wine， unaware of darkness growing， 
Falling flowers cover my robes. 
Drunk 1 rise， step on the moon in the creek 
Birds are turning back now， 

men too are growing fewer. 
[086791 

夏 日 山 中

嫩搭 台 羽 為
線袒 青 林 中
脫 巾 餅石 壁
露 1買 這 t..: 風

á il.  
對 酒 不 覺 噢
落 花 盆 4x. 衣
醉 起 步 荒島 月
鳥 ìt 人 亦 緝

I n  Li P。這 collection there are more social occasional poems than "private" 
poems like the two above ; however， after the yüeh-:fil， the “private" poems 
are the form that readers have most strongly associated with Li Po. 

Even in his social occasional poetry， Li PO often placed himself in the 
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ccnter of the stage， 的 in the famous couplet from "A Parting Banquet for 
the Collator Shu-yün at the Hsieh T'iao Lodge in Hsüan-chou" 宣 州 謝 航 縷
錢 別 枝 書 叔 雲 (08454) : 

I draw my dirk and cut the waters， 
the waters flow on and on. 

1 Iift my goblet to melt away sorrow， 
but sorrow keeps on sorrowing. 

抽 刀 � 水 水 吏 流

舉 杯 消 悠 悠 旻 愁

Even drinking farewell to a friend， Li PO is the poem's protagonist whose 
frenzy at parting dwarfs the mere melancholy of others. 

Like Wang Chi in the early seventh century， Li PO found in wine thc 
mcans to achieve freedom of spirit and spontaneity. Also 1ike Wang Chi， 
Li Po 's poems are not so much about drinking as about the drinker. The 
most famous of such poems is the first of the series “Drinking Alone by 
Moon1ight" 月 下 獨 的:

Here among flowers a single jug of wine， 
No c10se friends here， 1 pour alone 
And li丘 cup to bright moon， ask it to join me， 
Then face my shadow and we become three. 
The moon never has known how to drink， 
AII my shadow does is follow my body， 
But with moon and shadow as companions a while， 
This joy 1 find will surely last till spring. 
1 sing， the moon just lingers on， 
1 dance， and my shadow scatters wildly. 
When still sober we share friendship and pleasurc， 
Then entirely drunk each goes his own way­
Let us join in travels beyond human feelings 
And plan to meet far in the river of stars. 

[0865 1 J 

花 開 一 壹 酒
獨 的 且在 相 純
學 杯 進 明 月
對 影 成.乏 人
月 就 不 解 飲
影 徒 &t � 身
暫 伴 月 將 影
行 學 須 及 春
我 歌 月 僻 徊
� 舟 影 零 亂
萬里 時 同 文教
碎 後 谷 分 散
永給無 情 遊
相 J調 到巴雲 漢

Solitude is neither loneliness nor serene seclusion in this poem or in most of 
Li Po's  other work : it is rather an opportunity for the poet to show his  
creative self-su的ciency， his ability to populate his surroundings with his 
own imagination. There is no loneliness as long as there is the poetic act 
(and an audience for it in the mortal world) . If the birds and clouds desert 
him， Li PO can find a more reliable companion. 

Sitting Alone by Ching-t'ing Mountain 

The flocks of birds have flown high and away， 
A solitary c10ud goes 0叮 calmly alone. 
We look at each other and never get bored:­
Just me and Ching-t'ing Mountain. 

[08678J 

獨 坐 敬 亭 山

象 鳥 高 飛 重
�雪獨去 肉
相 看 兩 不 層是
只 有 投 亭 山
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Whimsy is possible for the poetic imagination that can structure and inter­
pret the worId as it wiIIs. 

The poet exposes his presence and creative power not only in his masks， 
but also in description and other aspects of poetic technique. The “strange­
ness" that contemporary and later critics saw in Li Po's work served the 
function of calling attention to the poet behind the poem， his originality 
and his uniqueness. Wang Wei used syntactic fìguration in description to 
create a “strangeness" that referred ultimately to the nature of perception ; 
Li PO went to greater extremes and， in doing so， emphasized the power of 
the poet to shape and transform. Li might use bold inversions of percep­
tion ; three peaks of a mountain appearing above the horizon became 
(08569) : 
Three Peaks， half fallen beneath blue sky's edge. 三 山 丰 落 青 天 外
Hyperbole was another device to make the worId "strange，" 的 in the 
famous "Autumn Banks Songs XV" : 

Three thousand yards of white hair一
Sorrow's consequence， long as sorrow too. 
He呵， bright in the mirror， 1 wonder 
From where 1 got this autumn frost. 

[08 I I  41 

台 髮 三 十 大
綠 毯 似 酋 長
不 知 明 鏡 衷
何處 得 秋 霜

Li's brashness， his hyperbole， and a wit that verges on playfulness all invite 
the reader to maintain an ironic distance from the poem. The poet seeks 
neither authenticity nor “an iIIusion of reality" ; its artifìce is exposed to 
reveal the potent artifìcer. The poet goes a little too far in his frenzy， a 
!ittle too far in his hyperbole六just far enough to undermine a reader's 
engagement with the poem and reveal Li Po， the creative genius， in full 
control. 

The poet who devoted so much of his energy to creating a poetic self 
could also remove himself entirely from poems that would normally 
demand personal response. This is not as paradoxical as it might seem : the 
power to create the self imp!ied the power to negate the self as Wang Wei 
never could. Precisely because Li PO lacked the capital poet's yearning for 
authenticity， his fìctional imagination was liberated from the worId at hand 
and the personal response that complemented it .  For example， Li Po's huai­
ku were often far c10ser to yüeh而 than to conventional huai-郎， where the 
poet's response intruded strongly upon the scene. Other poets might look 
upon ruins and see only ruins and their own melancholy ; Li PO would see 
a pageant of ancient fìgures. 
Observing the Past at Yüeh 

When Kou-chien， king of Yüeh， 
returned from smashing �旬，

越 中 覽 古

越 王 句 踐破手� &帝
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The royal troops went back to their homes 
all robed in fine brocade， 

And palace ladi肘， lovely as fl owe肘，
filled the springtime halls， 

Where now this day are only 
partridges in flight 

[086 1 71 

Li PO 

義 士 正是 家 重 錦 衣

宮 女如 花 滿 春殿

只 今惟 有 鵡 d鳥 飛

The simple diction， the straightforward message， a n d  the bright presences 
of the imagination are aII characteristic of Li Po's work in one mode. 

Critics and biographers have often discussed Li Po's interest in religious 
Taoism， particularly in the cult of immortality. Li PO consorted with noted 
Taoists， acquired a Taoist certifi cation as a low-IeveI initiate， and sometimes 
showed in his poetry a knowledge of Taoist esoterica that was rare in most 
poets. The imperial patronage of Taoism under Hsüan-tsung made it a 
speedy and attractive road to court favor， and it was the road Li PO foIIowed. 
Li never took the chin-shih examination， never showed any interest in 祉，
nor is i t  likely he could have procured the requisite recommendations. 
Even if he had taken the examination， it is highly unlikeIy that he could 
have passed 祉， considering the combination of social and educational factors 
necessary for success through the standard "literary" route to favor. Li PO 
was even less a religious poet than Wang Wei was : he was deeply concerned 
neither with the cosmic principles of Taoism nor with the protoscience of 
Tao叫 alchemy. To Li PO the immortals were 0句ects of speculative fantasy 
and a means to liberate the imagination. Their alienness answered his 
personal sense of alienness : “There i s  another world， not of mortal men." 

Immortals appeared frequently in the Ku-:fe旬 ， and some of Li's finest 
yüeh而 and "songs" concerned fI ights through the Cosmos. 

Song of Yüan Tan-ch'iu 

Yüan Tan-ch 'iu 
Loved the gods and the immortals : 
At d在wnhe-drank from dear currents 

of the River Ying， 
At dusk he returned to purple mists 

upon Mount Sung， 
And around its thirty-six p凹ks he whirled 

around and around. 
Long he whirled round， 
Pacing a comet's tail， 
And his body rode a dragon， 

winds rose at his ears， 
Then over the rivers， striding the seas， 

reaching up to Heaven一

元丹坪 歌
元 升 坪
愛 神 仙
車司 飲 穎 川 之清洗

l. �皇 島 本 之 紫煙

三十 六 率長 周 旋

長 周 旋
晶晶 星 紅
身 騎 飛 龍 耳 生 風

橫 河 跨海 . 天 il



Li PO 

1 know that on thisjourney， 
his heart wiII never faiI 

[08079) 

1 4 1  

� þ 爾 蓋t 心 無 窮

1 n this poem， 的 in much of Li Po's poetry， the senses are engaged far more 
than the inteIlect : as had once been true in the j白， the poet is trying to 
create an immediate， sensuous experience through words. 

Two of Li Po's finest visionary encounters with immortals happen 
also to be occasional poems : “Visiting T'ien-mu Mountain in a Dream : 
On Parting" 夢 遊 夭 鋒 吟 留 學1 (083 3 2) and "Song of Lu Mountain : To 
Censor Lu Hsü-chou" 虛 山 搖 寄 盧 侍 御 虛 舟 (08303 ) . 1 2 Both poems des­
cribe imaginary spirit journeys in the tradition of the Ch ' t←位'u， though 
in the case of the former， the flight through the heavens is rationalized as 
a dream. Although Li PO mocked quests for the immortals in some of his 
ku .. fe嗯， the bright beings held an irresistible fascination for him. 

Li PO bore a strange relation to the poetic tradition : never bef ore had 
there been a poet who knew 臼rlier poetry so well and felt its greatness so 
lightly. Li PO unabashedly borrowed famous phrases and whole lines from 
past poets， but he never felt truly compelled to confront another poet's 
genius-with the possible exception of Ssu-ma Hsiang-ju. Even in poems 
that were virtually pastiches of lines from other poets， Li PO never sounded 
like anyone but himself. This may have been true of Meng Hao才an， but 
i t  was far more true of Li Po. In contrast， Tu Fu saw the literary past not 
as a vast collection of lines but as a series of powerf ul voices ; as a poet Tu 
tried to master those voices and assimilate them into his own distinctive 
voice. Li PO greatly admired Hsieh T'iao ; he ofi:en mentioned Hsieh and 
borrowed phrases from his work， but never did Li write a poem that in 
the least resembled Hsieh's characteristic work. 

Pao Chao might seem an exception : a few ofPao Chao's yüeh士兵l were 
very close to Li Po's style. Howev缸， while Li PO might begin a poem in 
the Pao Chao mode， he quickly turned off in a direction entirely his own. 
PQr e甜甜抖e， e而ry T'ang f白der would have known the sixth poem ofPa:o 
Chao's “Hard Traveling" 行 路 難 1 3

1 face the table， cannot eat， 
Pull out my sword， strike the column， 

heave a long sigh一
How long can human life last ? 
How can 1 bear to hobble about with folded wings ? 
50 give it all up-I quit my post and le丘，
Went back to my home and took my ease. 
At dawn 1 went out， took leave of my kin， 
Now in evening return to my kinsmen's sides. 

對 索 不 能 合
拔 劍 學 位長 嘆 息

丈 夫 生 管 會錢 時
安 有u業 稜垂 羽 翼
素 置 罷 官 去
還 家 台 休 息
車司出J!.說辭
t.正是在 說 倒
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1 play with my child in games by his bed， 
Watch my wife at her 100m weaving. 
From time's beginning the good and the wise 

have all lived in poverty， 
Even truer for men of my age， upright and alone. 

Li PO 

弄 兒lIt- 前 戲
看錄機 中 織
色 古 聖 賢 盡 貧 賤

何花4荒 草 草ι 且 直
Any reader familiar with L i  PO might guess that i n  all the corpus of pre­
T'ang poetry the opening of this poem would have irresistably attracted 
him. Indeed， Li Po's own version of “Hard Traveling" opens with Pao 
Chao's poem clearly in mind， but Li completely undermined the starkness 
of Pao Chao's lines : Li PO would refuse only the “choicest" foods and the 
“finest" wines. And once Li PO draws his sword in frustration， he sets off 
into a wild world all his own : 
A golden goblet and clear wine， 

ten thousand for a gallon， 
A plate of jade with choicest foods， 

feast worth a fortune一
1 put down my gobl仗， drop my chopsticks， 

cannot eat， 
Pull out my sword， look all around， 

mind in a daze. 
I want to ford the Yellow River一

ice blocks the stream. 
I decide to climb the T'ai-hang's， 

but snow fills the mountains. 
Then peace of mind comes一1 drop my line 

down into emerald rivers， 
And all of a sudden I'm riding a boat 

in dream beside the sun. 
Hard traveling， 
Traveling hard， 
The byways too many 
Where am 1 now ? 
But there shall come a time 

when winds will smash the waves， 
J'll just hoist my cloud of a sail 

to cross the dark， dark sea. 
[07936J 

金 樽 i青 酒 斗 十 千

玉 i星 珍 羞 直 其 錢

停 杯 投 筋 不 能 食

拔劍 回 顧 心 茫 然

欲 波 黃 河 冰 塞1月

將 登太 行 雪 游 山

閑 來垂 釣 碧 主島 上

忽復采 舟 夢 日 i是

行 路 線
行 路 難
多 技路
今安在
*- 風 被 派會 有 時

直 居} 雲 帆海 滄海

From Pao Chao， Li PO has borrowed only the gestures of dissatisfaction. 
A deeper understanding of Pao Chao's poem would have drawn a poet to 
Pao's psychological starkness， its nervous energy and uneasy resolution. Li 
follows the stages ofPao's poem until the closing， but his hyperbolic frenzy 
is an act of poetic bravura that has nothing to do with Pao's credibly human 
dissatisfaction. One may contrast the ways in which the capital poets sought 
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to understand and interpret T'ao Ch'ien : though they produced High 
T'ang versions of T'ao that were very di任全rent from the Chin poet， their 
revisions were generated from a genuine interest in T'ao's poetic identity. 

From many aspects Li PO was an outsider to the world of contem­
porary capital poetry. He ignored the capital poets， and they ignored him. 
In Li Po's work we hear not a word of Wang Wei‘ probably Li's most 
famous contemporary， and Wang Wei ignored Li. This may have been 
because the two men belonged to di任erent social circles or because each 
poet's conception of poetry was so remote from the other's that they had 
no common ground on which to meet. Meng Hao-jan did not requite， 
的 far as we know， Li's ecstatic admiration. Wang Ch'ang-ling may have 
written one very slight poem to Li : while there were some similarities in 
the way those two poets handled the quatrain， 就Tang Ch'ang-1ing was a 
gentler， more controlled poet. Of all the poet's in the capital group， only 
Li Ch'i may have been touched by Li Po's talent， and this possibility is 
only tentative. But beside Li Po's best work， Li Ch'i's poetry is reduced to 
blandness and mere bluster. 

Li PO was acquainted with at least two m司or poets : Kao Shih and Tu 
Fu. When he met Li， Kao was not yet a nationally famous poet， and Kao 
does not seem to have felt Li P的 inAuence greatly. When Tu Fu met Li， 
Tu was simply an admiring youngster， and apart from a few bland poems， 
there is little evidence that Li PO repaid Tu Fu's adoration. The legendary 
friendship between the two poets is a product of Tu Fu's poetry to and 
about Li Po. Li PO did exert an inAuence on Tu Fu's poetry， but Li's exam­
ple went through the transforming fi lter of Tu Fu's own complex poetic 
personality. Li Po's poetry did have a degree of popularity and inAuence 
during the T'ien-pao : distinct echoes of Li can be heard in Ts'en Shen and 
several minor poets， 的 well as  in the work of Tu Fu and Li Ch'i .  Li Po's 

e “strangeness on top of strangeness" played a role in the formation ofT'ien­
pao taste in eccentric personae， in exotica， and in the visionary imagina­
tion. But the inAuence of Li PO came from admiration for a man apart ; 
it was not the calm transmission of a style through shared poetic exchange. 
Though his greatness is unquestionable and though his popularity in later 
ages was immense， Li PO remained， in a profound way， a so1itary and 
unique figure. 

兵 筠
WU YUN 

三

Although Li PO was essentially a solitary poet， different aspects ofhis varied 
poetic oeuvre can be traced to several poetic traditions. The model of the 

μJur心了警川、! P 叫



1 44 Li PO 

drunken eccentric can be seen in earlier fìgures such as Chang Hsü， Ho 
Chih-chang， and Wang Han. The poet of the Ku-feng stood directly in the 
tradition ofCh'en Tzu-ang and Chang Chiu-ling. And in his poetry on im­
mortals， Li Po's  work was closely related to that of his friend and bene­
factor， the Taoist Wu Yün. 

Wu Yün (d.  778) failed the cltin-shih examination and turned to the 
occult mysteries of religious Taoism. Where Confucian learning failed， 
wizardry succeeded， and Wu found imperial patronage and passed the 
imperial examination in Taoist classics. Summoned to court in 7抖， Wu 
brought Li PO with him， and both poets were given posts in the Han-lin 
Academy. Both also earned the enmity of the powerful eunuch Kao Li­
shih， and i t  seems possible that Li Po's problems at court may have stemmed 
from his association with Wu. At some time before the An Lu-shan Re­
bellion， perhaps as early as 744， Wu Yün withdrew from court and spent 
the rest of his life as a Taoist recluse in the Southeast. 

W u Y ün wrote occasional poems， but these occupy an unusually small 
part of his surviving corpus. The greater part of his extant poetry is found 
in four poem series : two are on immortals， the twenty-four "Wandering 
Immortals" 遲 仙 (4673 且-6 1 ) and the ten “Verses on Treading the Void" 
步 虛 詞 (46776-85) ; one series consists of ethical meditations on history， the 
fourteen "Observing Antiquity" 覽 古 (46762一75) ; and finally there is a 
series on exemplary recluses， worthies， wizards， and adepts : the fifty “Songs 
on Lofty Scholars" 高 士 詠 (46800-849)， with a preface. 

There was a long-standing association between ethical fu-ku poetry 
and poetry on immortals and neo-Taoist themes ; it had appeared in the 
work of Wang Chi， Ch'en Tzu-ang， Chang Yüeh， Li Po， and elsewhere. 
Poets were not unaware of the fundamental differences between the Con­
fucian persuasion， the Taoist persuasion， and Buddhism， but those di在er­
ences were simply not of primary interest to High T'ang poets. Instead， 
poets conceived the paramount distinction to be between an occasional 
poetry motivated by social necessity and a poetry of ideas and values that 
i:ranscénaed e可說ÿda)r sóCiety. Wü Y茵的 pöeÜls òh ìfi1面örtaß are much 
more interesting than his meditations on history， but it is not surprising 
to find the stern observer of the ethical lessons of the past standing com­
fortably beside the entranced adept soaring up through the tiers of the 
Cosmos. 

During the Early T'ang the "river of stars" had flowed dir 
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W ci or Meng Hao寸an might be a “sign" of transcendent meaning， but the 
“sign" existed in a secular， phenomenal wor1d that could be walked over， 
sat upon， and fixed in the eye. To some degree， poetry on the immortals 
satisfied the need to recapture that lost magic in poetry， 的 luminous im­
manence. In poetry on immortals the High T'ang tendency to hidden 
meaning . 5  absent : 的 in Li Po's' ‘ Yüan Tan-ch' i ll ，" the goal was to present a 
sensually immediate scene. Like Ear1y T'ang court poetry， it was a poetry of 
presence and celebration. It may not have been a poetry ofideas and values， 
but it did transcend the social aspect of everyday society. 

Though High T'ang poetry on immortals evolved to serve High T'ang 
needs， it was essentially a recreation of an older poetic form， like the High 
T'ang 如-feng ω which it was 你向 related. Its source lay in the neo­
Taoist tradition of “wandering immortal poems" 遊仙 詩， of which the 
most famous examples were written by the Chin poet Kuo P'u 郭 璞 . Kuo 
P'u's “Wandering Immortal Poems" preserved in the Wen-hsiian are rather 
sober works when compared to his poems under the same title preserved 
elsewhere， and i t  was to those other “Wandering Immortal Poems" by 
Kuo P'u that Wu Yün's poems were most closely related. Wu Yün's  ar­
chaic diction and poetic technique were clear!y meant to echo this Chin 
poetic tradition. 

Archaism was less prominent in Li Po's poetry on immortals. For 
example， a High T'ang interest in dramatic contrasts can be seen in the 
nineteenth Ku-feng， as the poet looked down from his high perspective 
and saw the turbulence of the human wor1d， “where wolves and jackals 
all wore officials' caps. " Wu Yün also had visions of the tininess and tur­
bulence of the mortal wor1d below， but they were only a stage in the state­
ly ascent to transcendence. 

Wandering Immortals 

Nine dragons， coiling， undlllating， 
Bear my ascent IIp on a cable of clouds， 
Whencel peer down in tove-ofmy native Ial1d'------' 
There wind and dust meld over vast spaces. 
Now into blllrriness， far from man's realm， 
1 go ever farther and draw nigh the god's land. 
High 1 pass upward， beyond stars' network， 
And gaze back down on the !ight of sun and moon­
Suddenly I'm past the T'ai-wei， 
Heaven's dwellings blaze， dazzling my eyes 

[46748] 

遊仙

九 龍 何 婉 唬
我 4\'. 昇 雲 網
臨11)(:豫替 國
風 塵 i昆 蒼 茫
依 依 迷 人 寰
去 去 il 帝 綁
上 超 星 辰紀
下 視 日 月 光
候 已 通 太 微
夭 居 煥 煌 煌

This is one of the most easily intelligible of Wu Y甘正s poems on the ascent 
to immortality ; in most cases， the arcana of neo-Taoism defy intelligible 
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translation. 1 4  The poem above represents the most common norm of 
Wu Yün's immortality poems， a graded ascent through the heavens to an 
epiphany of vision. But though it  is unique， Wu Yün's poetry combines 
the two most powerful currents of T'ien-pao poetry : a taste 品r the exotic 
and a renewed impulse to fu-ku poetry. 
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高 通

Kao Shih 

In the poetry ofKao Shih we oft凹 的 nd the language of those powerful， masculine 
emotions and， with it， energy and sturdiness. 

Yin Fan， preface to Kao Shih's poetry in the Ho-yüeh ying-ling chí 

Contemporary comm凹的 on a poet's work rarely constitute in themselves 
a balanced evaluation， but they often provide certain basic insights that 
clar的 and balance our understanding against the varying interests of later 
critics. Yin Fan's prefaces to the poets whose works he selected are limited 
in their scope and concerns， but Yin's contemporary point of view can 
sometimes serve as a useful corrective to the potent myths that have grown 
up around the m司jor T'ang poets. 

“The language of those powerful， masculine emotions" is a free in­
terpretation of Yin Fan's hsiung-yi yü 胸 處語 literally “words from the 
breast." This refers to emotive language， but the emotions involved are 
of a different quality from the more sensitive and passive ch 'ing 情 ， the 
克motions" that are closer to English "feelings." The “words from the 
breast" constitute an intense， powerful response associated with the mas­
culine persona : they are the language of pei-chuang 是 壯， “resolute and 
manly pathos，" a modal term associated with the ku:feng.  Along with the 
“words from the breast" comes “energy，" ch ' i 氛 ， the poet's impelling force 
of spirit that is embodied in a poem and communicated to a reader. Also 
there is ku 骨 ， “bone" or "sturdiness" : 由is term， discussed earlier， is an 
in肘r strength of form and values with strong fi時u associations. All are 
vague terms with rich associations， and those associations lead ultimately 
to the T'ang interpretation of Chien-an and Wei poetry， the ku拚ng.

Yin Fan's ku:feng interpretation of Kao Shih's poetry helps dissociate 
it from the work of Ts'en Shen. Because the two poets wrote extensively 
of their experiences on the f rontier， their names and reputations ha ve been 
inextricably bound together. But the union of these two poets is a late 

1 47 
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phenomenon， occurring first in the Southern Sung. To Yin Fan， Ts'en 
Sh凹's poetry belonged to a category of style completely di任erent from 
Kao Shih's， and in this case， the High T'ang critic's perception is the cor­
rect one. 

Ts'en Shen was the younger poet who wrote in the new style of the 
T'icn-pao ; his was an essentially descriptive talent that delighted in flam­
boyance and exotica for their own sake. Ts'en Shen belonged to the second 
gencration of High T'ang poets ; he was one of the "Iater born" whose 
poetic oeuvre developed in confrontation with the preceding generation's 
genius. In contrast， Kao Shih was a poet of a particular stance and mood. 
Ingenuity of description played Iittle role in his poetry : his landscapes were 
those bleak and barren expanses that stirred pei-chum怨， the "resolute and 
manly pathos." Moreover， Kao Shih was essentially a poet of the first High 
T'ang generation and developed his independent style in relative isolation 
from contemporary capital poetry. Kao Shih was an intellectual poet who 
knew and felt the influence of the histories more strongly than he felt the 
influence of his talented contemporaries. After his growing reputation 
brought him into c10ser contact with contemporary poetry， Kao became 
a smoother， less original poet， but except in the coincidence of theme， his 
work never resembled the work of Ts'en Shen. 

During the High T'ang several implicit concepts of the nature of po­
etry were in competition ; none were mutually exclusive， and none appeared 
in a pure form in any single poet， but they are the norms of contemporary 
comment on poetry. To most writers， poetry was a specialized form of 
social discourse， a means to speak to others : poetry persuaded ; i t  justified 
ccrtain acts and attitudes ; and i t  gave intelligible form to complex emo­
tions， either those of the speaker or of the person addressed. 

A related concept was poetry as pure expression of the poet's inner 
nature， an extension of self: poetry was the means by which an individual 
might be known or make himself known. This was a very old theory of 
poetry， and it di陡red 丘om the preceding social theory more in emphasis 
than lÍl sUbstance. The theory of expression was fundamental to the use of 
poetry as a qualifi cation for service through the examination and as an in­
troduction to potential patrons. It  presumed that as an authentic expression 
of a person's inner natu間， the poem might make the unknown person 
"known." Among the m茍or Hig 
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expression was neither authentic nor direct. Instead， the oeuvre was an 
evidence of mastery and power. 

The fourth viewpoint also conceived of poctry as expression and re­
sponse， but this was an independent tradition where response was measured 
against the responses of ear1ier poets and the enduring norms of civi1ization 
This was the fu-ku tradition， and its poet was an isolated figure for whom 
poetry was to be found in texts rather than performance. He might write 
10 a contemporary， but he was writing for posterity and in the context of 
the full literary past. He aimed for the universal and general， and he spoke 
the “old" language that High T'ang readers associated with eternal va1idity， 
the language of ku-JenR﹒ Such a poet was Kao Shih. 

Although there are good biographical sources for Kao Shih， the date 
of his birth remains uncertain : dates ranging from 696 to 707 are given by 
various sources and scholars， but the latter date is preferable. 1 Kao's family 
was originally from the far Northeast， but Kao himself seems to have been 
bom elsewhere﹒ Kao's father had been a subprefect in modern K wangtung ; 
this was an extremely undesirable post and evidence of disfavor by the cen­
tral government. Kao's family was not an eminent one， and biographical 
sources even say that as a youth Kao was compelled to beg. He spent much 
of his childhood in Sung-chou， in modern Honan， a region later devastat­
ed during the last campaigns of the An Lu-shan Rebellion. On reaching 
maturity in the mid-72肘， Kao traveled to Ch'ang-an to seek advancement， 
but lacking any connections， he soon returned to Sung-chou in disappont­
ment. Though there were many new poets in Ch'ang-an in the mid-72os， 
the only one Kao met for certain was Wang Chih-huan. 

After "keeping to 1iterary work for ten years" (suggesting both study 
and the composition that attended study)， Kao set off to the northeastem 
frontier in 737， probably in search of a military appointment. The failure 
to gain civil oflice through the central government oftcn led educated 
provincials to seek service with the military， where appointment was the 
prerogative of the commanding general. These 0何ices were usually staff 
posts involving paperwork rather than combat， and of the scores of T'ang 
poets who served in the imperial army， it is unlikely that more than a few 
ever 1ifted a sword in anger. Alliance with a powerful general greatly en­
hanced possibilities of future civil service in the capital. 

The army in t 
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powerful ， masculine emotions." Li PO looked to the Ch'en Tzu-ang of the 
kan-yii， but Kao Shih was attracted to the Ch'en Tzu-ang of the campaign 
poems. The former was the ku-:feng of the fictional imagination-aIIegory， 
yüell-fu themes， the hsíen-jen shih-chih ther肘， and immortals ; the latter was 
the 似乎ng of occasional poetry-the hu研制， meditation， and “moral and 
resolute pathos." 

Kao Shih's fi ve poems entiIIed “Chi Gate" 刻 門 ( 1023 8-42) were in 
the same form and the same style as  Ch'en Tzu-ang's famous series "Ob­
serving the Past at Chi Heights" 萬 丘 覽 古 (043 88-94) . Both series used 
six-Iine poems : the ku-feng defined itseIf not only positiveIy， as an attempt 
to recapture an ancient style， but also against the regulated forms. The six­
line poem was the ideal form for short 的手旬， because i t  avoided the two 
most common regulated genres， the eight-Iine lü-shih and the chüeh-chü 
quatrain. Ch'en Tzu-ang does not seem to have conceived the six-line 
poem as an independent form， but Kao Shih cIearIy did : Kao used the 
form repeatedly， not only in the two series mentioned above but also in 
several other series written at or near Sung-chou in the 730s and earIy 740s. 
The foIIowing is the fifth poem of “Chi Gate" : 

Dark and brooding beyond the Great Wall， 
The sun sinks and again dust， again smoke. 
Though nomad horsemen press us hard， 
The troops of Han worry not for their lives. 
Ancient trees filI the deserted passes， 
And brown c10uds destroy men with sorrow 

[ I 0242J 

要告 里音長 城J外
日 沒 吏 煙 塵
胡騎 錐 進 段
漢 *-" 不 顧 身
古樹為 室 主
黃 雲 愁 殺 人

Kao Shih was fascinated with violent， almost colorIess landscapes where : 
( 1 0253 )  : 

Whirlwinds sweep over a million trees， 
And autumn's breath masses on the high plain. 

5吾國§ 蕩 � 木
秋j" 色 高 If.

Like Wei Che嗯， Li Pai-yao， Hsüeh Chi， and Ch'en Tzu-ang before him， 
the poet of the occasional ku-Jèng looks out over a vast and barren land­
scape， finding in it some moral or social truth. In the poem above the poet 
perceives the loyal resolution of the Chinese troops in the depressing ambi­
ence of the frontier scene， and he responds with the direct， archaic expres­
sion of heartfelt misery. 

Sometimes Kao might use a more characteristicaIIy High T'ang ges­
ture of renunciation : 

Written in Chi 

I whipped on my horse out of the dese此，
Galloped af ar to c1imb the barrier walls : 

銷 中 作

策馬 白 沙漠
長.. 登 重E 洹
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So somber and grim， these border ramparts 
Where the bright sun darkened in c10uds of brown 
Each time 1 come to some site of battle， 
1 grieve that the nomads may return 

True， we have plans to still the frontiers， 
But our generals have rested too long in favor. 
1 am depressed at this， Sun Wu's vocation-
1 will go home and alone 1 will lock my gate. 

[ IOJ23 1  
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進J<<.何 蕭 條
白 日 黃 當 昏
一 到 征戰處
每 愁 胡 '* 鞠

主無安i是 當
諸 將 已 永 恩
惆 悵孫 兵 事
歸 來獨 閉 門

Sun Wu was an ancient military theoretician， and his “vocation" is me­
tonymy for warfare﹒ Presumably the generals of the northwestern frontiers 
are unwilling to take vigorous action for fear of failing and thereby losing 
the favor they e吋oy.

Although poems like the two above occupy the greater part  of Kao 
Shih's poetry in the northeast， Kao's single most famous poem was written 
in a di丘erent style. This is the “Song of Yen" 潭、 歌 行， a heptasyllabic song 
that combined the descriptive pyrotechnics characteristic of the song genre 
with Kao's own starker sensibilities. It was probably through the fame of 
this and a few other heptasyllabic songs that Kao's work came to be as­
sociated with Ts'en Shen's. But Kao Shih was a poet of mood rather than 
the descriptive imagination， and in the flamboyant context of the hepta­
syllabic song， the “Song ofYen" was a grim， stark piece of writing. 

Preface : ln the twenty-sixth year of the K'ai-
yüan Reign (738) ，  there was a man who went with 
the Grand Censor Chang Shou-kuei out into the 
frontier region ; when he returned， he wrote a 
“Song ofYen" and showed it to me. Stirred by  
c�mpaign experiences and military li告， 1 
wrote an accompanymg plece. 

For the House of Han， war's dust and smoke 
lie in the Northeast， 

And the Han general leaves his home 
to crush the last of the raiders 

True men by their very nature 
love the long campaign， 

And the Son ofHeaven has granted them 
his special countenance. 

Strike the kettledrums， beat the tambours 
down through Elm Pass， 

Banners and pennons in far-winding lines 
move over Chieh Rock. 

問 元 二 十 六 年 ， 家
有 從御 丈 張笨 ， 出
塞 而 正是者 。 作 素 可先
行 以 示 道 。 感 征 戌
之 事 ， 因 作 和 篤 。

漢 家 煙 塵 在 求北

漢 將 辭 家 破 f-*. 1I是

男 兒本 白 重 橫 行

夭 于 非 常 見串 顏 色

從 金 伐 鼓 下 論 關

在 持 遂 逸 喝 石 問
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Dispatches from the colonels 枝 尉 羽 會 飛 ‘瀚 海
fiy across the Sea o fSand. 

The hunting fires of the Great Khan 早 于 獵 火 線 狼 山
are shining upon W olf Mountain. 

Now gloom settles on mountains and rivers 山 川 蒼 條 接 進 土
all through this borderland， 

Nomad horsemen press our ranks hard， 胡 騎 進 俊雄 風 雨
blending with wind and ，rain ; 

Our troops fighting jn the vanguard， 戰 士 軍 前 半 死 1.
half living and half now dead， 

While the loveliest maidens dance and sing 美 人 樣 下 猶 歌 舞
i n the tents o f  the commander 

On the great dese仗， autumn's end， 大漢窮秋家 竿 JII�
border plants sicken and die， 

A lone fortress in setting sunlight 蒜、域落 日 關 兵 特
where troops doing battle grow fewer一

They have tasted His Majesty's favor 身 告恩 過常 輕 敵
and think nothing of the foe， 

But their strength is worn down at forts in the mountai肘， 力 盡 闕 山 永 解 回
the encirclement not yet broken. 

Men c1ad in armor in far garrisons， 絨衣造成辛 勤 久
their sutferings long endured ; 

Surely many a lady wept silver tears 主 筋 應. 咱 哥'J 離 後
after many a parting. 

As south of the city a young wife' s heart 少 婦域 南 欲 斷 層
i s  o n  the point o fbreaking， 

North of Chi a man marching 征 人 鉤 北 空 白 首
turns to look back in vain. 

Whirled back and forth on the borderlands， 違反氧氣 那 可 皮
how can they ever cross over ? 

In this farthest realm's vast reaches 絕 域蒼 茫 無 所 有
nothing there is at all. 

For three seasons long， winds of destruction 殺氣三 時作 隊 雲
for m lnto phalam:: ofcloud; 

Sounds in the cold : the whole night through， 寒捧一 夜f專 刁 斗
the ringing of watch kettles . 

They look on each other : bare blades of silver 相 看 白 刃 雪 紛紛
where snow comes drifting down， 

Stcadfast to death， and never a thought 死 pr 從 來 主 顧 動
o f glory or reward. 

Haven't you seen on those tracts of sand 君 不 見 沙 場 征戰苦
the pain 0 f marching and battle ? 

But even today there is memory of 至 今 猶 tt 季 將 軍
our general， Li Kuang. [ I03 58 J  
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The significance of the “memory o f  our gener祉， Li Kuang，" is double­
edged. That great Han "Flying General，" cIaimed by the T'ang royal house 
as its ancestor， was an extrcmely successful campaigner， and the cIosing 
line may suggest a yearning for past competence in face of present incom­
petence. In the words of Wang Ch'ang-ling (06785) 

If only the Flying General of Lu Fort were he仗，
He would never let nomad horses cross Yin Mountain. 

但 f史 盧 � 飛 將 在
不 教 胡 馬 皮 陰 山

On the other hand， Kao's cIosing may suggest that i t i s the futile desire to 
emulate Li Kuang which has led to endless campaigns and which results in 
so much human su任èring. And in the context of the heroic seIf-sacrifi ce of 
the troops， the memory ofLi Kuang may may serve yet a third function， a 
reminder of how poorIy the state rewards those who serve it weII : the Han 
general cut his own throat in response to the ingratitude of his superiors. 
Kao's song was written in response to someone else's “Song of Yen" (see 
preface)， and it is possible that a reference to Li Kuang in the original version， 
now lost， would have cIarified its function here. 

Although most eIements in Kao's song were commonplaces offrontier 
poetry， the poem is strikingly original in its overaII e佐ct and weII deserved 
the fame it achieved. Like Wang Wei's short “Army Song" (05782) ，  pcr­
haps from the same ye缸， and Li Po's “Fought South ofthe WaII" (07930) ，  of 
an undetermined da仗， Kao's “Song of Yen" forms something resembling 
a narrative out of a series of short scenes. In contrast to Ts'en Shen's inte­
rest in exotic frontier scenery for its own sake， the focus of Kao's poem is 
on the troops， their courage and their suffering ; the scenery is only an 
instrument of their misery. In his social concerns Kao Shih foreshadowed 
the songs of Tu Fu， but artisticaIIy he was more conservative. The songs 
of Ts'en Shen and Tu Fu in the late 740s and early 750s were more unified 
works， the former in descripti凹， the latter in narrative ; but the “Song of 
Yen" I S  m the K'ai-yüan style， an impressionistic pastiche of scene frag­
ments that only hint at narrative sequences. 

A large büdy ()( o( Kao's p()etry was writi:en in Sung-chou， but 
whether before or after his northeastern journey of 737-3 8 ，  it is impossible 
to teIl. The Sung-chou poems were strongly in the ku-feng tradition， and 
one series， “In Sung" 束 中 ( r 叮 叮-22)， was even cIoser to Ch'en Tzu-ang's 
“Observing the Past at Chi Heights" than the “Chi Gate" series. The first 
poem of "In Sung" concerns the ruins of the palace of the fabled Prince of 
Liang : 

When long ago Liang's prince was in his glory， 
Among his guests were many men ()f talent. 
And now remo仗， across a thousand years， 

梁 王 昔 全 盛
賓 客復 多 才
悠 悠 一 千 年
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There are only the  ruins of  his high terrace. 
In utter silence 1 face the autumn grasses， 
And a sad wind comes fro m  a thousand miles. 

[ 1 03 1 3 ]  

Kao Shih 

陳跡唯 禹 臺
寂 寞 向 秋革
是 風千 里 來

Compare Ch'en Tzu-ang writing on Prince Chao of Yen : no single line 
of Kao's poem echoes Ch'凹's poem， yet in sentiment and style the two 
poems are identical : 
To the south 1 climbed the lodge of Chieh Rock， 
And gazed afar on his terrace of gold. 
The hills are all covered with high trees， 
But Prince Chao of Yen-where is he now ? 
Sad how his plans to be overlord are done， 
1 ride my horse back down again 

[04389] 

南 登喝石 會官
進 草 資 金 臺
丘 陵盒 喬 木
� 王安 在 哉
窮 困 悵已 矣
驅 烏 復錄 象

Both the language and the message are simple， yet the modal associations 
of the style and theme touched contemporary readers deeply， evoking an 
ancient simplicity of feeling and a sense of vanished nobility. 

Were be they that beforen us wer凹，
Houndes laden and havekes ber凹，
And haden feld and wode. 

To translate the medieval lyric into modern English-"Where are those 
who lived before us， who led hounds， carried hawks， and possessed fields 
and woods?"一is like translating the 似乎ng of Kao Shih and Ch'en Tzu­
ang : the considerable literary values of the poems lie in the reader's sense of 
cultural and literary history， which is  touched by an archaism， a turn of 
phrase， or a simplicity that is romantically projected into the past. 

Kao was capable of a more arcane and formal style， but the ku-feng 
continued to appear through his work of the 740s. At times Kao Shih'sJu­
ku impulse went beyond the kuτ{eng and approached the extreme archaism 
of midcentury poets like Yüan Chieh ; for example， the “Three Poems on 
Lord Fu's Lute Hall" 登 于 賤 琴 堂 賦 詩 ( I 03 06-8) included a preface that 
explicitly summarized the moral purport of each poem. The practice of 
including ethical commentary with poems was associated with the high 
moral purpose of “ancient poetry" and came from a variety of sources :  
Mao's topical interpretations of the Shih-ching were set in texts as prefaces 
to individual Shih， and Shu Hsi's 未 曾 senes “FiIling in the Lyrics of Lost 
Songs" 論 亡 ， included in the W帥，如“酬， also used the technique﹒ Kao 
Shih's “Three Poems on Lord Fu's Lute Hall" are among the earliest T'ang 
examples and probably antedate Yüan Chieh's version of "FiIling in the 
Lyrics of Lost Songs. " Later， when PO Chü-yi wrote the “New Yüeh-j丸"
he enunciated the principle in his preface to the series: “A prefatory sentence 
at the head of each poem states the topic."2 
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In 744 Kao Shih met Li PO and Tu Fu in his home region o f  Sung­
chou. The f(:w months that the three poets spent together greatly im pressed 
the ever impressionable Tu Fu， but neither Li PO nor Kao seem to have 
felt the momentousness of the occasion. At this time Kao Shih's reputation 
as a poet was just beginning， and shortly thereafter Kao was recommended 
to the capital. During the ministerships of Chang Yüeh and Chang Chiu­
ling， provincials had had some hope of advancement， but in the T'ien-pao 
the great Li Lin-fu came to power， and Li feared an excess of rusticity 
around His Majesty. Probably more as a matter of course than out of speci­
al enmity， Li Lin-fu blocked Kao's chances for a post in the central govern­
ment much as he tried to block Tu Fu's. Instead， Kao received the lowest 
of all positions in the official hierarchy appointed by the capital， that of  
offìce chief--in Kao' s case， of Feng-chou in  northern Honan. Understand­
ably ， Kao was little pleased with his new post. In 749， 的 part of his duties， 
Kao went again to the northeastern frontier， this time as an escort for a 
a levy of local troops. 

Kao Shih's political fortunes changed abruptly in 7戶， when he attract­
ed the notice of one of Hsüan-tsung's most important generals， Ko-shu 
Han. Ko-shu Han made Kao his secretary and took him along to his com­
mand in Central Asia in 754. Kao had met the young poet Ts'en Shen in 
the capital in 7 5 3 ，  and though both served in Central Asia the following 
year， they do not seem to have corresponded. At the same time that Ts'en 
was writing wildly descriptive songs on the wonders of the Central Asian 
landsca阱， Kao was smoothing out the roughness of his jì←ku style﹒ His 
recent contacts with some of the most famous poets of the capital had subtly 
affected his own work， mel10wed some of his idiosyncraci衍， and brought 
him closer to the various styles popular in the capital in the early 750s. The 
following poem， a lü-shih， differs from Kao's earlier， old-style frontier 
poetry largely as a function of generic di位rences ; but for a poem on this 
topic， the very choice of the polished lü-shih and the r�jection of the ku­
feng is 呵nifi cant.

The North Tower of Golden Fort 

From the North Tower my westward gaze 
is filled with clear sk y ，  

Massed waters and linked mountains 
lovelier than a painting 

A swi丘 current over the rapids， 
its sound like an arrow法，

The waning moon over the fort一
form of bent bow. 

I've bid farewell to P'an Creek's e1d仗，
his fishing line still dangling， 

But my mind is still on the old frontiersman 

金成北棋

北 樓 � 草 淆 ，青 空

手費 水 i是 山 用事 章 中

為 土 怠 流峰 是主 箭

城 頭 1\ 月 4醉如 哥

垂 竿 己 謝 繕 主島 是

體 造猶 恩 惠土 為
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who lived within the Way 
Should you ask me of these borderlands， fh 悶 違 反 更 何 事

what clse thcre i s out hcrc一
Ever and now the nomad f!utes 至 今 兌 笛 怨 無 窮

sing bitterness without end. [ 1043 21 
p'an Creek's elder was T'ai-kung， who was fishing in the creek when King 
Wen of Chou met him and raised him to his councillor. The story became 
a standard metaphor for imperial recognition and quick promotion to high 
。自ice. Kao Shih's T'ai-kung is still awaiting “discovery，" but Kao himself 
takes his leave， giving up hope of recognition. The consolation for Kao's 
hopelessness comes in the following line， from a story in the Huai-nan-tzu : 
once there was an old man whose horse wandered into nomad territory ; 
his ncighbors all offered their sympathy， but the old man simply said， “How 
do you know this isn't a piece of good luck?" Later the horse returned 
leading an entire herd of nomad horses ; his neighbors then all congratu-
1ated the old man， who replied， “How do you know tlzís isn't a misfortune?" 
Afterwards the old man's son， who was out riding one of the nomad hors的，
was thrown and broke his thigh ; again the neighbors commiserated， and 
again the old man questioned the nature of his fortune. Finally， during a 
nomad incursion， all the young men of the region were drafted into the 
militia and most died on the campaign. Only the old man's son， with his 
broken thigh， was lefi: at home. Kao finds consolation in this story， and it 
allows him to question whether his apparent misfortune in failing to achieve 
office might not fi nally turn out for the best. The consolation had a pro­
phetic truth. 

When the An Lu-shan Rebellion broke out and Lo-yang fell， Ko-shu 
Han was commanded to hold T'ung Pass， the major stronghold on the 
road to Ch'ang-an. Under pressure from the central government， Ko-shu 
Han was forced to quit the fortifications and do battle with An Lu-shan's 
army in the open. The imperial army was defeated decisively， but Kao 
Shih mana&ed tQ escape with hisJife and to make his wa� to Hsüan-tsung's 
refuge in Ch'eng-tu. There Kao made a defense of Ko-shu Han's defe泣，
and as a rcsult Kao was made a censor. Later the new emperor， Su-tsung， 
decided to give military commands to the various imperial princes， and as 
censor， Kao opposed the plan vigorously. When the inept revolt of the 
prince of Yung broke out (the one that involved Li Po)， Kao Shih was 
creditcd with great perspicacity and rewarded with a number of high posts， 
including that of regional commander (cllíeh-tu-shíh ) .  In t 
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was transferred to the post of prefect of P'eng-chou in Szechwan in 760. 
There Kao again showed his military talents and was instrumental in crush­
ing two rebellions against the ccntral government. After his first success ， he 
was again made a regional commander. Then， in 763 there was a Tibetan 
invasion of the Kansu region， and Kao Shih responded by leading his 
troops out of his- home region to meet them. This time his military talent 
failed him， but he was recalled in honor to the capital， enfeoffed， and given 
several high offices. Shortly thereafi:er， in 765 ， Kao died. As the Old T'ang 
History observed， “Though the course of the T'ang， Kao Shih is the only 
example of a poet who became a true po1itical success ." 

It is hardly surprising that the demands of political success exacted a 
price in his poetry : relatively few of Kao Shih's poems can be dated from 
his last years， after the An Lu-shan Rebellion. This contradicts the most 
curious piece of biographical data on Kao's life， a notice in the Old Tallg 
History that Kao began to pay serious attention to poetry only at the age 
of fifty， and that over the course ofa  few years， his style changed complete­
ly. This comment is not a commonplace in biographies of literary men and 
must have had some basis in a contemporary source， perhaps a lost letter 
or preface. However， no matter how one juggles the date of Kao's birth， 
the greater part of Kao's extant poetry was done well before he was fifty. 
Moreover， in his later years Kao did gradually abandon his youthful 的­
feng style， but there was nothing like a radical change in his work. The most 
likely explanation involves the traditional association of style and an em­
peror's moral influence : one can imaginc Kao or a pref.1ce writer making 
such a cornment as a tribute to the ascension of Su-tsung and the "restora­
tion" of dynastic power in 756 .  

Writing to  Tu Fu  in  762， Kao Shih showed something of the mellow­
ness of Tu Fu's later work， but rather than a mark of stylistic change， this 
signals a general weakening of Kao's poetic identity and a submission to 
the styles of other groups and poets. 

On the Day of Mankind : To Tu Fu 

On the da y of Mankind 1 write this poem 
to send to your thatched hut 

From af ar with love for a dear old friend 
yearning for native land. 

The play of colors in willow branches 
1 cannot bear to see， 

And plum blossoms filling the boughs 
break m y heart in vain. 

Here 1 am on the southern borders， 
nothing to cheer my mind， 

人 日 寄 杜 二 拾 遺

人 日 趨 詩 寄 草 堂

進 憐 故 人 思 故 鄉

柳條弄 色 不 忍 見

梅花 ;第 枝 空 � 腸

身 在 南 華無 所 預
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M y heart filled with countless griefs， 
innumerable concerns. 

This year on the day of Mankind 
we remember each other in vain， 

Next year on the day of Mankind 
1 wonder where we will be 

Once Iike Hsieh An 1 lay on East Mountain， 
resting f or thirty years， 

Unaware that with book and sword 
l '  d grow old in the wind-blown dust 

Now decrepit with age， they've raised my salary一
two thousand pounds of rice， 

And 1 must stand embarrassed， facing you， 
who go north， south， east， west. 

[ 103601 

Kao Shih 

心 懷 百 愛 使 干 處

今 年 人 日 空 相 憶

明 年 人 日 如 何 處

一 攝入泉 山 三 十 春

豈 知 書 劍 是 風 塵

龍 鐘 這 本 二 十 石

傀 爾 東 西 南 北 人

The "day of Mankind" was the seventh day of the first month， the preced­
ing days having been devoted to lesser animals. The poem is famous 
primarily because of its dedication to Tu Fu， but the half-humorous 
deprecation of the closure is very e任全ctive.

Kao Shih's collection， now comprising almost two hundred and fifty 
poems， originally made up twenty chüan ; however， there is no way to know 
the proportion of poetry to prose in that larger collection. Since the length 
of a chiian and the number of characters per page varied greatly， one can­
not say that part of the collection has been lost simply because extant edi­
tions have fewer chüan than are indicated in the original bibliographical 
notices. However， the preservation in early anthologies of many poems not 
included in the main body of Kao's works does suggest that Kao Shih's 
collection in its present form is far from complete﹒ 

With a few exceptions， such as the brilliant “Song of Y凹 Kao
Shih's poetry is probably more di前cult for the modern reader to appreciate 
than the work of any other m茍or T'ang poet. In the T'ang， especially in 
the mid-eighth century， Kao's reputation was high : to Tu Fu， who was 
admittedly prejudiced in favor of Kao， the old poet was one of the heroes 
of the age ( 1 1 1 73 ) : 

In this age when we speak of men of tale肘，
How many others are a match f or you ? 

當代論 才 子
如 今 使1聖 人

But as Kao's name became increasingly linked to that of Ts'en Shen， he 
came to be regarded as only a border poet， the author of the "Song of 
Y en." In this deforming mask， Kao has come to be thought of as a weak 
second to Ts'en.3 Modern readers have been understandably attracted to 
the flamboyance of the T'ien-pao style， and judged against that standard ， 
it is not surprising that Kao seems inferior to Ts'en. But to appreciate the 
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talents for which Kao Shih was admired in the T'ang， his poetry must be 
read in a context of aesthetic values di陡rent from those of the T'ien-pao 
song wnters. 

Kao Shih was the least visual of the m建jor T'ang poets and， with the 
exception of Tu Fu， the most inteIlectual. Much of Kao's later poetry pos­
sesses an aIlusiveness and rugged formality that defies aesthcticaIly plcasing 
translation ; there he was the great public poet， celebrating the myths of 
imperial order， the deeds of  the great， and the moral values of  traditional 
Chinese cÏvilization. The element of personal response in Kao Shih's poetry 
was not a signal of  individuality， but rather it  sought to embody the nor­
mative reaction üf a sensitive and moraIly concerned ConfucÏan inteIlec­
tual. In the "Song of Yen" Kao wrote e位ctively of the hardships of cam­
paign， but he also celebrated with formality Li Fu's campaign against the 
Thai state ( I 0309) : 

Our Sage glowed wrathful in his rage， 
Ordered attack on the southwest tribes ; 
Sternly， gravely， in halls of council 
They deliberated deeply on the power of command. 

When Ko-shu Han defeated the Tibetans ( I 043 7) : 

The strèams spurt blood of the many tribes， 
Winds drive the souls of dead nomads， 
Heads fly as they gather thousands of pikes， 
Hands tied behind， massed at the general's gate. 
Ghosts weep in the brown dust of evening， 
And the heavens grieve as the bright sun sinks. 

聖 人 赫其時起
詔 伐 � 布 戒
肅 穆廟 堂 上
深沉 節 剎 雄

泉 噴請 我.血
風 驅 死 '* 魂
頭 飛 ;費 為 我
面 縛 聚 轅 門
鬼 哭 黃 埃 *
夭 愁 白 白 昏

This was not Ts'en Shen's fascÏnation with border warfare as part of an 
exotic， alien world， but rather the treatment of warfare as an adjunct of 
imperial policy. The violence that was repressed in so many High T'ang 
poets here can be expressed directly， legitimately as a manifestation of im­
perial power. 

For complicated reasons much of Kao's private poetry is even more 
inaccessible than his public poetry. Kao Shih was a modal poet， but one of 
a very di任èrent sort than Wang Ch'ang-ling. Wang Ch'ang-ling's poetry 
retained its popularity because it was sensuous. In contrast， Kao Shih's 
poetry depended heavily on the affective energy with which T'ang readers 
invested the 似乎ng. As the T'ang sense of the 似乎ng began to fade in the 
mid-ninth century， interest in the poetry that grew up around it faded too. 
The foIlowing poem， the first of a series entitled “Written on the Tung­
p'ing Road" 東 平 路 作 ( I 0342-44) appealed to aesthetic values peculiar to 
the T'ang. 
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My plans to go south never reached fruition， 
This rushing eastward is not to my heart. 
Now moaning， moaning a chill wind rises， 
On and on 1 go， as autumn A oods deepen. 
The cicada sings， leaves fall from the trees， 
And again this evening， the long rains of fall. 

[ 1 0342] 

Kao Shih 

為 圖 通不 就
東走 豈是忌心
索 索 涼 風 動
行 行 秋 水深
蟬鳴 木-t 落
益 夕 吏秋 lt

Two allusions require explanation : the “plans to go south" refer to the 
P'eng， thc world-spanning Great Bird that for T'ang readers was a symbol 
of spiritual and political greatness. According to the Chuang-tzu， only when 
the P'eng was lifted thousands of miles high on a mighty whirlwind could 
It “plan to go south" to the Southern Sea at the other edge of the universe. 
Thus， the phrase referred to aspirations of greatness. The “autumn floods" 
also comes from the Chuang-tzu， where the rivers of autumn， swollen but 
still bounded “Ways，" all rush toward the vast undifferentiation of the sea， 
thc ultimate Way. But the melancholy mood of the poem suggests a more 
ominous vision of the floods， the vision found in Analects XVIII.6， where 
Confucius had “missed the ford" and met the mad Taoists Chang-tsu and 
Chieh-ni .  When Confucius sent his disciple to Chang-tsu and Chieh-ni to 
ask of the ford， " they took the question metaphorically and responded with 
a vision of the world in flux and flood， a world without a direct "Way" or 
ford. To Confucius their vision represented not a state of nature but the 
decay of human civilization. 

Kao Shih's poem goes far beyond these two allusions. Almost every 
line evokes the autumn mode of Chien-an and Wei poetry， a bleak world 
of ruin in which the poet feels increasingly isolated. The poet rushes along 
a road with no apparent direction， and the landscape through which he 
passes is a bleakness without color， without place-names or landmarks， a 
landscape of wind， bare trees， and rising waters. The poem lacks the usual 
spatial and geographical orientation of occasional poetry : i t  is “every­
where;"  The charactcf'istically Hign T'ang objcGtive closure 5也tains the 
mood and projects it into an unknown future : waters will continue to rise， 
and turbulent fl oods will spread everywhere as the world sinks in the Yin 
darkness of evening and year's end. 

Although Kao Shih's later poetry approached more closely the work 
of his contemporaries， he began， l ike Li Po， as a solitary poet. He felt the 
attraction neither of his great contemporaries among the K'ai-y位an capital 
poets nor of court poetry and its craft. In his early years "poetry" was 
what Kao had rcad in Ch'en Tzu-ang and th 
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as in earlier pocts. Kao's work becamc a modd o f  scriousncss， “li tcraturc" 
in its fullest Chinese sense， but only one poet truly responded to the model : 
that poet responded to all the mýriad forms of l iterary gcnius and madc 
them his own-Tu Fu. 

Kao Sltill 
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P A R T  T W O  

The “Later-Born" : The Second and 

Third Generations of the High T 'ang 
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A poetic generation is not a historical entity but a relationship， and it cannot 
be defined purely in chronological terms. The poets who reached artistic 
maturity in the K'ai-yüan constituted a generation， and their generation 
was loosely unifìed by a negative relationship to court poetry and the Eariy 
T'ang style. The work of the capital poets may have been more deeply 
inf used with the craft of court poetry than the work of outsiders like Kao 
Shih and Li Po， but all the poets of the K 'ai-yüan generation possessed a 
freedom ofinnovation that would have been impossible in the Early T'ang. 
Renewed interest in the values of  reclusion， eccentrici句 creative auton­
omy， and the meritocracy of virtue set the individual and his inner identity 
above social role. 

Genius came easily in those years， partly because there had been no 
truly great poets for centuries. 1 There was much space for individual talent. 
On a profound level， there were no "great" court poets because court 
poetry had been an essentially anonymous venture ; “genius" awaited Li PO 
and a concept of poetry as an expressi()n ofindividual indentity. 

The young poets of the 740S and 750S faced a range of established 
individual talents unparalleled in earlier Chinese literature. Y oung Wang 
Wei may have admired the craftsmanship of a Sung Chih-wen or Shen 
Ch'üan-ch'i ， but mastery of their craft presented no threat to his own de­
veloping poetic identity. In the 740S young Ts'en Shen admired Li Po， 
but mastery of Li Po's art could raise him at best only to a weak echo of 
Li. W riting in the style of Sung or Shen， Wang Wei would be called 
“master craftsman" ; writing in the style of Wang Wei or Li Po， Ts'en 
Shen would be called “imitator，" for the poetic voice he used carried the 
name of another. Nor were the fìrst-generation masters dead and gone 
when man y second-generation poets were growing to poetic maturity ; 
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Wang Wei and Li PO were at the heights of their creative powers when 
Ts'en Shen， Tu Fu， Yüan Chieh， and Ch'ien Ch'i were trying to fi nd their 
own poet1c vOlces. 

Thus， the poets of the second generation became what might be caIled 
hou-sheng 1，是 生， the “later-born." Their unity as a generation lay in the 
priority of the first-generation masters and in the very fact that the “later­
born" had to respond to that earlier genius in their poetry. In some cases 
the younger poets were overwhelmed by their predecessors and became 
true “foIlowers . "  Such poets were primarily in the tradition of capital 
poetry， of  which Wang Wei came to be considered the undisputed master. 
Through the second and third generations of capital poets， the shared style 
of the K'ai-yüan was carried virtuaIly unchanged into the ninth century. 

In other cases， younger poets tried to surpass their predecessors， and 
the passion to surpass manifested itself in a poetx:y of stylistic， thematic， 
and modal excess， the flamboyant T'ien-pao song style (as kuo il links the 
ideas of "surpassing" and “excess"). Sti1l other younger poets sought to 
repudiate their talented predecessors， and the polemical， antithetical nature 
of the Ju-ku tradition provided a means to a間rt superiority over aIl “mod­
ern" poetic e任orts. FinaIly， there was the most difficult stance : to assimilate 
one's predecessors and master the masters. From these possible responses 
came Ch'ien Ch'i and a host of othe肘， the conservators of the capital 
poetic tradition ; Ts'en Sh凹， the overreacher and master of the T'ien-pao 
song style ; Yüan Chieh， the 戶-ku radical ; and fìnaIly， Tu Fu， the poet 
who assimilated and transcended all his predecessors. 

So much has been written on the cultural trauma caused by the An 
Lu-shan Rebellion that it would be redundant to discuss it  here. Indeed， 
except in the case of Tu Fu， there was a nearly universal retrenchment in 
postrebeIlion poetry. The work of Kao Shih， Ts'en Shen， and Yüan Chieh 
turned markedly more conservative in the later 750s ; even the ebuIlient 
Li PO seems less daring in the poetry datable to his last years. Then， one 
after another， the poets of the midcentury passed away， and amid the de­
cades of military and political troubles that wracked the fragile T'ang state， 
a rigid conservatism ruled capital poetry. No longer able to respond crea­
tively to past genius， poets of the third High T'ang generation were con­
tent to walk competently in the shadow of K'ai-yüa 
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on to several admiring younger poets who were to bccome m司or figures 
in the Mid-T'ang. Poetry was neither a timeless craft nor a single “ancient" 
style to be advocated above a11 others， nor even a body of used-up pos­
sibili ties from which the “new" poet should di位r ; rather， the literary past 
became a vast co11ection of individual voices and period styles， each with 
its own identity， quality， and associations. These idioms could be used by 
a poet as he chose ; they did not preclude innovation， but they were， in 
their totality， the material and language of poetry. It  was Chiao-jan who 
first attained a full literary-historical perspective on the poetic tradition ， 
and he embodied his catholic taste in his own work. That ability to move 
企eely between the styles of periods and individual poets was to become 
one of the most important characteristics of later poetry in China. 
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Ts' en Shen 

The Search for D ifference 

In his diction Ts'en Shen favored the strange， and his style was massive and daring ; 
his ideas also were ingenious and strange. Couplets Iike ﹒ 

Steady winds blow white rush的，
\Vi!dfires burn barren mulberries. 

mark a lofty， dispassionate talent. And couplets like : 

A mountain wind blows on the empty fore哎，
And in its rustling someone seems to be there. 

capture the very essence of reclusion. 
Yin Fan， preface to Ts'en Shen's poems in the Ho-yûeh ying-ling chi [75 3 )  

In phrasing he admired c1arity ; in ideas he valued those that touched readers 
immediately and sharply. He was usually at his best in creating a perfect scene. 

Tu Tui 杜祿 ， preface to the Chia-c//Ou cfli [ca. 800) 

As Kao Shih needed to be saved from a reputation as Ts'en Sþ�rú l�ss 
gifted twin， 的 Ts'en Sheh úeeds to be redeemed from his well-deserved 
fame as the master of frontier poetry. T'ang comments on Ts'en Sh凹's
poetry praised a master craftsman， a stylist who succeeded in creating dar­
ing effects. By the twentieth century， this poet whose couplets captured 
the “essence of reclusion" had become the greatest frontier poet， whose 
attraction lay not in the realm of craft but in a "realism" that a ttended 
writing from direct experience: 

Of al l  the poets of the K 'ai-yüan and T 'ien-pao， Ts'en Shen had the greatest affec­
tion for things foreign. . . .  Many T'ang poets wrote of the frontiers， but they 
were c1utching after winds and shadows. Ts'en Sh凹， on the other hand， wrote 
every line from personal experience . 1  
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Such a drastic change in the qualities for which Ts'en Shen's poetry 
was admired reflects a basic di丘èrence between the interests of T' ang and 
later audiences， Certainly， the m句or High T'ang poets went beyond con­
cerns of craft ，  but with the notable exceptions of Li Po and the poets of 
the kuτ{er恕， mastery of craft remained a major concern of both poets and 
readers. Craft applied primarily， but not exclusively， to the regulated 
genres. To think of Meng Hao-jan's poetry in terms other than those of 
craft was to think about Meng Hao-jan the person ; to consider Meng 
Hao寸an's poetry as poetry meant a consideration of craft， of the “perfect 
lucidity" of a couplet. The High T'ang conception of craft may have dif­
fered from that of the Early T'ang， but in this conccrn High T'ang pocts 
were closer to their six-century and seventh-century predecessors than they 
were to the poets of the Mid-T'ang. To Yin Fan， the sound of footsteps 
seeming to emerge through the rustling of the leaves was an aesthetic 
triumph quite apart from the quality of the poem as a whole﹒ True， a poet 
might cxcel in somc thcmcs and bc wcak in othcrs， but pocts wcrc Icss 
frequently indentifi ed with their themes in the High T'ang ; rather， identi­
ties of mood and style and the quality of performance were primary. 

In contra鈍， latcr rcadcrs could not help sccing a historical dimcnsion 
in High T'ang poetry ; it was the most accessible evidence of the myth of 
the High T'ang as the apogee of poetry and medieval civilization. Thus， 
Ts'cn Shcn camc to bc distinguishcd not by thc subtlc qualitics of his craft， 
but by a theme that represented one aspect of that civilization : T'ang ex­
pansion into Central Asia. The first hint of this shifi: in interest appeared in 
thc Ts'ang-la憎 slzilz-Izua in thc Southcrn Sung， whcn Ts'cn's work was 
first linked to Kao Shi�'s ; Yen Y的 inappropriately desc巾ed Ts'en's poetry 
as pei-clzua嗯， the modal quality of ku-Jeng often associated with frontier 
poctry. 

Ts'en Shen's poetry was not widely discussed during the Sung， and the 
rcvival of intcrcst in his work sccms to havc grown out of Ming ncoclass­
icism and its cxclusivc dcvotion to High T'ang poctry. In a postfacc to 
Ts'cn Shcn's Clzia-clzou Col/ection 嘉 州 學， thc ncoclassicist Picn Kung 進 貢
went s o  far a s  to say that Ts'en was superior to both L i  P O  and T u  Fu b← 
causc his work unitcd thc csscntial qualitics of both ; howcvcr， this cxccss 
was probably no morc than Picn Kung justifying his own poctry， which 
stood in thc shadows of Izis morc famous contemp 

拓， ， 
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diction" and “ingenious ideas. " AlI these various aspects o f  Ts'en Shen's  
prerebellion poetry were dcdicated to a newness that could carry the poet 
beyond the work of his predecessors . 

Ts'en Shen was born in about 7 1 5 into a declining branch of a great 
family， the Nan-yang Ts'en 's .  The Nan-yang Ts'en 's had held a Sl1cccssion 
of high government posts since the La ter Liang， and three of its members 
had been ministers dl1ring the T'ang， incll1ding Ts'en Sh凹's great-grand­
father， who had been a minister of T'ai-tsung.  Howevcr， in the decades 
before Ts'en Shen's birth， another branch of the family had risen to prom­
inence， and Ts'en Shen's father spent his life in a series of provincial posts， 
rising only as high as prefect. Ts'en Sh凹 's family was a respectab le one 
but no longer great ， either in social standing or in power. 

We know very little of Ts'en Sh凹's early li fe except that his father 
died while the poet was still very young and that afterwards the family 
took up residence in the Sung Mountain region south of Lo-yang. Ts'en 
spoke with conventional modesty of his family holdings in the Lo-yang 
region， and in his preface， Tu Tui even caIled Ts'en “poor." But the family 
was probably moderately well-off. 

ln about 734， Ts'en Shen journeyed to Ch 'ang-an and presented a 
memorial to the throne in hopes of obtaining office. The choice of this 
route to public 0品ce rather than the more hazardous examination may 
suggest that Ts'en had such confìdence in the family name that he did not 
在el he needed to take the examination . His petition was not granted， and 
he returned to the capital later as part of the regional quota of examination 
candidates. 

Ts'en Shen's most characteristic poetry did not begin until the mid-
7405， but 50me earlier poems survive. This early work îs highly  significant， 
because it shows the strong influence of Wang Wei， of Meng Hao-jan， 
and， Iater， Li Po. Ts'en 's relationship to the great poets of the fìrst genera-
tion was not social : he seems to have known neither Wang nor Meng， and 
an acquaintance with Li PO is only a possibility . lt was the genius of their 
poetry that attracted him to their style rather than the social pressure to 
join their company. In the 730S the poetry of reclusion and the T'ao Ch'ien 
revival were at their peak， and young Ts'cn Sh凹， in his busy search for 
o伍凹， wrote serenely (09546) : 

In evening 1 grow more distant from the crowd 夕 典人 霉 疏
And love still more the valleys and hills. 轉 愛 丘 盤中
Waters and trees match a st 

員已雲 淡秋容
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echoing Meng Hao寸an's already famous : 

Faint c10uds pale the river of stars. 

Another line in the same poem-

1 know contentment in its wonders only all alonc. 

T玉'en Shef1 

棋生 雲 i主 河 漢

見書 ，陸 又 自 壘，

is unmistakably close to a famous line from Wang Wei's later poetry : 

(05968) : 

1 know all about its wonders， without motive and alonc. 島事 事 空 白 如

Clearly the Ts'en Shen of the late 730s cannot be imitating the Wang Wei 
of the late 750s， but the diction is so characteristic of Wang Wei that one 
can only presume Wang had written something similar in an earlier poem 
now lost. Other early poems by Ts'en Shen show Wang Wei's influence 
even more strongly (09645) : 

How can 1 explain the experience of wondrous scenes ? 勝 事 那 能說

My prince has gone off and not yet returned 玉 據 去 永 遠

In this coupìet young Ts'en succinctly combines the highpoints of the 

holE traduion of ErEmitic POEtry- ThErE is a hint of the sublime EXPErience 

of nature that cannot be explained， 的 in T'ao Ch'ien's famous “Drinking 

wine
， ，

V ; but the SEEming indhbiHty of the experimCE modulatES into m 

inability to express oneself for want of an appreciative friend， as in the 

poetry of Hsieh Ling-y位n. And that absent 
- friend turns out to be the 

‘urince" of the "Su�mons to the Recluse" in the Ch '快仗'u ， a fig 

Ibang wei appropriated SEVEral tiITm for the closure of his POEms (05967， 

06 I07) . 
If in the mid-72os Wang Wei felt (06954) : 

M Y heart is as calm as the broad stream， 心 與 大 川 開

then Ts'en Shen found the ideal recluse-fisherman had (0963 1 ) : 

A hcart as c1ear as Ts'ang-Iang's watcrs . 心 與 滄派 ;青

While Ts'en w泌 的11 under the spell of Wang Wei's beautifully controlled 
stylc， a new poetic luminary appeared in the capital in the early 740s-Li 
Po. At about the same time the various masks of Li PO also made their 
appearance in Ts'en Shen's poetry. As Li PO had celebrated carousals in 
Hsiang-yang in the 730s， so Ts'en Sh凹， passing the ancient city of Han­
tan in 742， celebrated the famous locale in a voice unmistakably echoing 
Li PO (0963 3) : 

Han-tan girls sell wine by night， 
Face the guests， 

swing lanterns from poles， 

甘]1郭 女 兒 夜 治 酒

封 家挑 燈誇數錢
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show off the fçw coins they've gotten ; 
And 1'11 be roaring drunk till the sun is high next noon­
A verse of craz'y song， then sleeping in the tavern 
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酪 自T 碎 時 日 正 午
一 曲 狂 歌 墟 上 眠

Specific borrowings and stylistic echoes o f  both Wang Wei and L i  PO are 
found throughout Ts'en Sh凹's poetry. From time to timc it seems almost 
as if Ts'en were engaging in his own private competition with Li : i f Li PO 
had written brilliantly of the waterfall on Lu Mountain (0日 570-57 1 ) ， then 
Ts'en Shen would have to describe a cascade even more furious and dazzl­
ing (095 1 1 ) .  Ts'en Shen's later use o f  the heptasyllabic song i n  occasional 
poetry may have come from the precedent of Li Po. But the most signif­
icant attractions of Li Po's work for young T旦'en Shcn were Li's imagina­
tive descriptive technique， his image of the wild poet-singer， and his fas­
cination with extremes. It was no accident that Yin Fan characterized the 
work of both Li PO and Ts'en Shen as “strange" 奇. Y et another great 
poet of the age， Wang Ch'ang-ling， was known to Ts'en personally， but 
fewer direct echoes of Wang Ch'ang-ling's poetry appear in Ts'en Shen's 
work ; however， Ts'en owed much to Wang Ch'ang-ling in his quatrain 
techique. 

Like other young poets of the 740s， Ts'en Shen fclt the spell of the 
masters of the first generatioll， and he often succumbed to the temptation 
to fall into their style. But Ts'en managed to escape the trap of his admira­
tion by an original synthesis of capital poetic craftsmanship and the new 
stylc of the T'ien-pao. This was accomplished in the coupl哎， and the com­
bination of formal restraint and imaginative mctaphor was very cffective. 

Much styIistic interest was concentrated in what was later to be called 
the "eye" of the line-the third-position word in the pentasylIabic line. 
In the 740S Ts'en Shen began to use bold metaphors in this position， 的 111
the following couplet hom a poem of 742 (09644) : 

A lonely lantern sets ablaze the sojourn缸's dream， 
Cotd washing n也ltees pöuüd the sorrow ofhome. 

孤 燈 然 客 夢
寒 特1島鄉 愁

As the poet awakes from his dream， he sees the flamc of the lantern in his 
eyes， and it seems to set the images of his dreams ablaze. The sound of 
washing blocks makes thc traveler think ofhome， and thus， synacsthcticall y 
the sound scems to “pound" his sorrow. 

The use of a metaphorical verb in the third position of the pentasyl­
labic line had been a characteristic of court poetry， but never bef ore had 
the metaphors been so bold and diffìcult. Such couplets appeared often in 
Ts'en's regulated verses of the 740S (09759) : 

An herb basin's waters shake the mountain's reflections ， 
The fi shing line， belted by a scar in the water. 

且直 枕搖 山 影

魚 竿 帶 水 *-
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Ts 'en Shen 

But like the bold simplicity of Li Po' s  dog barking amid the sounds of 
water， these metaphorical couplets (moderate by Western standards) un­
balanced the regulated verse. In both cases the remainder of poems would 
surround briIIiant couplets with embarrassed flatness. Ts'en Shen was capa­
ble of sustaining descriptive ingenuity in his frontier songs， but it  was not 
possible in the aesthetics of the High T' ang regulated verse. 

In 744， Ts'en Shen passed the chin-shih examination and received an 
insignificant post in the guard of the crown prince， a sign of his lack of 
influence. In 749 the great general Kao Hsien-chih came to court， and 
probably because Ts'凹's former post in the guard counted as experience in 
“military" administration， Kao took Ts'en on his staff and returned with 
him to his command at An-hsi， Kucha in Central Asia. In 7 位 ， Kao Hsien­
chih was badly defeated by forces of the Caliphate at the Battle of the 
Talas River， and he returned to the capital in disgrace. 

In 7戶， Ts'en himself returned to the capital， and there he became 
friends with Tu Fu and Kao Shih. In 754， Ts'en retumed to Central Asia， 
this time to Beshbalik (Pei-t'ing) and Bugur (Lun-t 'ai) .  There he served 
on the staff of Regional Commander Feng Ch'ang-ching as a military 
judge. Ts'en was stilI in Central Asia when the An Lu-shan RebeIIion 
broke out ; in 756 he set off for China and reached the temporary capital 
at Feng-hsiang in 757 .  

The period from 749 to 757 was Ts'en's most creative. During his 
service in the Northwest he composed the frontier songs for which he is 
now famous， and he also wrote many other fine works during the brief 
interIude in Ch'ang-an between 752 and 754. As the literary historian Cheng 
Chen-to pointed out in the passage quoted earIier， Ts'en Shen did have 
personal experience of those regions in Central Asia that most poets knew 
only by report and poetic convention. StilI， it is important to remember 
that the Central Asia of poetry was primarily a literary topic : .  the styles 
associated with 祉， the eIements that constituted a frontier scene， and the 
appropriate responses had deveIoped out of a long tradition of poems by 
men who had never been anywhere near the frontiers. Ts'en Shen knew 
Central Asian lore more thoroughly than any of his predecessors， and he 
showed greater familiarity with the place-names and exotic details in which 
frontier poets delighted. But the greater scope of Ts'en Shen's frontier 
poetry was bui1t upon a basis of conven 
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in fact， at the end of a tradition， the last  of the important High T'ang poets 
to write extensively on frontier life. Before hirn were Wang Han's "Songs 
of Liang-chou，" Kao Shih's “Song of Yen，" Li Po's "Fought South of the 
Walls ，" and Wang Ch'ang-ling's many frontier songs. Kao Shih， Li Po， 
and others had already adapted the conventions of frontier poetry to thc 
heptasyllabic song. Ts'en Shen was a poet of great talent， but in these， his 
most famous poems， he was no innovator : to surpass Kao， Li， and Wang 
Ch'ang-ling he had to outdo them in their own "kind" of poetry. As a 
results， Ts'en produced some of the finest poetry of that “kind. " 

Song of the White Snow : Sending Off Judge Wu 
on His Return to the Capital 

The north winds roll up the earth， 
white grasses snap 

In the Tartar skies of September 
the snow is flying. 

Suddenly it's as though in one entire night 
the spring wind comes， 

And on thousands of trees， millions of trees ， 
blossoms of pear appear 

That come scattering through the beaded curtains， 
melt soaking lacework drapes， 

And our fox furs give us no warmth， 
our quilts of brocade are too thin. 

The general finds that he cannot draw 
his bow stiffened with horn， 

The armor of the viceroy 
is nearly too cold to wear. 

Far and wide over the Gobi 
a hundred yard thickness of ice， 

And unmoving mass of somber cloud 
darkens thousands of miles. 

In the central divisions we bring out wine 
to toast a home-bound friend， 

Here the Turkoman lu役， the round guitar， 
the flute of nomads， 

As this blizzard of evening snow descends 
over the general's gate 

And winds clutch the red banners 
that freeze， no longer shake. 

At the eastern gate of Bugur 
we send you on your w呵，

And as you go the snow will iìll 
the Heaven Mountain Road. 

白 雪 歌 送式判 官 歸 京
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As the mountain bends， so the road will turn， 
and we will no longer see you， 

Lcaving only the marh in the snow 
to show where your horse has passed. 

[0959 1 )  

Ts 'en Shen 

山 退路 轉 不 見 君

雪 上 空 留 馬 行處

The theme of the cold on the frontiers was one of the most popular topics 
for elaboration in frontier poetry : comparison of the snowflakes to pear 
blossoms， panoramas of ice and snowclouds， the sti在Ì1ess of a bow， and the 
drinking of warm wine in camp all belonged to the theme. But the color­
ful descriptions and dramatic juxtapositions of the T'ien-pao poetic art 
charged the old images with an energy they had never bef ore possessed. 
如loreover， the closure here is particularIy effective， and it is c1ever (Yin 
Fan's “ingenious ideas") ; in fact， its c1everness so resembles quatrain tech­
nique that it seems almost an independent quatrain appended to a song. 

The appeal of "Song of the White Snow" was much the same as the 
appeal of poems on immortals and swaggering bravos :  it was a poetry of 
"otherness，" a poetry that created enchanting illusions about how ît might 
be somewhere e1se， in some other flesh， in some other tîme. It is înteresting 
to note that none of the frontier songs were anthologized in the T'ang 
itself or in the earIy Sung : the exotic iIlusions they create had the greatest 
appeal to later readers， for whom Ts'en's borderIands were even more 
alien . 

Sometimes Ts'en c1earIy chose his topics for their exotic qualities ; for 

example， a poem on a volcanically heated lake (09592) or a poem on the 

cinder c10uds from a volcano . 

Volcano Clouds : Parting 

A volcano stands， thrusting high 
through the Ch'ih-t'ing Gap， 

And from the volcano in the month of June 
fire clouds rise thick. 

These fire c10uds cover the mountains， 
unmoving， unbreaking， 

And birds in flight for a thousand miles 
dare not come near 

Then all at once in the dawnlight 
they break with the Tartar winds， 

And at dusk they turn back once again， 
blown with the rain from the pass的，

Coiling around they slant down and swallow 
the trees by Iron Gate ; 

Puffmg out， swelling， they half cover over 
the Yarkhoto Garrison 

火 山 雪 i主 利

火 山 突 ;{. 赤 亭 口

火 山 五 月 火 雪 厚

久 雲 滿 山 藥水 間

飛 鳥 千 里 不 敢 承

乎 明 乍 逆胡 風 斷

薄 暮 渾 隨 塞 尚 四

綠 繞 斜吞 織 關 樹

氣 氫 半 串串 丈 河 戌
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Far in the distance a road lies， 
east of the volcano， 

And on the volèano a single cloud 
now follows your horse away. 

[09596] 
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迢迢征 路 火 山 泉

山 上 � 雲 隨 馬 去

In this and in other songs composed for social occasions， Ts'en would des­
cribe some element of the frontier scene with vigor， then tie it in the most 
tenuous way to the occasion. It  has even been suggested that the occasional 
closings were added to songs already written .2  In “Song of the White 
Snow" the descriptive main body and the closing quatrain were integrated 
successfuIly and enigmaticaIly， but in “Volcano Clouds" there is a " travel­
ogue" description of the cinder clouds from which the poet incongruously 
cuts a tiny putf to foIlow the traveler on his way. 

The heptasyIlabic songs of Ts'en Shen closely resemble those of his 
friend Tu Fu. It  is not clear who learned from whom. Ts'en's “Song of 
Regional Commander Wei's Roan" 街 � 度 赤 早早 烏 歌 (096 1 6) oh5日 clear­
ly owes much to Tu Fu's “Grand Marshal Kao 's Dapple" 高 都 護 駿 馬 行
( 10505)  from earIier in the 750s ; both draw from a broader tradition of 
poetry on horses (e.g . ，  0的 0 1 ， 04279) .  On the other hand， Ts' en seems to 
have preceded Tu Fu in poetry on the dance (096 1 7) .  

Nowhere is the flamboyance and daring of  the T'ien-pao poets 
clearer than in one of the most interesting encounters between the second­
generation poets and their predecessors : in 752 Hsüeh Chü (702 ?- ?)， Kao 
Shih， Ch'u Kuang-l凹， Tu Fu， and Ts'en Shen aIl climbed the Wild Goose 
Pagoda of the Temple of Compassionate Mercy in Ch'ang-an. 3  Though 
only tIEIrteen years separatEd tlr eldest of tIEESE poets from the youngE泣，
Ts'en Sh凹， there was a clear distinction between the more formal and 
ornamented style of the older poets Ch'u and Kao (Hs位eh Chü's poem 
does not survive) and the more vigorous and imaginative T'ien-pao style 
of Tll. Fll. and T.s'en $hell﹒ Ch'y Kuang-hsi's poem beg泊1 with a mixture 
of formal ornamentation and the conscious simplicity of the capital poets : 

From the golden shrine rises a holy vault， 
Straight u p to the edge of blue clouds. 
The place is still， my heart at peace as welI. 
1 climb it in the season of autumn's clarity. 
Green and flourishing， the Yi-ch'un Gardens， 
A sheet of emerald， K'un-ming PooI. 
Who says that the River of Heaven is high ? 
The spirit's free wanderings happen right here. 

[from 06560] 

金 祠 起 真 宇
直 上青 雲 噩
他靜牙兒亦 閃
登之秋 清 時
蒼 ß.. 宣 春 苑
Jf 碧 昆 明 池
誰這 天 漢 高
逍遙 方 在 茲
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The extent of the di位rences between the two generations can be seen in 
the kinetic description， metaphor， and hyperbole ofTs'en Shen's version : 

In shaping the pagoda seems to bubble up 
High and alone， jutting to Heaven's palaces. 
1 c1imb for the view and bypass world's bounds 
On a stairway of stone that winds through the void. 
Upthrusting， it weighs down the holy domain， 
Towering as though of demon's work. 
Its four corner eaves blot out the bright sun， 
Its seventh story rubs the blue sky's vault . 
1 peer down， point to high-Aying birds， 
Bend my ears， listen to roaring gales : 
A string of mountains Iike mighty waves 
Rush eastward like rivers to the court of the sea 
Green linden line the royal highway 
Where halls and palaces glitter and sparkle. 
Now autumn's countenance comes from the west 
And a rich green fi IIs the capital region， 
There Five Barrows on the northern plain， 
For eternity Iies in blue haze 
At last 1 am enlightened to that Pure Truth， 
Having always honored perfect Cause一
1 vow to put off my cap of office， 
Aware of the Way， 1 rely on What is Forever. 

[0953 41 

主答勢如 湧 出
孤 高 聳 夭 宮
登 Jl:， 出 世 界
壁i草盤 虛 空
文 元 月E神 州
崢 嶸如 鬼 工
四 角 礙 白 日

七 層 .f :l- 穹
下 在 街 高 鳥
俯 聽 聞 t- 風
i是 山 是 波 濤
券 湊似 朝 東
青 棍 夾 馳 這
宮 館何 玲 玲t
秋 色 從 宣告 來
蒼 然 滿 關 中
1i. t主北 原 土

為 古 青 海派
i乎捏 了 可 悟
勝 因 氏 所 宗
誓 將 掛 冠 去
覺 這 資無 窮

Ts'en's inspiration clearly failed him midway through the poem ; the last 
half consists of the worst banalities of temple-visiting and pagoda-climbing 
poems. In fact， the imaginative vigor in the fìrst part of Ts'en's poem is  no 
less a form of "ornamentation" than Ch'u Kuang-hsi's more traditional 
rhetoric. As in his frontier poetry， Ts'en Shen was not a radical innovator :  
he  said precisely what he  was supposed t o  say in  such a poem， that the 
temple “approached" Heaven， provided a lofty perspective， and taught 
him a spiritual truth. But despite the continuities of thematic and structural 
convention， Ts'en's “ornamental vigor" appealed to new aesthetic values 
Tu Fu's poem was somewhat less brash than Ts'en's and followed the same 
structural conventions， but his was the truly innovative genius that changed 
the conventions into something deeper. 

Some of Ts'en Sh凹's finest quatrains were also written between 749 
and 757. The frontier quatrain was an even more strongly estab!ished sub­
genre than the long frontier song， and in Ts'en Sh凹's treatment of the 
form one cannot miss the vignette technique of Wang Ch'ang-ling. 
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Song for General Chao 趙 將 軍 歌

November o n  Heaven Mountain， the wind like a knife， 九 月 天 山 風 似 刀
South of the walls a hunting horse， 城 南 獵 烏 縮 寒 毛

pelt matted short by the cold. 
Our general gambles at chess， wins victory in every game， 將 軍 縱 博 場 場勝
And has won in the stake the sable-fur greatcoat of the Khan. 賭 4宇 平 于 貂 鼠 祂

[09882) 

As often in Wang Ch'ang-ling's quatrains， the literary values here are 
modal， and thc poem's effectiveness lies in the sllggestive jllxtaposition of 
the scenes of the two couplets. Both the army and the horse are in winter 
quarters， idle and waiting. Chess i s  the substitute for battle， and the general's 
victory and his "booty" are good omens in the mood of resolute expecta­
tlon. 

One of Ts'凹's finest quatrains is “Meeting an Envoy on His Way 
Back to the Capital" 造 入 京 使:

1 gaze eastward to my homeland， 
the road stretches endlessly， 

My two sleeves drenched with tears， tears that never dry. 
1 meet you now on horseback， no paper here， no brush， 
1 trust you to take them word-tell them all is well. 

[09877) 

故 國 東 � I各 漫 漫

雙 祕 龍 鐘 iJ..永 乾

馬 上 相 正是無 紙 華
進 君 傳語報平安

Inversion of expectations was a common technique in the closure of qua­
trains， with long traditions in the epigrammatic wit of sixth- and seventh­
century quatrains ; but rarely would a first-person persona say exactly the 
opposite of what was meant ; the inj unction is serious : the lie IS  m the 
message. Like Li Po's “Song of the Roosting Crows，" the attention of the 
readers is drawn painfully to the di陡rence between appearance and reality， 
but in this case the protagonists of the poem share that knowledge with the 
reader : the only person to be deceived is the recipient-a friend or relation 
-and the deception is an act of love. 

In 757，  Ts'en Shen joined the temporary court of Su-tsung at Feng­
hsiang， and on the recommendation of his friend Tu Fu， Ts'en was made 
Omissioner of the Right. Ts'en accompanied the court on its return to 
Ch'ang-甜， but in 758 the former minister Fang Kuan was disgraced and 
his entire faction purged. Ts'en Shen， Tu Fu， Kao Shih， and many other 
newly appointed officers of the court were demoted to provincial posts. 
This was also the year when Wang Wei， member of the old ruling famil肘，
was pardoned and raised to high office. 

Ts'en Shen was sent to a post in Kuo-chou between Ch'ang-an and 
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Lo-yang. Ts'en's years in Kuo-chou had somejoys， but they also contained 
a period of genuine depression during which Ts'en wrote a number of 
brooding meditative poems concerning his removal from the central gov­
ernment and his sense of personal failure in his political career. In contrast 
to the sensuous and daringly metaphorical earlier poetry， this was a bleak 
poetry devoid of description. 

On the West Tower in Kuo-chou 

Miscarried， mishandled-a lifetime's affairs， 
Slipping and stumbling and now， white hair. 
My plans and stratagems all fell through ; 
1 feel my shame even bef ore wife and children. 
Though my wise prince has cast me from him， 
Loyalty still ce泌的 not in my h目前，
But grief comes， and I 've nowhere to go-
1 can only c1imb this， the western tower. 

[097741 

起 我 州 西 縷

銬料一 生 事
蹉 跎 今 白 頭
縱 橫 皆 失計
妻 子 也 堪 羞
明 主 雖 然 素
丹心 亦 永 休
愁 來無 去 處
祇. 上 郡 函 縷

Of course， the westem tower i s  the tower that faces Ch'ang-an. 
After completing his tour of duty in Kuo-chou， Ts'en was recalled 

to the capital， where he held a series of middle-level posts until 765 .  Then 
he was sent again to the provinces as prefect of Chia-chou in Szechwan. 
Raids by Uighurs and Tibetans followed by a local rebellion caused Ts'en 
to delay his departure until the following year. Ts'en found little pleasure 
in his Chia-chou post， but this time he did not respond with the gloom of 
his Kuo-chou years， but rather with a whimsicality rare in his poetry. In­
terestingly， a similar whimsica1ity appears in the Szechwanese poetry of 
Kao Shih and Tu Fu written at about the same time. 

An Account of a Visit to Chamberlain Yang's Cottage 

Millions of problems， welling up in confusion， 
But my heart long ago lost ambitious motive. 
For no specia l reason 1 was sent here as prefect 
Not at all bccause 1 was bored as secretary. 
Now rains drip the banana leaves red， 
Frost hurries the oranges' deepening yellow 
And 1 meet you with an open-mouthed smile 
What place can we call a strange land ? 

[097571 

等 持 -t- 郎 中 宅 即 事

葛 事 信 蒼著
4違 心 久 已 忘
無 端 來 出 守
不 是 層t� 郎
雨 滴 芭 蕉 赤
霜 催 稿 子 黃
.tt 君 閉 口 笑
何處 是 他 鄉

The gentle irony of  the second couplet-secretary was the post Ts'en had 
held in the capital-is particularly reminiscent ofTu Fu's Szechwanese years. 
Ts'en's last line is cheerfully pilf ered from the closure of a quatrain by Li 



Ts'en Shen r 8 r 

PO (08 593)  and echoes a popular High T'ang theme of consolation : home 
defined by the presence of friends. 

The conservatism of postrebeIlion poetry is apparent in the two poems 
above from Kuo-chou and Chia-chou. The vivid juxtaposition， the hyper­
bolic descriptions， and the bold metaphors virtuaIly disappeared from 
Ts'en's work， and there remained only hints of his former style. Images 
of buming recur throughout Ts'en's poetry : lamps metaphoricaIly set 
dreams ablaze， and a Central Asian volcanic lake sets "nomad clouds on 
fire" (09592) .  In the foIlowing poem from Chia-chou the fires remain， but 
here they take the shape of a forest fire that merely burns the clouds. The 
image is less contrived， and the lü-shih regains its proper shape， but one 
senses also the loss of those qualities that gave Ts'en Shen's work an indi­
vidual sty le. 

Traveling by River and Spending the Night at Dragon 
Roar Rapids， 1 Gazed Out in Longing for the Recluse 
on Mount O-mei : Sent Also to Various Gentlemen in 
Camp 

A government lodge looks down on the river's mOüth， 
And by now I'm accustomed to the rapids' sound 
Misty waters let through a moon of c1ear sky， 
Night fi res in the mountains burn the c1ouds. 
Now I'd like to seek out my friend the wizard 
1 lack the heart that yearns to be prefect. 
How can 1 stay on in this strange land ? 
More strongly felt now， long gone from the herd. 

(09646) 

?工 行 夜 宿 龍 吼 君拉
底 甜t思 哦 眉 自產
者 笨 寄 .. 中 害者
主:

官 令龍 江 口
灘串串 人 慣 間
水 煙 ，青 吐 月
山 火 夜 燒 雲
且 欲 等方 士
且在 心 戀 使 君
異 鄉 何 可 往
;..t{克久離 霉

In 768 ，  after just a short time in offi白， Ts'en renounced his post and took 
up residence in Ch'eng-徊， where he died in 770. 

It  is impossible to teIl if Ts'en Shen's coIlected works were put into 
circulation immediately after his death， but in 800 Tu Tui made aQ edition 
in which the poems were arranged topicaIly. The earliest printed edition 
is from the Ming， but i t  is clear that this came from a continuous tradition 
and was not reconstructed from anthologies. Approximately four hundred 
poems are extant. Yin Fan thought highly of Ts'凹's poetry， but it did 
not appear in the Kuo-hsiu chi and was not weIl represented in the later 
T'ang anthologies. 

Ts'en Shen lacks the stature of the greatest High T'ang poets， but he 
is perhaps the best representative of the second generation. He was one of 
dozens ofT'ien-pao poets whose works had only modest popularity in the 
T'ang ; but by chance his coIlection survived and touched the interests of 
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later readers. What they appreciated in his work was only one very limited 
aspect of the T'ien-pao style. But the vitality they saw was worthy of their 
admiration ， and the general lack of interest in Ts'en's poetry during the 
T'ang is more a mark of the T'ang tendency to ignore， if  not its greatest 
poets， then its “very good" poets. 
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Tu Fu 

He attained al l  the styles o f  past and present and combined the unique， particular 
masteries of each other writer. 

Yüan Chen， ‘ 'Tomb Inscription for Tu Fu" 

Tu Fu ;5 the greatest Chinese poet. His greatness rests on the consensus 
of more than a millenium of readers and on the rare coincidence of Chinese 
and Western literary values. Within the Chinese poetic tradition Tu Fu 
is almost beyond judgme肘， because， like Shakespeare in our own tradition， 
his literary accomplishment has itseIf become a m句or component in the 
historical formation of literary values. The peculiar nature of Tu Fu's 
greatness lies beyond the limited scope of literary history. 

By the earIy ninth century Yüan Chen 元 務 had already discerned 
the essential characteristic of Tu Fu's genius， its sheer variety and many­
sidedness. Tu Fu assimilated aIl that preceded him and， in doing so， changed 
his sources irrevocably. The variety of Tu Fu's work became a quarry 
from which later poets drew isolated aspects and developed them in con­
tradictory directions. Indeed， one of the commonplaces of Tu Fu criticism 
was to list which famous later poet deveIoped his own style out of which 
aspect of Tu Fu's work. Each age found in Tu Fu's poetry what they were 
seeking : an unrivaIled mastery of stylistic invention， an authentic personal 
“history" of a period， the free exercise of the creative imagination， the 
voice of the moral man exposing social injustice. The impact of Tu Fu's 
poetic oeuvre was not fel t  until several decades after his death， but once 
his preenúnence was established， he became the towering figure of Chinese 
poetry whom no later poet could entireIy ignore. 

Because he played such a formative role in the future directions of 
poetry， i t  is probably inappropriate to say that he was “ahead of his time." 
Yet Tu Fu possessed a protean talent and personality in an age when poets 
had just developed the unified and unitary poetic personality against the 
powerful centrifugal inftuences of subgeneric traditions. Tu Fu was the 
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master stylist of regulated verse， the poet of social prote鈍， the confessional 
poet， the playful and casual wit， the panegyricist of the imperial order， the 
poet of everyday life， the poet of the visionary imagination. He was the 
poet who used colloquial and informal expressions with greater freedom 
than any of his contemporaries ;  he was the poet who experimented most 
boldly with densely artificial poetic diction ; he was the most learned poet 
in recondite allusion and a sense of the historicity of language. One function 
of literary history is to account for a poet's identity ; Tu Fu's poetry defies 
such reduction : the only aspect that can be emphasized without distorting 
his work as a whole is the very fact of its multiplicity. 

Multiplicity is manifest not only in the ful l  corpus of his poetry， but 
also in the individual poems， where rapid stylistic and thematic shifts join 
to represent a problcm or experience in several dimensions. Out of this 
“shifting style" grew new aesthetic values that eventually supplanted older 
concerns with unities of mood， scene， time， and experience. On a deeper， 
textual level， multiplicity appears in an ambiguity of syntax and referent， 
的 well as in an awesome ambivalence in point of view. 

In traditional comment on Tu Fu， particularIy by T'ang wri仗的， the 
language of cosmogony and Creation 造 化 plays an important role : these 
associations suggest not only an analogue to the generative forces of nature， 
they also point to a unifying poetic identity that transcends its particular 
manifestations. This same awareness of the multiplicity of Tu Fu's work 
may also in part account for the intense biographical interest in the tradi­
tional reading of Tu Fu : the poet that unified such variety could not be 
identified by  any simple， reductive type-a poet of reclusion， a ju-ku poet， 
or  a “doleful" poet. Rather， the unifying poet could only be the historical 
being， the man who wrote the poems. 

In its concern with conventions， norms， and their mutations through 
time， literary history is of only limited usefulness in understanding Tu Fu's 
poetry. In earIier T'ang poetry， questions of convention were essential 
because convention silently guided the creating hand. A poem was a more 
ot less individnated versÍÖfi of a shared body óf artistic: rnatefÍal. The gen­
erative power of convention was such that among minor poets a poem 
virtually “wrote itself." For major poets like Wang Wei， convention was 
the “language" thr 
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“every word had its source" : this i s  untrue not only o n  the surface level， 
but on the deeper level of Tu Fu's use of the past. Tu Fu's command of 
earIier literature far exceeded that of any poet before him， but he truly 
“used" the past， with aIl the i mplications of control and mastery that 
belong to the word used. Very rarely did past literature and convention 
guide his creations. One must look carefuIly in Tu Fu's poetry to find the 
familiar structures of T'ang poetry， and when they are found， one realizes 
how smaIl a role they play in the poem as a whole﹒ For example， the ascent 
of a mountain as the correlative imitation of the process of attaining en­
lightenment was a venerable theme that had generated hundreds of po臼ns.
Wang Wei created a beautiful and highly personal version of the theme in 
"Climbing Pien-chüeh Temple" (pp. 42-43 ) .  Nevertheless， the structural 
and thematic convention was the raw material that shaped the poem : like 
other poems of the kind， “enlightenment" was the true subject ofthe poem. 
The same convention can be seen in one ofTu Fu's earIiest poems， “Gazing 
op the Peak" ; not only is the conventional pattern hidden， its role is sub­
ordinate， and the true artistic and inteIlectual concerns of the poem lie 
elsewhere (pp. 1 的-88) . In reading Tu Fu it is essential to recognize how 
the poet made use of specifìc earIier texts and styl的， but that large and 
ever-changing body of poetic convention is not suflÌcient or even primary 
for the understanding of his poems. 

Given the quantity ofTu Fu's poetry (about fifi:een hundred poems) ， 
the value placed on it ，  and its close ties to historical occasion， it is natural 
that centuries of scholars have devoted great energy to tracing the details 
of Tu Fu's l ife and to precisely dating his poems. Many di仔icult questions 
have been resolved， and other， insoluble questions have been hotly debated. 
1 have no aspirations to add anything new to the historical problems here ; 
rather， 1 will often back away from many precise， but insecure conclusions 
achieved by perceptive inference and great erudition. 1 For literary history， 
biography is  only a framework， and it usuaIly does not require exact dating. 
In reading many individual poems， however， the precise historical back­
ground of occasÎon may be of much greater relevance. 

Many of Tu Fu's poems can be read without reference to their bio­
graphical or historical contexts， but an equaIly large body of poetry res­
ponds to the momentous event 
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in the diecti白， and， more important， in the way traditional readers have 
understood Tu Fu's poetry. The political and biographical context was an 
enriching dimension to many poems， and they were read as the utterances 
of a particular individual at a particular moment in history. 

Tu Fu came from an old and respectable family of Tu-ling in the 
capital region， and the family seems to have had links to the Lo-yang region 
as well. Tu Fu was the first T'ang poet whose c1an base was in the capital 
region， with the partial exception of Wang Ch'ang-Iing， who seems to 
have been from a branch ofthe T'ai-yüan Wangs who had based themselves 
in the capital. I t  is possible that Tu Fu's enduring concern for the empire 
was colored by his c1an ties to the capital region :  only there would the sense 
of empire have entirely overshadowed regional a任iliations. The great c1ans， 
which produced poets like Wang Wei， had strong ties to the ruling house， 
but less to the concept of empire itself. 

The greatest luminary of the Tu c1an during the T'ang had been Tu 
Fu's grandfather， Tu Shen-yen 拉 客言， a court poet of Empress Wu and 
Chung-tsung. As a c1an， however， the Tu' s  enjoyed neither great social 
p restige nor great power. Unlike many of the provincials who came to 
Ch'ang-an to seek their fortunes， Tu Fu had no lack of contacts with mem­
bers of  the great c1ans， but his relationship to them was highly subordinate. 

Tu Fu's birth in 7 1 2  coincided with the beginning of Hs位an-tsung's
long reign. Of his youth little i s  known : the poet was later to speak of 
himself as a youthful prodigy whose precocious talents were acclaimed by 
older men of letters. He doubtless hoped that this item of  biographical 
convention would be duly noted by his later b iographers (as indeed it was) . 
Tu Fu was no less concerned with his self-image than Li Po， but he usually 
addressed posterity more strongly than his contemporari的， and those future 
biographers were neccessary contributors to the posthumous fame for 
which he yearned. Like many other young poets and intellectuals， Tu Fu 
made ajourney through the Southeast in his late teens. Then， in 7 3 5  or 736， 
during the ministership of Chang Chiu-Iing， Tu retumed to Ch'ang-an 
and took the examination as a candidate from the capital prefecture. He 
failed. Again the poet set off on travels， this time through the Northeast， 
and finally he returned to Lo-yang， where he resided for several years. 

By his own account， Tu Fu wrote prolifically during his earIy years. 
A fe 
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turmoil of the An Lu-shan Rebellion and in the背e v叫ICISSI
lat臼er travels ，  but it i s  equally possible that Tu Fu excluded from his collection 
virtu�lIy

. 
all he wrote before the T'ien-pao as well as the greater part of his 

prerebellion poetry. 
The following poem， ， ‘Gazing on the Great Peak" 草 嶽， was written 

either on Tu Fu's first trip to the East in the late 730s or on a later journey 
in 744. Even this poem， one of the earIiest by traditional dating， has the 
indelible marks o fTu Fu's personal voice ; 

And what is T'ai Mountain Iike ? 
Over Ch'i and Lu a green unceasing. 
Here Creation concentrated unearthly glory， 
Dark north slope， the sunlit south 

divide dusk and dawn . 
Sweeping past breast growing layered cloud， 
Eye pupils split， moving in with homing birds . 
The time will come when 1 pass up to its very summit， 
And see in one encompassing vision 

how tiny all other mountains are. 
( 1 0498) 

岱 宗 夫如何
齊 魯 青 永 了
造化鐘才中 券
陰 陽 剖 昏4 月t

盪 'w 生 t 雲
決峰入締 鳥
會 當 夜絕 1買
一 覽 象 山 小

The stylistic brilliance 0 f this poem pales in translation. It i s an “old-style" 
poem that wears the half-mask of a lü-slúI1. Its quick stylistic shifts are 
characteristic of Tu . Fu's art ; it moves from discursive， prosaic diction in 
the opening couplet， through a grand and gnarled density of poetic diction 
in the middle couplets ， to the straightforward expectation of the c1osure， 
which echoes Confuci肘's ascent of T'ai Mountain when he “thought the 
whole world small" (λÆencíu5 VII A. 24) . 

扎10re accessible in translation are intellectual interests， equal to those 
of Wang Wei but very ditferent in kind. The almost religious reverence 
accorded the great mountains of China contributes to Tu Fu's massive， 
symbolic vision of the mountain in  a cosmic position between Yin and 
Yang， Dark and Light. (See line 4 ;  the “dark north slope" is Yin ; the sunlit 
south [slopeJ is Yang.) The mountain is a mystery to be “known，" (Iine 1 ) ，  
and i n the quest for that knowledge， the poet i s  acutely aware o f  the di位r­
ence between knowing the mountain by gazing “at" it and knowing it by 
gazmg “from" it .  The answer to the question "What i s  T'ai Mountain 
like ?" can be found only in the balance between these two kinds of knowl­
edge that are the points that define the ascent of the mountain-the jour­
ney's beginning with a gazing "at ，" the journey's c10se with a gazing 
“from." The mountain has no shape in Tu Fu's imaginary ascent ; beginning 
with a broad vision of the whole range that straddles the ancient states of 
Ch'i and Lu， Tu Fu sees only an endless green that modulates into an inter-
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face between Light and Dark. Gradually he ascends the mountain with his 
eyes， following the birds in flig恤， until fìnally he imagines the completion of 
the ascent when he attains the complementary large visionJrom the summit. 

What are the poetic traditions behind this， one of Tu Fu's earliest 
extant poems? There i s  nothing of Ts'en Shen's close i mitation of the first­
generation poets ; the poet neither submits to nor avoids the poetic tradition， 
but rather puts i t  to his service. The tripartite form survives as a purely 
formal framework， but thematically the poem breaks into two quatrains. 
The closing response i s  not a “ conclusion" from the experience but a 
balancing alternative﹒ Instead of a linear chronological progression， the 
poem moves from present vision to contemplation of the past， back to 
present， and fìnally to the future. 

The opening question is the essential problem of the yung-wu tradition， 
yet the poem is  like no YUt管-wu before. As the correlative to enlightenment， 
the ascent of the mountain in the imagination has antecedents in Sun Chγs 
Ju ' ‘Visiting Mount T'ien-t'肘 " 道 天 台 山 賦 and probably in  Li Po's visionary 
visits to Lu Mountain (08 303)  and T'ien-mu Mountain (08 3 3 2) .  But in 
their use， these traditions were not isolated patterns subject to any combina­
tion that pleased the poet : they carried certain concomitant elements一m
this case， Buddhist enlightenment or Taoist vision. But Tu Fu did use the 
theme of the mountain ascent as an isolated pattcrn subject to reinterpreta­
tion : instead of Buddhist or Taoist values， he echoes Confucius's ascent of 
Mount T'ai and the mountain's position in the cosmic order， standing 
between Yin and Yang. The poet's reinterpretation may seem mild enough 
-the substitution of one visionary experience for another-but it shows 
a freedom in handling traditional material that appeared very rarely in the 
works of his T' ang predecessors. 

In 744， near Lo-yang， Tu Fu met Kao Shih and Li Po ; Li was then 
journeying east after his loss of favor at court. Tu Fu traveled in the East 
with these two poets and visited the aging intellectual Li Yung， whom Tu 
Fu had known earlier in Ch'ang-an. Much has been writtenon the friendship 
of tí Pσ aüâ Tü Fü， aiiô -ãetîiie豆豆ng the contrasts between一 thê two poets 
has been one of the favorite occupations of Chinese critics， traditional and 
modern. Li PO and Tu Fu were indeed very di叮叮ent poets， fascinating in 
juxtaposition， but the contrast between them doe 
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ably beneath that of Li Po. However， Li PO was of special importance to 
Tu Fu : in Tu Fu's prerebeIIion poetry the voice ofLi PO can be heard more 
clearly than that of any other poet. As suggested earli位， their famous 
friendship was onesided ; their greatest common ground may have been 
a shared admiration for Li himseIf. Tu Fu addressed poems to Li PO through­
out his life，  and many have become famous more for the aura of the poets' 
mythical friendship than for any intrinsic merit. One of the best of  such 
poems is an early quatrain， “Given To Li Po" 贈 李 白， from 744 : 

Autumn comes一1 look on you， 
still tumbleweed blown by winds， 

Immortality's pill， not yet compounded一­
shamed by comparison to Ko Hung 

Get roaring drunk， sing wild songs， 
pass your days in vain， 

The wild gestures and all the frenzy 
to show your powers to whom?  

[ 109 1 4J 

秋 家相 顧 為 諷 蓮

永就丹砂愧 葛 洪

痛 飲 狂 歌 空 度 日

飛 榜 Z克Ii � 吉拉 雄

Ko Hung was the author o f the Pao-p ' u-tzu， a neo-Taoist misceIIany that 
included much aIchemical lore. 

An unmistakable meIancholy undermines the frenzied intensity 
described in the poem， a sense of failure and futility， of wasted energy in 
the dying world of autumn. Complications of tone and context change 
the values of typological conventions， in this case the popular “type" of 
the wild eccentric so  often assumed by Li  Po .  A simiJar ambivalence recurs 
in almost every personality type Tu Fu described， and it led him to com­
plicate the representation of human nature more deeply than any poet 
before him. 

Leaving Kao Shih and Li Po， Tu Fu returned to  the capital in 745 ，  
again determined to seek oflìce. In 747 a perfect opportunity seemed to 
present itself when the emperor decreed a special examination for prior 
examination failures. However， the minister Li Lin-fu had aII the candidates 
failed and assured His M建jesty that no person of talent had slipped through 
the net of earlier examinations. Tu Fu spent virtuaIly the entire decade 
between 745 until 7 5 5  trying to  make the connections necessary to  secure 
him a position in the government. In 7 5 1  the poet resorted t o  the expedient 
of presenting the emperor with three fu， and according to Tu himseIf， 
these found special favor with His M司jesty. As a result， Tu Fu was given 
a special examination， passed， and told to await a position at the Bureau of 
Selection. 

Qualifìcation for an appointment and actuaIIy recelvmg one were 
very di陡rent matters : even if an appointment were forthcoming， its 
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guality would depend greatly on a man's social and political connections. 
In Tu Fu's ca仗， ycars passed without assignment. Much has been made of 
thc animosity ofLi Lin-f u， first in trying to block Tu Fu's qualification and 
later in blocking his appointment to oflice. It  is unIikely that Li Lin-fu 
any special animosity for a person as insignifi cant as Tu Fu then was : 
morc likcly， opposition to Tu Fu was probably a matter of routine for 
anyone with the social connections Tu Fu did possess-links to real enemies 
of the minister， men Iike Li Yung. 

When Li Lin-fu died and Yang Kuo-chung became minister， Tu Fu 
still received no appointment. In 754 ， at the age of forty-three， the poet 
attempted to follow the example set by Ts'en Shen and Kao Shih， but his 
application to Ko-shu Han for a military post was ignored. Then came thc 
torrential rains and resultant famine oh54， and Tu Fu took his family north 
to Feng-hsien. On his return to the capital， Tu Fu's posting finally came 
through， the lowest county post appointed by the central government. 
Tu Fu seems to have refused this highly unattractive position and was given 
an alternative appointment in the shadow government ofthe crown prince. 
Late in 75 5  he set offtojoin h i s  family in Feng-hsien， and during hi s  absen白，
the imperial armies of the northeast rebelled under the leadership of An 
Lu-shan. 

Tu Fu's prerebellion poetry shows more c1early than his later work 
elcments common to other contemporary poetry. Heptasyllabic songs 
likc “Eight Drinking Immortals" 泊 中 八仙 ( 10520) grew out of the poetry 
of drunken eccentricity by Li PO and Li Ch'i. Some heptasyllabic songs 
Iike “Lovely Ladies" 麗 人 行 (10522) were topical transformations of the 
heptasyllabic song style popular in the early eighth century. Horse poems 
like “Grand Marshal Kao's Dapple" ( 10505)  were parallel to poems of 
Ts'en Shen， 的 were some poems of imaginative fantasy like the "Mei-p'i 
Lake Song" ( 1 0524) .  Two series of poems on visiting the mountain villa 
of a General Ho (1 0936-50) drew on the traditions of occasional capital 
poetry. Even the famous "Ballad of Army Wagons" 兵 車 行 ( 1 0504) had 
a pale， contemporary parallel in the “Answer for the Old Man ofPei-chou" 
代 北 測 是 翁 答 (09450) by Chang Wei 張謂. But these correspondences only 
scrve to iIIustrate how radically Tu Fu transformed whatever he touched : 
his shared interests with his contemporaries were only in the broadest 
stylistic， thematic， and modal categories. 

Tu Fu's relati 
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one's style On that of one's host or companion. But  Onc necd only compare 
the result ofTu Fu's “imitation" with any of Ts'en Shcn's songs to scc both 
the superiority and the deep originality of Tu Fu. 

A Mci-p'i Lake Song ;其 放 行
The brothers Ts'cn have a passion for wonders 本 參 兄 弟 皆 好 奇
And took me to visit Mci-p'i f.1r away. 揚 我 達 *- 逃 j是 股
The earth and sky were ashen and somber 天 地 建慘 忽 異 色

their color suddenly changed， 
Thousands of acres of mighty waves， 放 台毒 品 頃 椎琉為

a hoard o f  amethyst， 
And into amethyst vistas spread 琉且為 j曼 汗 泛舟入

our  boat set saiL 
The experience strange， elation crested， 事 緣與 極 憂 忍 無

then grim thoughts came 
Of behemoth rising and leviathan， 是 作 鯨吞 不 .fU"

swallower of ships一these are known no more， 
But， alas who will be by my side 惡 風 白 i良何 這及

in cruel winds and white water ? 
My host's brocaded sails 主 人 錦 帆 相 � 附

unfurled on my behalf， 
And the boatman 's joy is great 舟 子 喜 甚無 氣 埃
. that murky fog is gone， 

Ducks scatter in conf usion 是 聽 音t 喝L 梓 吉區發
的 the rowing song begins， 

While murmurings of far music come 絲 管 喝啾 空 翠 來
through the formless azure air. 

Depths unmeasured 沈 竿 繪 畫 深莫 測
by plumbline or p':lle， 

Leaves of water chestnut， blossoms of lotus 菱-i 椅 花 j乎 如 拭
drift a s  i f  freshly scrubbed. 

And now in the very midst of the waters， 究在 中 流 漸 增 清
clear as some arm of the s凹，

Sinking infinite beneath us， 下 歸 無 極 終 南 黑
the black form of South Mountain一

SOllth of midslope all the hill 半 跛 已 南 純 沒 山
lies here submerged， 

A shimmering rdlection stirred 動 影 梟 窕 2中 品生 間
in a plain of vast waters. 

Upon its darkness our skiff raps 拉拉 略思 旻 雲 際 寺
the cliff temple， Edge of CIOllds， 

Till the moon comes out on the face of the waters 水 面 月 出 藍 田 闖
through the pass at Indigo Fields， 

Which now is a coal-black dragon puffing 此 時 駿龍 亦 吐 珠
a pearl from its jaws ; 
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Then the God of Waters strikes his drum， 
the herds of dragons scurry， 

Singing and dancing the spirits come forth， 
the Han's Maidens， the Ladies of the Hsiang， 

Tassled poles golden， kingfisher banners， 
a radiance hovering in the half-real， 

Right here before me-yet 1 worry 
at the thunder and rain of the god's coming : 

Then empty spaces infinite and the god's intent， 
not understood. 

Y outh endures not， 
no escape from old age， 

Yet still there has ever been 
much sorrow， great joy too 

[ 1 05241 
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馮 夷擊 敘 霉 龍越

湘是巴，漢 女 出 歌舞

金 丈 翠 旗 光 有 且在

咫 尺但 慈 雷 雨 至

1吾 茫 不 可t 神 畫 意

少 壯 錢 ，幸 奈是 何

向 泉 哀 樂 何 其 多

As the moon emerged from the passes at Indigo Fields and became， in its 
reflection on the lake， a pear1 exhaled from the jaws of a black dragon， Tu 
Fu's vlS10nary imagination reduced Ts'en Shen's hyperbolic descriptions 
of desertscapes to blustering timidity. Tu Fu correctly saw that Ts'en Shen's 
essential trait was his “passion for wonders， " a desire to surpass others by 
novelty ;  here the surpasser was surpassed. 

Among the many elem凹的 that separate this poem from Ts'cn Sh凹's
work or the work of any of Tu Fu's contemporaries was the deliberate 
violation of modal unities， the "shifting style" that marked Tu Fu's poetry 
throughout his l ife. Moreover， it was perhaps this very quality that denied 
Tu Fu the ful l  admiration of his contemporaries and immediate successors. 
Thc demand for unity of mood was powerful in the eighth century :  Ts'en 
Shen may not have concerned himself with structural unities when he 
appended an occasional ending to a frontier song， but he was very careful 
to observe a unity of mood. One wonders what Tu Fu's contemporaries 
could have thought of a song like the on�_abov己，一 a son:ε that ur世�rgQ��as
many shi!h in lnood and style as it describes shifts in 沾reather. Beginning 
with a straightforward statement of the occasion， “A Mei-p'i Lake Song" 
soon turns to a terror of storm and imaginary monsters， followed by a 
cheerful boating song， then to a journey “up" the reflected mountain. As 
might be expected， the culmination of the ascent is a luminous vision of 
the gods in revel門， but Tu Fu undermines his epiphany with a timorously 
human storm-fear at the "thunder and rain" that accompanies the god's 
coming. The c10sing lines are consciously archaic， a commonplace from 
Han Wu-ti 's “Song of the Autumn Wind" 秋 風 歌， and their position sug­
gests the message of the “god's intent" that was not understood b y  the too 
mortal poet， apprehensive at the tempest of divine presence. All the while， 
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Tu Fu was crossing the boundaries of couplets in his topics， then breaking 
them off midcouplet. 

Tu Fu's protean exuberance may "have been too much for his con­
temporaries， but it was precisely this richness in thc transformations of 
experience that drew many later admirers. Weather， mood， and topic 
changed ; playfulness and awe rested comfortably side by side. The poetic 
tradition was not forgotten : the lake trip might be an ascent to heaven 
(cf. Chang Yüeh， 0482 1 ) ; a poem might close with an archaic truth， as i n  
some of Wang Wei's poems ; the bright vision of the gods traditionally 
could not be spoken of; but never had a poet missed the "god's intent" 
out of worry over the perturbations of the weather. 

As Tu Fu willfully ignored modal unities， so he felt unhindered by 
the usual decorum of topic that obtained in poetry. No reader who reads 
Tu Fu's work in the context of the poetry that preceded him can fai l  to 
notice that Tu Fu wrote about things that other poets simply did not men­
tion. If later poets learned from Tu a naturalism in treating the details of 
everyday l ife， they rarely showed themselves capable of Tu Fu's freedom 
in attitude and point of view. This freedom gave Tu Fu's poetry a sense of 
tolerant humanity apparent even to modern western readers. This freedom 
might occur on the simplest level， as the ability to say the thing most natural 
to the occasion : visiting his nephew Chi， Tu Fu tells him not to put himself 
out on account ofhis uncle ( 1 0 5  J 7) : 

1 have come on behalf of the c1an 
and not for a plateful of food. 

所 容為 宗 族
亦 不 � 盤 F食

On a grander level， the freedom can appear in a flicker 0 f humor in 
a grave situation， a humor that in no way detracts from the gravity. The 
following is the second poem of a series on the flood rains of 754 秋 雨 歎 三 首
(10508- 1 0) : 

Wind of ruin， lurking rain， 
autumn flurrying turmoil， 

Seas a訂d wasteIands cïrdìiig the earth 
share a single cover of c1oud. 

Horses going， oxen coming一
can no more tell them apart 

The muddy Ching and c1ear W白，
when again can we distinguish them ? 

Fungus grows on the heads of rice， 
the wheat turns black. 

From farmers and from field workers， 
no news yet， 

While here in the city a measure of rice 
can be had for your bedroll一

閥 風 f走 南 秋 紛 紛

四 海 八 荒 同 一 套

去 .鳥 � 牛 不 復 辨

濁 i至 清 清 何 當 分

禾豆再 生 耳 .t 發 黑

農 夫 回 父且在 消 息

城 中 � 未 換 是t 桐
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“Donc ! "  and never a question asked 
if thcir values are the same . 

[ I 0509J 

Tu Fu 

柏 :許 家 論 兩 相 1直

The cIosing vignette on market value previously had been the stuff of 
chronicIes and anecdotal collections rather than poetry. The cIosest poetic 
parallel was from the third-century “UncIassified Poem" 給 詩 by Chang 
Hsieh 張協:

Foot of firewood worth more than a yard 0 f cassia， 
Brown grain more valuable than garnets or jade. 

尺 墟 重 等 桂
重工程青王島 �

But Chang Hsieh's couplet， with its hyperbole and ornamental variation 
for paral划， represents Chin poetics. It belongs to a di任erent world from 
Tu Fu's market scene， with the language of a bargain struck and struck 
willingly .  More important is the slight touch of whimsy in Tu Fu's scene， 
a bemused distance from the purchaser-perhaps himself-who so eagerly 
exchanges his expensive bedding for a "mere" measure of rice. The whimsy 
in no way undermines the real gravity of the situation， and it points to a 
real order of values in the priority of rice， as opposed to the false values of  
the marketplace in ordinary times. Tu Fu was one of the fìrst Chinese poets 
to discover the energy of tragicomedy， and in the cOlÚunction of its anti­
thctical im puls郎， there appears yet another aspect of the multiplicity that 
informs Tu Fu's work. In Tu Fu the incIination is ever to complicate， to 
draw in opposing dimensions， and to “complete" knowledge of a thing or 
an expenence. 

Equally apparent in the poem above is the “shifting style" : the poem 
begins in grand poetic diction with a cosmic vision of all the world under 
onc vast cIoud， then proceeds to the ethical and philosophical assocÎations 
(line 3 ，  from the Chuan�-tzu ; line 4， convention) in the second couplet. The 
third couplet draws from a farming proverb and leads to the urban vignette 
of the last couplet. 恥10reover， the opening belies the idea that “every 
phrase has its source" : not only are there no known antecedents for the 
phrases “wind of ruin" ( ?) 閱 風 and “ lurking rain" ( ?) 伏 雨 ， no commen­
tator is completely certain what the phr泌的 mean. The phrases are sbnorous 
and ominous， a confusion with menacing， destructive overtones ; the con­
fusion and uncertainty with which they begin the poem continues through­
out the poem in the inability to tell things apart， the lack of news， and the 
fìnal confusion in values. 

Nowhere did Tu Fu's multiplicity appear more strongly than in the 
long narratives of personal experience that the poet wrote throughout 
his life. The first m句or example came from 75 5 ，  just before the outbreak 
of the rebellion ; this was “Going from the Capital to Feng-hsien， Singing 
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my Feelings" 白 京 赴 奉 兔 絲 詠懷 五 百 字 (105 34) . A few years later this was 
followed by the more famous and fully developed examples of the form， 
the “Song of P'eng-ya" 彭 街行 ( 105 57) and the "Journey North" 31; 征
( 1 05 58 ) . “Going from the Capital" is too long to quote in its entirety， but 
some extracts can provide an idea of the variety of the poem. The poem 
begins with the curious mixture of self-mockery and assertive pride that 
was to become characteristic ofTu Fu's self-image. 

In commoner's robes a man of Tu-ling， 
As he ages， his ideas fall deeper 

into naïvete and foolishness， 
And the goals to which he vows himself 

simpleminded-
In the secret heart comparing himself 

to Hou Chi， Chou's ancestor， 
to Chieh， the Shang's founder. 

But he may be deceived and instead become 
a useless vacancy， 

Hair now white and willing 
to meet long sulfering : 

When the co的n lid c1oses， the matter is done. 
And yet my goals still and forever 

long for fulfillment. 

杜 ft 有 布 衣
是 大 ;t 轉 .}./:

i午 身 一 何 悉

竊 比4是典與

居 然 成1宜 昌在

台 首 甘 與 悶

蓋 棺事 則 已
此 志 常 規 學

Discursive self-analysis did have its antecedents in Chinese poetry， 
but the complexity of Tu Fu's statement一its combination of mockery， 
grandeur， and bitterness-reflect an ambivalence and depth that no earlier 
poet could match. The first thirty-two lines of the pocm arc an cxtended 
monologue in which the poet argues with himself and defends his continu­
ing search for offìce despite repeated failures. Then， in line 3 3 ，  the poet shifts 
abruptly to the narrative of the journey that is the su句ect of the poem. 

It was year's end ; all plants shriveled and fell， 
The rushing wind split the high hills， 

35 The avenues of the capital were dark canyons 
As the traveler set out at midnight 
His sti白白led belt cracked in the harsh fro哎，
And fingers， stiff and straight， could not tie back the ends. 
Then， by dawn's breaking， 1 passed the Li Mountain Villa， 

40 A royal bed set on towering heights 
Where battle flags blocked a cold and empty sky， 
Where slopes and valleys were worn smooth 

by the tramp of armies. 
There from the hot springs， vapors curled upward 
past the c1ack and c1atter of the Household Guard. 

我 暮百 3學 家
疾 風 高 肉 裂
天 街 陰崢 嶸
客 手 中 夜 發
霜 嚴 衣 帶 斷
措 直 不 得給
美 晨 過 早晨 山
御綺在崢噪
安 尤 鑫 寒 空
就 跨 產 主生 滑

且各 池氣 鬱 律
羽 林才回 摩 晃
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Tu Fu's journey through the chill darkness of early morning is ominous 
and mysterious. The palace he passes in the early morning is not the court 
poet's compound of groves， pools， halls， and terraces ; rather， it is a garrison­
like fortifìcation in which the Household Guard seems more functional 
than decorative， as they were in most poetry. Tu Fu continues in speculation 
on the world behind the ranks of patrolling guards， a world of feasts and 
gifts given to the great. Such feasts would be familiar to the T'ang reader， 
but Tu Fu balances them with a description of the poverty and suffering 
of the common people， who provided the feasts and gifts. 

Next Tu Fu turns to a condemnation of the emperor's relatives by 
marnage : 

67 Around Vermilion Gat白， the reek of meat and wine 
Over streets where lie the bones of the frozen dead 

朱門 滴 肉 臭
S各有 凍死 骨

Quickly the poet shifts back to a narrative ofhis journey， vividly describing 
the dcsparate crossing of a creaking bridge over a river in ftood， the travelers 
all joining hands to draw one another across. Finally， Tu Fu reaches Feng­
hsien， where his family is staying. 

85 1 came through the ga仗， 1 heard a crying out， 
my youngest child had died of starvation 

And this thought obscsscs mc-as a tathcr， 
90 Lack of food resulted in infant death ; 

1 could not have known that even after harvest 
Through our poverty there would be such distress. 
AII my Iife J've been cxcmpt from taxes， 
and my name is not registered for conscription. 

的 Brooding on what 1 have lived through， if even 1 
know such suffering， 

thc common man must surely be rattled by the winds ; 
thcn thoughts silcntly turn to those who have lost 

alUivdihood 
and to troops in far garrisons. 
Sorrow's sourcc is as huge as South Mountain， 
a formless， whirling chaos that the hand cannot grasp. 

[ 1 0534 J 

入 門 間 就 可血
幼 子 飢 已死

所 懷 � 人 父
無 食致 夭 折
豈 知 秋禾 登
會 套 有 倉卒
生 常 見#且稅
名 不 誰是正f是
撫 i是 猶 高度 辛

乎 人 固 騷屑
煞 忍 失 素 徒

因 是吉 達 戌 卒
憂 罵起 齊 終 南
買賣 源 不 可 放

Such cxperiences played little role i n  poetry bef ore T u  Fu ; where 
they occurred (as in the “Lament for a Wife" subgenre 悼亡， or in Lu Chao­
Iin' 5 Iyrics on his dise的e) ， they were usually stylized beyond recognition. 
But Tu Fu was not merely being confessional : he wove together private 
cxperience and public experience ; private values and public values ; per­
su的ive argument， narrati間， symbolic description， and Iyric meditatiön. 

:請



Against the centrifugal impulses of such multiplicity， Tu Fu bound the 
poem together with new principles of unity : analogical echoes (the emper­
or's provision for the state and a father's provision for a child)， subtle re­
sumptions of themes (the poet's longing to b亡， like Hou Chi and Chieh， 
the founder of a great line， and later， the death ofhis child)， and the tradition 
ofhermetic topical symbolism (an excess of the Yin principle in government 
echoed in images of darkness and the ftood scene) . There is no sense of 
artifi ce in these orderings ; rather， Tu Fu seems to have possessed an uncon­
scious sense of the inner pattem of events， and this swallowed up conventions 
of earIier poetic structure﹒ 

The rebellion of the northeastern armies under An Lu-shan was the 
central event of the mid-eighth century. The High T'ang poets could 
hardly have been blind to its magnitu世， and the fact that the momentous 
events of the 750S were so rarely treated in poetry was more a function of 
the general concept of the nature of poetry than an indication of aloof 
inçlifference. To Ts'en Shen a Central Asian snowstorm was an appropriate 
topic for a poem ; the ßattle of the Talas River was not. The wars were 
given passing mention in parting poems， in personal narratives， and in 
poems on visiting the sites of battl e ;  only rare!y did poets write about the 
rebellion itself. That the An Lu-shan Rebellion is now considered one of 
the great topics ofT'ang poetry is due almost entirely to Tu Fu， to his poems 
on its battles and his personal experiences ofit .  

Late in 75 5 the Army o f the Northeast descended upon Lo-yang， and 
while An Lu-shan set himself up as emperor in Lo-yang， the rebel troops 
smashed the imperial armies to the west and took Ch'ang-an. Hsüan-tsung 
fted the capital in precipitous haste， and during his ftight the imperial guard 
demanded and received perm1SSlOn to execute the minister Yang Kuo­
chung and the emperor's favorite Yang Kuei-fei. In the summer of 756 ， 
Hsüan-tsung abdicated in favor of the crown prince， soon Su-tsung， who 
was organizing the defense at a temporary capital in Feng-hsiang， west 
of Ch'ang-an. 

Tu Ei- seems to have -been north in Feng-hsien when the rebellion 
broke out ; he quickly moved his family even farther north to a place called 
Ch'iang Village. A few years later he wrote a narrative of this journcy， 
the "Song ofP 'eng-ya. "  

I remember when first we fted the rebellion， 
Hurrying north， we passed through hardship and danger. 
The night was deep on 
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憶 苦 追賊 初
31:. 走 經 驗 艱
夜 深 彭 街道
月 照 白 水 山
畫 室 久徒步
逢人 多 厚 顏
參 差 谷 鳥 吟
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We saw no travelers going the other way. 
My baby girl gnawed at me in her hung白，
And I feared wild beasts would hear her cries : 
I held her to my che哎， covered her mouth， 
But she twisted and turned crying louder in rage. 
此1Y little son did his best to take care of things， 
With purpose went off and got sour plums to eat. 
It had thundered and rained half the past week， 
We clung together， pulling through mud and mire， 
And having made no provision against the rain， 
The paths were slippery， our clothes were cold. 
At times we went through great agony 
Making only a few miles in an entire day. 
Fruits of the wilds served as our provisions， 
Low-hanging branches became our roof. 
Then early in mornings we went through the runoff， 
To spend the evening at homestead smoke on horizon 
We stayed a while in T'ung-chia S�amp 
And were about to go out Lu-tzu Pass， 
When an old friend of mine， Sun Tsai by name­
His great goodness reached the tiers of cloud一
Welcomed us as night's blackness was falling， 
Hung out lanterns， opened his many gates， 
With warm water had us wash our fe仗，
Cut paper flags to summon our souls， 
Then afterward brought in his wife and children， 
Whose ey的， seeing us， streamed with tears. 
As if unconscious， my brood was sleeping ; 
He woke them kindly and gave them plates of food. 
And I make this vow to you， 
That forever I will be your brother， your kin. 
Then he emptied the hall where we s肘，
I rested peacefully-he offered what gave me joy. 
Who eise would be willing in times of such trouble 
To show his good heart so openly ?  
Since we have parted， a year has run its course， 
And still the barbarian weaves his calamities. 
When shall l ever have the wings 
To fly off and alight before your eyes ? 

[ 10 5 571 
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不 見 道子 j{
痴女飢?更4t
啥 畏 虎 狼 開
懷 中 持其 口
反 倒 霉 愈嗔
小 兒 議 解 事
故 索 苦 李 餐
一 句 半 雷 荷
花 草草相 牽 攀
Rt$.真禦為借
徑 滑衣又寒
有 時 經 契 間
竟 日 重克 里 開
野果克 錶 糧
牟 技成屋 祿
平 行 石 上 水
* 宿 天 邊 煙
少 留 同 家 建
欲 出 蘆 子 闕
故人有 發 司E
高 義 主$ 曾 雲
延 客 已 噫 黑
張燈放重 門
車走?吾 濯4足 足
剪紙恕 我 魂
從此 出 -t 孝
相 祝 i弟 開 于
眾 雛 爛 漫唾
喚 起 重 盤 F食
誓 將 與 夫 子
永結� 弟 昆
遂 空 所 坐 堂
安 居 奉 4t 歡
誰有 艱難 際
且已達掌 心 肝
刮 來 � 月 周
胡 為仍 構 思
何 當 有 翅 翎
飛 去 墮 爾 前

The great differences between this poem and "Going from the Capital" 
caution against generalizations about Tu Fu's treatment of any given theme : 
instead of the “shifting style， " the "Song ofP'eng-ya" is a simple， moving 
narrative poem treating an experience more naturalistically than any poet 
bef ore Tu Fu. Tu Fu called the poem a "song" (or "ballad，" hsing 11)， but 
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it was not recognizable as such according to any eighth-century concept of  
a “song." It was ， in fact， an  occasional poem of a specific type : a personal 
narrative presented to someo肘， a verse letter. The yüel吶 overtones of 
the generic title allowed the naturalistic detail and gave the experience a 
universal dimension. 

A fter removing his family to safe句， Tu Fu retumed south and was 
captured by rebel forces. He appeared next in rebel-held Ch'ang-an， lament­
ing the repeated defeats of the imperial armies and the desolation of the 
great city. In the spring of 757，  Tu Fu escaped through the rebel lines and 
made his way to the temporary capital at Feng-hsiang. There he received 
the respectable post of Reminder. After some serious trouble for his support 
of the ine阱， but well-meaning minister Fang-Kuan， Tu Fu requested 
permission to go and visit his family.  It was on this joumey to Ch'iang 
Village that the poet wrote his most famous long narrative， “'Joumey 
North." 

A few months after Tu Fu's arrival in Ch'iang Village， Ch'ang-an 
was retaken and， following that， Lo-yang ; factions of the rebel army still 
held the East and Northeast. Su-tsung and the retired Hsüan-tsung retumed 
to Ch'ang-凹， 的 did Tu Fu， resuming his post as Reminder. In 758 ，  in the 
great purge of Fang Kuan's adherents and other new appointees during 
the rebellion， Tu Fu was demoted to a low provincial post in Hua-chou， 
between Ch'ang-an and Lo-yang. Like Ts'en Shen in nearby Kuo-chou， 
Tu Fu was deeply dissatisfied with his demotion : in 759， at the age offorty­
eight， Tu Fu resigned his post and set off for Ch'in-chou， far in the North­
west. Out of Tu Fu's fìfteen hundred poem， approximately fìve of evcry 
six poems were written after the poet's departure for Ch'in-chou， during 
the last eleven years ofhis l ife .  

The poems written by Tu Fu during the rebelIion include many of 
his most famous works， but for the most part they constitute no real change 
from Tu Fu's earIier poetry. The emotions described are oHen more in­
tense， and the style is more controlIed， but in their immense variety most 
belong to types of poems Tu Fu had been working with before the rebel­
lion. Thus， the famous "Lament by the Riverside" 哀 江 頭 ( 105 40) grew in 
part from the heptasyllabic song style of “Fair Ladies" ( 1 0  522) ; the six 
ballads of  social protest， grouped as the ‘ 'Threc Clerks" 三 丈 ( 1 0578-80)
and the ‘Three Partings" 三 列 ( 105 8 1 -83) grew out of the "Song of the 
Army Wagons" ( 10504) .  But from this period also came some 0 
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was in Tu Fu's regulated verse﹒ Wives and family had occupied little place 
in poetry apart from passing mention in a few topics and subgenres (for 
instance， in reclusive poems in the T'ao Ch'ien mode) : they certainly did 
not belong in regulated verse. Not only did Tu Fu write extensively of 
his family in “old-style" poems like “Song of P 'eng-柄，" he could also 
write lovingly of his wife in regulated verse， as  in the following famous 
poem from his captivity in Ch'ang-an. 

Moonlit Night 

The moon tonight in Fu-chou 
She watches alone from her chamber， 
While faraway 1 think lovi月ly on daughters and sons， 
Who do not yet know how to remember Ch 'ang-an. 
ln scented fog ，  her cloudlike hairdo moist， 
ln its clear beams， her jade-white arms are cold. 
When shall we lean in the empty window， 
恥100nlit together， its light drying traces of  tears. 

[.109741 

月 夜

今 夜歸 州 月
閩 中 只 獨 看
遙 憐 小 兒女
永 解 tt 長 安
香 霧 雲 髮 溝
i青 海 .Ã 臂 寒
何 時 倚 虛 幌
雙 K<l. 淚 痕 乾

Remarkabìe here are not only the supremely human sentiments， but also 
the transformation of some of the oldest and most artifi cial poetic tropes. 
Tu Fu's wife is  formed out of the conventional attributes of “fair ladies " :  
she i s  reduced to jade-white ftesh and a coi航lre surrounded b y scent and 
moisture. These are the attributes of courtesans， court ladies， and the 
stylized personae of yüell-:f白， but never one's own wife. There is the ve間，
able trope of the moonlight shared by parted friends or lovers， united by 
the same moon and identical gazing ; there is the refte泊ve longing where 
the poct thinks on someone far away and imagines that they in turn must 
be longing for him， as in Wang Wei's famous quatrain to his brothers 
(06 1 3 7) .  And the poem closes with a piece of wit as clever as anything from 
the age of court poetry-a moonlight that can dry tears because it is shared 
side b}' sidι üut of thi.utylized leg.ac于 Tü F� wrought a po個� that has
been read for centuries as a movingly natural testimony of conjugal love. 

As in his earlier poetry， Tu Fu wrote more naturalistically on topics 
hitherto unmentionable. Poets might legitimately complain of the con­
straints of office and might long to escape to a freer life， but such poems 
never admitted a hint of what their authors were compelled to do that was 
so burdensome. To speak of sitting at one's desk piled with oppressive 
paperwork had no place in the poetic strife between service and the private 
life. But Tu Fu spoke ofit vividly in a playful topic from Southern Dynasties 
poetry， “Su位èring from the Heat" (also treated by Wang Wei， 05849) .  

Su自èring the Early Autumn Heat， 平 秋苦 熱 維 素 相 仍
My Desk Keeps on Being Piled High 
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七 月 六 日 苦 夫 蔡

每 愁 夜 中 皆 是 蠍

品� �青私: 祭 短 學

花 乃 秋it 轉 多 越

安 得 赤 腳 踏 層 冰

來 帶 ft- 狂 欲 大 叫

對 食暫 ìft還不 能

� -t 何 急 象相 仍

Tu Fu 

The seventh month， the sixth day， 
1 suffèr the sultry heat. 

1 face my food， eat a b祉，
then 1 can take no more， 

And constantly worried when night comes 
of scorpions everywhere ; 

Worse now after autumn's begun一
more and more flies. 

My tight belt drives me mad， 
1 want to scream out loud. 

More papers， every one "urgent，" 
keep coming in succession. 

Just gaze to the south to the green pines 
that frame a little vale一

Oh， to tread with my feet bare 
the thick， thick ice down there ! 

[ I I0271 

言之吵可

Wang Wei must have felt much the same way in his own “Suffering from 

the Heat，" but Wang， sensitive to  the rules of poetic decorum， treated the 

theme with gentle hyperbole and kept the excessive heat from touching 

too closely the drudgery of everyday l ife .  
More important for Tu Fu's future development was a deepening 

sense in his poetry of an inner symbolic order in the world. Most T'ang 

poetry was nonfictional :  the poet observed the physical world and found 

implicit in  i t  a meaningful structure. In the works of most poets the order 

of the world was relatively simple and intelIigible (such as， a mountain 

structured to lead one “upward" to transcendence) ; moreover， alI parts 

of a scene need not be significant-the reader could alIow elements in a 

poem to be present simply because they were present in the scene (though 

. they might contribute to mood) . In Tu Fu's poetry the possibilities of 

meaning and order can become complex to the point of contradiction， and 

血e'l echo�hrough every worclin a poem. 

Facing the Snow 

Weeping over battle， many new ghosts， 
In sorrow reciting poems， an old man all alone 
A tumult of c10uds sinks downward in suns凹，
Hard-pressed， the snow dances in whirlwinds. 
Ladle cast down， no green lees in the cup， 
The brazier lingers on， fi re seems crimson. 
From several provinces now news has ceased 
1 sit here in sorrow tracing words in . air. 

[ 1 0973 1  

The political conditions described here have led the traditional commenta-

對 雪

戰 哭 多 新 鬼
愁 吟猜 是 為
南L雪?; 1� 薄 暮
急 雪 4-逆風
瓢素樽無緣
爐 存 火f• ..( 童工
數 州 消 息 斷
愁 坐 正 當 空
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tors to date this poem to Tu Fu's period behind rebel lines in Ch'ang-an， 
afi:er the defeats ofthe imperial armies a t  Ch'ing-fan and Ch'en-t'ao 

In the symbolic cycle ofthe seasons， winter was the nadir that followed 
the destruction of autumn ; it was the season of Yin and Darkness， but i t  
was also the season that promised rebirth. The correspondences between 
the political wor1d， the cosmic cycles manifest in the seasons， and the scene 
before his eyes all come together in Tu Fu's vision of the snow scene﹒ 

The title， “Facing the Snow，" involves a primary opposition between 
the poet and the winter wor1d outside﹒ Indeed， Tu Fu's treatment of the 
topic has strong echoes of the formal amplifi cation of seventh-century 
poetic rhetoric. The first couplet repeats the primary opposition in nominal 
terms : out there， on the battlefields beyond the horizon， many "new" 
ghosts， the young dead slain unnaturally before their time ; within is the 
solitary “survivor，" the old man for whom death would be appropriate. 
Thc city disappears in the poem : there i s  only the poet who “faces" and 
the snow wor1d that i s “faced，" the wor1d of death and winter. This i s  one 
of the ear1iest examples of a characteristic scene in Tu Fu's poetry， the self 
alone in an uninhabited or haunted wor1d. 

In the second couplet the wor1d faced grows closer， first in clouds 
on the horizon， then in the snow whirling before the window. These are 
nature's correlatives of disorder and rebellion : /uan 自IL clouds， “clouds of 
rebellion，" a “tumult of clouds" ; chi 急 snow， the “snow of war's alarums 
(clzí) ， " “hard-pressed snow." Double meanings mark the secret correspon­
dences between the human world and the uninhabited scene. The poet 
faces a world of disord位， white in  the growing darkness of night， and the 
predominance of black and white， darkness and light， echo (as elsewhere 
in Tu Fu's poetry) the interplay of cosmic forces. 

As the second couplet treats “what is faced，" the third couplet treats 
the balancing "one who faces"-the poet and the world inside. Each coup­
let treats one term of the primary opposition， amplifying one line of the 
first couplet. The antithesis of the winter world is warmth， light， and 
color-the wine that is gone and the fire that is dying， growing redder as 
it burns down to the embers. 

The poem has been focusing inward， from beyond the horizon ever 
closer and into the room， to the spot of warmth and color that i s  the brazier. 
The “response" of closure demands a c 

202 
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example of the "classic" Tu Fu lii-sllz'h in which the poet confronts a world 
of hermetic correspondences. Here the hermetic world can be deciphered ; 
in his later poetry the world can be a configuration of fragmcn 的， insistently 
symbolic， but never falling into such an easily intelligible patttern. 

Giving up his post in Hua-chou， Tu Fu traveled northeast to Ch'in­
chou in 759 ; he stayed there less than two months. No longer seeking a 
career in the central governme肘， Tu Fu seems to have begun to devote 
himself almost entirely to poetry， though he never entirely abandoned his 
public values， as did most poets who withdrew to private l ife. Ouring the 
last eleven years ofTu Fu's l ife， political events and the "outer biography" 
receded in importance， and the “inner biography" of the poet became 
dominant. Great changes occurred in the poetry of Tu Fu's last eleven 
years， but the outer biography may be summarized briefly. 

In 760， after traveling in the Ch'in-chou region， Tu Fu crossed the 
mountains to the southwest and came to Ch'eng-tu， the grcatest city of 
the West， where several of his friends had alread y been posted. Soon after 
Tu Fu's arrival， Yen Wu， a friend and son of a friend， became military 
gοvernor. Tu Fu built himself the famous “thatched hut" 草 堂 on the 
outskirts of the city and spent some of the happiest years of his life there. 
In 762， while Yen Wu was away in the capital， the Ch'eng-tu garrison 
revolted， and Tu Fu slipped away from the city， probably to avoid being 
implicated. The rebellion was crushed， Yen Wu resumed his post， and 
Tu Fu was appointed a military advisor， an appointment that was more 
likely an act of patronage than an hornage to Tu Fu's rniIitary genius. In 
765 Yen Wu died， and in the same year Tu Fu began a journey down the 
Yangtze， lodging in various cities along the way. The longest of these 
stops was in K 'uei-chou， White Ernperor City， where Tu Fu spent the 
years from 766 to 768 :  there the poet wrote almost a quarter of his extant 
poems， including many of his most famous works. From K' l1ei-chou the 
poet went on downstream to Chiang-ling， then to Tung-t'ing and the 
lakes region， where he died in 770. 

When most poets vowed to give up public service and lead the simple 
life of the “recluse，" they possessed su仔icient properties and estates to 
permit graceful enjoyment of their reclusion. Tu Fu clearly had no such 
means. The decision to abandon a political career and his office in Hua-chou 
and to set off for the uncertainties 

Tu Fu 

品
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Ch'in-chou" 泰 州 雜 詩 ( 1 1 03 6-55) . Close contact with the capital poets 
during his former period of service in the capital can be heard faintly in 
some of these ; for example， the tenth poem of the series resembles the late 
work of Wang Wei transferred to a frontier setting. 

Vapor of clouds touches the K'un-lun Range， 
Then rain from the passes， streaming densely. 
A nomad boy watches the River Wei， 
The royal envoy heads to the Yellow Riv凹's head. 
Smokey fires : the t凹的 of an army camp， 
Cattle and sheep : a village on the ridge. 
Where ( dwell the autumn grass is still， 
Just now as ( close my wicker gate. 

[ I Io4S) 

雲 車u長 崑*
咚 咚 塞 尚 繁
兌 章 看 清 水
使 家 向 河 源
煙 火 軍 中 幕
牛 羊 街 土 村
所 居 秋 竿 靜
正 開 .J 、 蓮 門

Of all Chinese poets， Tu Fu was perhaps the least willing to let nature 
be herself: little seems random or accidental ; rarely i s  something note­
worthy simple because it exists， as is true in some of the best poetry of 
Meng Hao-jan. The physical world is replete with meaning， sometimes 
in obvious correspondences and sometimes teasingly hidden. But even 
this observation i s  subject to exception according to the larger truth of 
multiplicity in Tu Fu's poetry. In some of the Ch'in-chou poems， particu:­
larIy in the “Unclassifìed Poems of Ch'in-chou，" the symbolic worId is 
absent， and in its place can be found a gray version of the modal poetics of 
Tu Fu's contemporaries :  the objects of the worId are not hieroglyphs of a 
hidden order but indices of a complex statc of mind. The following is the 
seventeenth poem of the series : 

On the frontiers fall shadows swiftly tum evening， 
No more can we make out the light of dawn， 
Rain from eaves streams down curtains in disorder 
Clouds from mountains cross low over my wall. 
A cormorant peers into a shallow well， 
Emhworms dimhfarinto the-hatl 
Drearily horses and carriages pass by， 
And before my gate all the plants grow tall 

[ I I OS2) 

進 秋 陰 易 夕
不 復辨 晨 光
月書為兩L 淋 慢
山 雪低1是為
鸝 鴿 窺 i是并
主正 男T主 深 受
車 馬 何 蕭 索
門 前 百 平 長

With i ts  lengthening nights and dark autumn skies， Ch'in-chou becomes 
the modal emblem of the North-of darkness， wetness， and isolation. 

“View of the Wilds" 野 草 is traditionally ascribed to the Ch'in-chou 
period : the grounds for dating it then are weak when based on internal 
evidence， but credible to centuries of critics who had a sharp sense of the 
changes in Tu Fu's style. It i s  one of the more overwhelmingly stark of 
Tu Fu's poems， combining the modal interests of  the Ch'in-chou months 
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with the symbolic mode in the interplay of the cosmic forces of light and 
dark， 的 darkness gradually overwhelms the barren immensity of autumn. 

Clear autumn-cannot gaze to its limits， 
And in the distance layers of shadow rise. 
Far waters pure and level with the skies， 
Deep away， a lone fortress shrouded in fog.  
Leaves few now-the wind brings more down， 
Mountains remote as the sun begins to sink. 
How late the solitary crane returns-
The crows of dusk have already filled the woods. 

[ I I089J 

清 秋 掌 不 極
i是i是�)層 陰
進 水 笨 夭 j乎
$.城 自在 霧 j家
-t. 林 風 更 且在
山 過 日 初 況
獨 鵝 錚 何 吭
� i島 己 滿 林

Yin-Yang symbolism played a n  important role i n  T u  Fu's poetry， and the 
terms of cosmology were the most readily available vocabulary in which 
to speak of universals. The poet who was so often drawn to contradictions 
would not miss the paradox in the traditional attributes of autumn : its 
famous clarity that permits the distant vision of the first line， and the as­
cendancy of darkness and the forces of Yin that closes the poem. Shadow 
sweeps in over autumn's vistas， opened in part by the interstices between 
the tree branches stripped of their leaves. But as the darkness encroaches， 
the fallen leaves are replaced by new specks of darkness， by the black of 
the ill-omened crows that have come to roost in the blackness of night. In 
the midst of the darkness is the solitary crane， nature's correlative of the 
poet， alone and unable to find a resting place. 

One ofTu Fu's most characteristic responses to escape from the world 
of darkness and dissolution was the optative. It  appeared early in his poetry 
as young Tu Fu faced the unclimbed T'ai Mountain ; it recurred often in 
his later poetry， 的 when in Ch'eng-tu the poet made his imprecation for 

. a great mansion to house all the poor scholars of the world， after his own 
roof had been blown away by the autumn wind. What is limited by the 
forms of the physical wor1d fi nds release in the optative. 

Thousand League Pool 

The blue creek fuses dark mystery within， 
A holy creature， sometimes appearing， sometimcs conccalcd­
A dragon resting in massed waters coiled， 
His lair sunken under a thousand Icagues. 
Pace each step with care， pass over cliff rim， 
Bent for balance go down into mist and haze， 
Look out over a stretch of mighty waves， 
Then stand back on a greatness of gray ston巳
The mountain is steep， the one path here now ends 
Where shcer banks form two facing walls : 

為 大 潭

青 湊合 冥 寞
才中 特 有 顯 晦
龍 依 積 水 槽
窟 層� �尾 大 內
鴻步 夜 垠 垮
側 身 下 煙 II
前 臨 洪 濤 寬
主r 立 蒼石 大
山 危 一 徑 盒
岸 直色 兩 壁 對
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Thus were they hewn， rooted in nothingness， 
Their inverted reflections hung in shaking waters. 
The black tells of the vortex's bottom， 
The c1ear parts display a shattered sparkling. 
Deep within it a lone c10ud comes， 
And the birds in flight are not outside. 
High-hung vines for its battle t凹的，
Thc wintcr trees rank its legions' standards. 
Streams from af ar twist their flows to reach here， 
Cavcs give subterranean vent to swift scouring. 
1 have come to a place hidden， a realm without m凹，
The response it stirs is all our own. 
Now， asking my leave， unwillingness hangs strongly on， 
As old age approaches， this visit， the fi nest. 

Hiding himself away， he sleeps in long scales ; 
The mighty stone blocks his going and his coming­
Oh， when shall the blazing skies of summer pass， 
That his will may exult in the meeting of wind and rain. 

l 1063 2j 
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The hidden dragon near Ch'in-chou belongs to a di丘erent world than the 
exuberant epiphany of "A Mei-p'i Lake Song." In Ch'in-chou the gnarled 
style of Tu Fu's later years begins to appear， and though the topic shifts， 
the style is relatively consistent (especially true of the Ch'in-chou poems 
and the poetry of the journey to Szechwan). But the contrast with “A 
此1ei-p'i Lake Song" is  even stronger on the level of the di旺èring relation­
ships between the poet and the world he perceives. 

The visit to Lake Mei-p'i had been an opportunity for the exercise of 
the free imagination， and the fantastic speculations had essentially been 
ends in themselves. The “ascent" of reflected mountain was not part of a 
unified symbolic vision， but rather a part ofthe occasion that was “material" 
for the imagination. The message of the bright god was not understood ; 
the poem closed with the “ancient truth" of the variability of mortal plea­
sures， and as in its Han source， that “truth" referred to the experience ofthe 
outing itself 

In "Thousand League Pool" reflection becomes the mirror of the 
world， and the m ysterious， cliff三ringed tarn casts back an image of the 
poet surrounded by stone that is “rooted in nothingness . "  The reflecting 
surface is an interface across which only the dragon can pass， as it stretches 
out and upwards from its hibernation and rises to reveal its powers among 
the clouds. The full significance of the vision may not be completely intel­
ligible-such is the nature of "mystery"-but the experience i s  not in­
tended to display the poet's powers ofinvention ; rather， the poet is striving 
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to represent portentous experience. The imperial theme plays a role in the 
poem， but no simple allegorical equation can be made between the emperor 
and the dragon : the dragon embodies a power that is incarnate also in the 
emperor. 

To commemorate his passage over the mountains from the Ch 'in­
chou region to the Ch'eng-tu plateau， Tu Fu composed a number of grand 
landscape poems， similar in style to "Thousand League Pool." But once 
the poet arrived in Ch'eng-tu， he scems to havc fdt morc at casc with 
himself and the world. The years in Ch'eng-tu were rich ones for Tu Fu， 
的 he continued old poetic interests and developed new ones. Perhaps the 
most characteristic stance of the Ch'eng-tu poems is a mellow， half-hu­
morous vision of himself as an old man. This self-image clearly grew out 
of the conventional "type" of the old eccentric， but Tu Fu's version was 
too complicated to resemble closely its antecedents. 

The seven quatrains “Walking Alone by the Riverbank Seeking 
Flowers" 江 畔獨 步 尋 花 七 絕 句 (1 1 2 1 8-24) are among the most famous 
examples of this figure of the self. The following is  the second poem of 
the series. 

Dense flowers， a riot of stame肘，
make the riverbank terrible， 

But 1 walk on， precariously tottering， 
truly afraid of spring， 

And bear still the drivings of wine and of song， 
1 endure， 

Not yet finished off一this white-haired old man 
[ 1 1 2 191 

稍 花 兩L 學 畏 j主 方百

行 步 欽 危 t 他 春

詩 酒 i!P甚 驅 使 在

，fd頁 抖 1里 白 頭 人

The poem may be read with humor or with terror， but the characteristic 
. multiplicity appears in the poet's “in-between" state， young enough to be 
“driven" by the oppressive lushness of spring， but already too old for it­
"tottering precariously ."  But the primary function of being old is the 
distance from the other， driven self， the distance that allows him to observe 
himself with wry horror. 

Nowhere i s  the half-humorous， half-pathetic vision of the self more 
apparent than in the famous "My Thatched Roofis Ruined by the Autumn 
Wind" 茅 屋 為 秋 風 所 破歌:

In the high autumn skies of September 
the wind cried out in rage， 

Tearing offin whirls from my rooftop 
three plies of thatch. 

The thatch flew across the river， 
was strewn on the floodplain， 

八 月 秋 高 風 起 就

卷 4\: 屋 土 三 重 芽

;手 飛 皮 江 濃 江 郊
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The high stalks tangled in tips 
of tall forest trees， 

The low ones swirled in gusts across ground 
and sank into mud puddles. 

The children from the village to the south 
made a fool of me， impotent with age， 

Without compunction plundered what was mine 
before my very ey白，

Brazenly took armfuls of thatch， 
ran off into the bamboo， 

And 1 screamed lips dry and throat raw， 
but no use. 

Then 1 made my way home， learning on sta缸，
sighing to myself. 

A moment later the wind calmed down， 
clouds turned dark as ink， 

The autumn sky rolling and overcast， 
blacker towards suns凹，

And our cotton quilts were years old 
and cold as iron ， 

My little boy slept poorly， 
kicked rips in them. 

Above the bed the roof leaked， 
no place was dry， 

And the raindrops ran down like strings， 
without a break. 

1 have lived through upheavals and ruin 
and have seldom slept very well， 

But have no idea how 1 shall pass 
this night of soaking. 

Oh， to own a mighty m泣ISlon
of a hundred thousand rooms， 

A grcat roof for the poorest gentlemcn 
。fall this world， 
a place to makc them smile， 

A building unshaken by wind or rain， 
的 solid as a mountain， 

Oh， when shall 1 see bef ore my eyes 
a towering roof such as this ? 

Then I'd accept the ruin of my own little hut 
and death by freezing. 

( 10686) 

Tu Fu 

高 者掛 青 長林稍

下 者草或 轉 3元 塘 J!7

南 村 毒 室 欺 � 毫 無 力

忍 能 封 面 � 盜 賊

主� � 4包 芽 入竹 去

替 焦 口 鏢，乎 不 得

直牽 來倚 扶 白 嘆 息

俄 頃 風 定 當 墨 色

秋 天 漠 漠 向 昏 黑

布 全 多 年 冷 似 鐵

垂青 兒惡 趴跨衷 裂

床頭 屋 漏 無 乾處

兩 腳 如 麻 永偷 越

自 經 喪 曲L 少 唾 峨

長R 沾 濃 何 處 f敏

安 得 廣 反 千 為 悶

大庇 天 下 寒 士俱歡顏

風 雨 不 動安如 山

嗚 呼
何 時 眼 前 突 兀 見此屋

尋 盧 獨 缺 受 凍死 亦 足

Tu Fu moved with ease between the naturalistic wor1d 0 f vignette 
and the world of symbolic vision : the allegorical mansion di陡rs from the 
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frail cottage of thatch in stability and in size， rather than in the more radical 
distinction between the real and the metaphoricaL The worlds arc unitcd 
by the fi gure of the poct， at oncc ridiculous and grandly heroic， pathetic 
and funny. The personal narrative becomes petition， not to the authority 
of the state， as in the songs of social protest， but to the higher authorities 
of the cosmic order. Yet speaking to those unseen powers， the poet uses 
the device of imperial memorial， expressing the petitioner's willingness 
to die as evidence of his sincerity. 

As Tu Fu's self-image matured and deepened in the Ch'eng-tu years， 
a new fascination with the nature and role of the poet appeared. In some 
cases Tu Fu made grand statem凹的 of the value of literature : in later years 
he spoke of literature as ( r  r 547) : 

. . a deed of eternity， 
Whose failure and success is known 

in the mote that is consciousness. 

文 章 千 古 事
得 失 寸 心 壘。

But beyond these echoes of traditional literary theory， the poetic nature 
becomes part of Tu Fu's self-image (r r r ó7) : 

As a man my natu間's lopsided 
and addicted to lovely lines. 

If m y lines don't startle others， 
in death I'll find no rest. 

And now in old age my poetry 
is really getting relaxed. 

為 人性 僻 身U.主 句

話 不 覺 人 死 不 休

是 去詩 篇 澤 i史 與

The easygoing， colloquial tone of these line was characteristic o f Tu Fu's 

CYEng-tu years and mockingly rEHectEd thc self-imagc of the ECCEntric. 

The fa�ou; second line has a s
'
erious side in the playful context : that poetry 

' should “startle" people was based on Tien-pao values of “strangeness" 

that apPEarEd so often in Yin Fan- But EVEn more sigrUticant is the impliclt 

importance granted to poetry : if it failed to produce the desired effect， the 

p��1: wOl1ld fi�d no rest even ln d臼tn.
Both Li PO and Tu Fu granted an importance to poetry not found in 

the works of their contemporaries. For Li PO poetry was the means for the 
genius to find recognition in this world (the "qualifying" theory of poetry 
as  a means to make oneself known) ; for Tu Fu poetry was involved in his 
future reputation， with his place in history. Having failed in the political 
world， Tu Fu increasingly invested his ambitions in his poetry. Tu Fu was 
ill at ease with attacks on famous poets， and i t  is not surprising that in the 
illusory conflict between fu-ku and the poets of the sixth and seventh cen­
turi口， Tu Fu was one of the rare open defenders of the poetry of the pre­
ceding centuries. Tu Fu did admire both the ancient poets and the fu-ku 
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poets， but he set out to redeem the poets thatji←ku writers attacked， particu­
larIy Y廿 H5in and the Four Talents ofthe Early T'ang. The clearest example 
of his defense was in an exceptionally difficult series of epigrams， the six 
"Playful Quatrains" � � 六 絕 句 (1 1 228-3 3 ) . The following， a defense of 
Y位 Hsin that begins the series， i s  one of the more inte11igible : 

The writings of YÜ Hsin 
grew more perfect as he grew older， 

A mighty brush， overtopping the clouds， 
a mind roaming as it  pleased. 

But men today ridicule and criticize 
his戶 that were handed down， 

Unaware that even an ancient sage 
might be in awe of the later-born. 

[ I I 228 ]  

Jli. 信 文章 是 更 成

凌 雲 使 筆 意 級 檢

今 人 ，畫n 流傳賦

不 覺 前 生 畏 {是 生

In his last line T u  Fu referred to Analects rx. 22 t o  suggest the possibility 
that the moder肘， the “later-born，" might surpass the ancients. Despite 
scriptural validation， this was a heady suggestion in the T'ang， whose 
poets had hoped at best to recapture and thereby equal antiquity. By freeing 
Y垃 Hsin and the Four Talents from the stigma of “modernity，" Tu Fu 
was also clearing space for his own greatness. 

Of Y廿 Hsin's戶 that were “handed down，" one in particular touched 
Tu Fu deeply : ‘ 'The Barren Tree" 枯 樹 賊 ， in which the leaffess or dying 
tree became an allegorical figure of greatness and failure. That the same 
subject was treated several times by Lu Chao-lin and Lo Pin-wang may 
have been partial ly responsible for Tu Fu's defense of the Four Talents. 
In a group of four poems on sick or barren tre的， Tu Fu consciously echoed 
this tradition. 

Sick Cypress 

A cypress there was that grew on a lofty hill， 
Spreading wide like a coach's canopy. 
Aloft it reared its tiger and dragon form， 
Stood master in meeting ofwind and cloud. 
Since divine power lies with the upright and straight， 
。ld men often bowed to it with respect. 
Who could have known that its thousand-year roots 
Would Iic， beauty broken， midroad. 
It lacked not good place in its growing， 
Bccame largc and tall， coiling and grasping the earth. 
The year turned cold， all at once it had nought to depend on， 
Through day and night its boughs and leaves changed. 
The cinnabar phoenix， leading its nine chicks， 

為 稍

有 相 生 發 岡
輩 輩 狀 牟 蓋
但 是 龍 虎 姿
主 會風 雪 會
神 明 依正 直
故 是 多 J尋拜
豈 知 千 年 4旦
中 路顏 色 Jt
也 非 不 得他
希 據 亦 高 夫
我 寒 忽 無 返
回 R 柯葦 改
丹鳳領 九 雛
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Cried out i n  sorrow， hovered beyond 此，
And owls had their way with 此，
Raising their young in its bored-out holes. 
From what land have you come， sir， 
That you stand here so long marveling : 
If with clear head you seek to know 

the law of the essence of things一
It is flood， wild and surging， and not to rely on. 

[ 1 吋76]
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哀 鳴 狗3 其 外
t島 戰 志 意 為
$忠于 穿 欠 內
容 從何 鄉 來
佇 立 久 "f 怯
靜 求 元 精 疲

浩 t喜 歡 倚 賴

Though the barren tree was a "modern" theme， Tu Fu treated i t  i n  the 
allegorical mode associated with 戶-ku. A topical referent may have been 
present， but it i s  no longer accessible. Though fu-ku in mode， the poem 
bears no resemblance to any "ancient" form : the interlocutor of the last 
quatrain was a High T'ang device， and the closing shift away from the 
main topic was characteristic ofTu Fu. 

Through the Ch'eng-tu years， Tu Fu's work in the /ü-shih assumed 
ever greater importance. In addition to the heavy seriousness of /ü-shih 
like “Facing the Snow" and "View of the Wilds，" Tu Fu also developed 
a /ü-shih style that showed all 1ightness of “old-style" reclusive poetry. In 
such poems there often appeared the vision of mellow self-satisfaction， of 
the old eccentric l iving in simplicity in his l ittle hut， surrounded by the 
beauty of nature. 

A Guest Comes 

North of my cottage， south of my cottage， 
spring waters everywhere， 

And all that 1 see are the flocks of gulls 
coming here day after day， 

My path through the flowers has never yet 
been swept for a visitor， 

But today this wicker gate of mine 
stands openjust for you. 

The market is far ，  so for dinner 
there'll be no wide range of tastes， 

Our home is poor， and for wine 
we have only an older vintage. 

Are you willing to sit here and drink 
with the old man who lives next door? 

I 'll call to him over the hedge， 
and we'll finish the last of the cups. 

[ I I  1 39] 

家 至

今為 合;G 皆 春 水

但 見 1f 鷗 日 日 永

花 徑 不 曾 緣 家 持

是 門 今始 � 君 闕

� 1食.p 遙無 茉 味

搏 酒 家 會 又 舊 團各

有 與 有1 翁 相 封 飲

f為 .ot取盡 餘 杯

The lightness o f  touch set i n  formal perfection made this poem a favori胎，
and there was scarcely a m句or poet who did not imitate the fi rst cou plet. 
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Afi:er the succession of po1itical troubles in Ch'eng-tu， the poet made 
his way down the Yangtze， coming eventually to K'uei-chou. Tu Fu's 
years in K'uei-chou were fertile ones when the poet was at the height of 
his powers. A sobriety and even a somberness ofi:en replaced the wryness 
and half-humorous self-image of the Ch'eng-tu poems. K'uei-chou and 
the years that füllowed contained Tu Fu's most radical experiments in 
style ，  and the symbo1ic worlds of the K'uei-chou poems were his most 
hermetic and the most bewildering in the multip1icity of their possible 
referents. 

Afi:er his Ch'eng-tu years， Tu Fu's poetry increasingly concerned 
himself. He was a poet of fundamental qllestions， and as in his early years 
he had asked what the great Mount T' ai was 1ike， so going downriver he 
turned to the question " What am 1 like?" Time and again he found answers 
in the forms and creatures ofthe great river. ( 1 1 43 3 ) :  

Tossed about by winds， what is my semblance ? 
Of Heavcn and of Earth， a single sand gull 

飄 飄 f守 所 似
天 地 一 沙 鷗

Tu F u  saw himselfin the largest contexts o f  all ， contexts that inevitably 
reduced him to the dignified but impotent infìnitesimaì-Heaven and 
Earth， Ch'ien and K 'un， the Oarkness and Light of days and seasons ，  the 
Elements. He 1ived at junctures between Earth and Sky， Stone and Water， 
high in a tower between cliff and river : 

A visible darkness grows up mountain paths， 
1 lodge by rivcr gate high in a study， 
Frail cloud on cli仟edge passing the night， 
Thc lonely moon topplcs amid the waves 
Stcady， one after another， a line of cranes in flight ; 
Howling over the kill， wild dogs and wolves. 
No slcep for me. 1 worry over battles. 
1 have no strength to right the universe. 

[ 1 14651 

暖 色 延 山 徑
高 齊 次 水 門
薄 雪 巖 際 宿
Z瓜 月 浪 中 訶
鸚 鵡 i皂 飛 靜
尋N�得 食 喧
不 歌 是 戰 {是
無 力 正 乾 坤

Many of the themes and questions 0 f Tu Fu's earlicr poetry recurred 
in the K'uei-chou poems， and often the K 亢的-chou poems have become so 
famous that the earlier treatments have been reduced to obscurity. The 
famous "Song of the Old Cypress" 古 柏 行 ( 10768)， written on the temple 
cypress of the Chu-ko Liang shrine in K'uei-chou， grew out of his earlier 
poems in the barren tree tradition， but the depth and complexity of the 
later poem made it the classic treatment of the theme. Chu-ko Liang， the 
minister of the Shu-Han state during the Three Kingdoms period， haunted 
the poetry of Ch'eng-tu and K'uei-chou : Chu-ko Liang was the man of 
genius born in the wrong times， the man who had tried in vain to restore 
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the unified empire. This figure o f  the great failure， honored and remem­
bered， had special meaning for the poet : he had treated Chu-ko Liang 
during his Ch'eng-tu years in a famous regulated verse， “The Minister of 
Shu" 蜀 相 ( 1 1 1 0 1 ) . In K'uei-chou Tu Fu returned tωo t出he theme time and 
a啥ga刮ln， mos哎t promm跎ler位n削1t叫tl勾y m
in several of the咒e fiv咐E ‘“‘ 'Sin啥耶g♂ing My Feelings on Traces of the咒e Past" 詠懷 古 跡
( 1 1 5 56-60)， perhaps Tu Fu's most successful and difficult huai-ku. 

The li←shih of Tu Fu's K 'uei-chou years are particularly memorable. 
The pentasyllabic li的hih constitute the majority， but it was the formal 
perfection ofTu Fu's heptasyllabic 1品，泊的 that made the deepest impression 
on later crities. TheK'uei-chou lü-sl1ih include a large number of poems on 
weather and the parts of the day (sunset， midnight) ; these were treated as 
the manifestations of the interplay of cosmic forces and merged with Tu 
Fu's interest in Yin-Yang symbolism， the Elements， and the great river 
that was the incarnation of Change. Famous among the K 'uei-chou lü-shilr 
are “Spending the Night in a Tower by the River" 宿 江邊 問 ( 1 1 465 ， trans­
lated earlier) ; “Night in the Tower" 問 夜 ( I I474) : “The Highest Tower 
in White Emperor City" 白 帝 域 最 高 樓 ( I I 527) ; and “Sunlight Cast Back" 
i色 照 ( I I 659) . “Night in the Tower" will serve as an example : 

In the evening of the year Yin and Yang 
hurry the shortening daylight. 

On sky's edge the frost and snow 
clear in the cold of night. 

Drums and horns of night's fifth watch， 
ri.otes both strong and sad， 

In the Three Gorges the river of stars， 
reRections stirring， shaking. 

Weeping in wilderne鈴， how many famili的，
hear of attack and battle， 

Barbarían songs in several places 
rise from fishermen， woodcutters. 

SIeepírig Oragon Chu-KOLtang， 
Leaping Horse Kung-sun Shu， 
heroes turned to brown soiL 

All word of events in the human world 
are lost in these vast silent spaces. 

[ I 1 4741 

4\: .l 陰 陽 僱 短 景

夭 iJl 霜 雪 賽 寒 宵

li 史敘 角 捧 起 壯

三 吹 星 河 影 動 搖

野 哭 錢 家 開 戰 伐

夷歌數處起 漁 巷里

臥龍章程馬終黃土

人 事 t- 嘗 沒 寂 寥

The poetry ofTu Fu's old age ofi:en used indefinite syntax to create a wör1d 
in which relationships were only potential : images of a line do fit together， 
but absent are the exclusions of other possibilities that makes propositional 
discourse possible. It is a haunting language in which the wor1d is an in­
sistent omen that can be interpreted in many， often contradictory ways. 
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In line 5 of the poem above it may be that the "families" are weeping over 
those dead in battle or that they are hearing weeping from the battlefield， 
or it may be that the poet is hearing either weeping from the battlefield 
or the weeping of displaced families. The parallel li肘， which is supposed 
to help resolve ambiguous syntax， is no help， because i t  demands the one 
syntactic interpretation ofthe preceding line that is not possible. 

The reflected world， seen earlier in "A Mei-p'i Lake Song" and “Thou­
sand League Pool， " recurs here brieRy in line 4， as the stable， orienting 
constellations are shaken by the river's waves. It is  a world where order is 
falling apa哎， where intelligible relationships arc distintegrating， and where 
all sound and sight is dying away in the growing darkness and empty， 
silent spaces. 

The centerpieccs of Tu Fu's K 'uei-chou poetry are two sequenc肘，
thc five “Autumn Wilderness" 秋 Jt 五 首 (1 I 490-94) and the eight ‘ 'Au­
tumn Meditations" 秋 興 八 首 ( I I 548- 5 5) . In these complex meditations 
on the autumn world and its significance， the richness of the K'uei-chou 
poetry was at its height. “Autumn Wilderness" addressed more directly 
the problem of cÏvilization and its disintegration ， wilderness and cultivation， 
and the poet's reconciliation with old age. The "Autumn Meditations" 
have a strong claim to be the greatest poems in the Chinese language.2 
In this latter series Tu Fu wove together scenes of K'uei-chou with his 
memories of court and， in doing so， produced an extended meditation on 
the relationship of time and memory to the poetic art. 

A poem sequence is an integrated unit， and one cannot 0任er even the 
sketch of an interpretation of an individual poem apart from the context 
of the sequence as a whole﹒ However， to suggcst a few of the themes of the 
sequence， we may consider the seventh "Autumn Meditation" : 

The waters ofK'un-ming Pool， 昆 明 池 水 漢 時功
deed of the days of H甜，

The banners and pennons of Emperor W u 武 帝挂 旗 在 眼 中
here bef ore m y  eyes 

Silk of the 100m of the Weaving Girl 織女機 絲 虛 月 夜
empty in moon of night， 

Scales and fi ns of the whale of stone 石 鯨繞 甲 動秋風
stir i n  autumn wind. 

The waves toss a kumi seed， 
black in sinking cloud， 

And dew chills the lotus pod， 
red of falling powder. 

Barrier passes stretch to the heavens， 
a road for only the birds ; 

Lakes and rivers fill the earth， 
one aging fisherman. 

[ I I 5 541 

波 ;軍 jl 米 �:t 雲 黑

露 冷這房 墜粉紅

闖 鑫極 夭唯 鳥 i主

江 湖 漏 地一 漁 翁



The K 'un-ming Pool was actual1y an artifi cial lake in Han Ch'ang-an. 
The Weaving Girl was a constel1ation and denizen ofthe heavens (appearing 
frequently in court poetry) ; her statue， like the statue of the stone whale， 
belonged to the palaces of Han. 

The world of the immortals and the Han past (the standard metaphor 
for the T'ang court and empire) merge with the past of Hsüan-tsung's  
court : a l 1  are equal1y lost in their pastness or their remoteness ( in Heaven 
or in Ch'ang-an， beyond the barrier passes of line 7) . Yet strangely they 
become equal1y accessible through the poetic imagination and memory :  
the “days of Han" are “here before the eyes." This past of the imagination 
is ghostly and uninhabited， filled with "deeds" and monuments but not 
with people. And the abandoned statues seem portentous in their isolation， 
weaving empty fabric in/of moonlight or swimming with mechanical 
fins through the autumn wind of destruction. The eyes of the imagination 
focus on the minutest detail， a tiny seed being tossed about by the waves 
(which， of course， mirror the clouds of Heaven) and the red powder falling 
from the autumn lotus. In “Autumn Meditations" the past of the imagina­
tion is usual1y brightly colored， in contrast to the grays and whites that 
usually describe the present autumn of K'uei-chou. These colors of the 
imaginary world are' echoed in the last poem of the series by the al1usion 
to the "brush of many colors" ofKuo P'u.  

Even the infinestimal world of the wave-tossed seed and the red 
powder is filled with omens一of helplessness， dissolution， endings， and 
autumn. The seventh line brings the poet back to the present in K 'uei-chou， 
facing the barriers that block him from Ch'ang-an and the past. Final1y， 
the last line draws in one of the most sophisticated uses of the analogical 
possíbilities of paral1elism， a technique used throughout “Autumn Med­
itations"一structural repetition. From a new perspective the form of the 
seed in the “huge" pool reappears in the vast water world that is inhabited 
only by the single fisherman， the contemplative poet dreaming and writing 
of the brightly colored past， of the red that has fallen 

The poetry that Tu Fu wrote after he left K'uei-chou was not signifi­
cantly different than the poetry of his K'uei-chou years. But some poems 
possess a bleakness and austerity of which even Wang Wei was not capable. 

2 1 5  Tu Fu 舔了陸E!-E
t
--
:

3工 漢

江 漢 思 姆 客

乾 坤 一 腐 備

Jf 雪 天 共 遠
永 夜 月 開 車已
落 日 心 積 壯

Yangtze and Han 

At the Yangtze and the Han a voyager 
longing to go home， 

Between Ch'ien above and K'un below 
one broken-down man of learning . 

A wisp of c1oud， the sky shares this distance， 
Endless night， the moon an equal in solitude. 
ln setting sun a heart still young. still strong， 

;1
急，一
畫
畫告
主
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Through autumn's wind， my sickness growing better. 
From ancient times th句've sustained old horses 
That they need not take to the long-faring road. 

[ I 16271 

Tu Fu 

秋風 為 紋 絲
古 來存 是 馬
不 必 JK 長 途

Ch'ien and K'un are the two primary cosmic principles o f  the Yi-ching : 
Heaven and Earth， Yang and Yin. The reader does not know whether the 
c10ud or the poet is as far as the sky. It is a strange world of emblems of the 
self， culminating in the image of the old horse as the aging official， who 
should be cared for and not tumed loose to endless travels in his dying years. 

Efter our wretting恕， thesaurer， 
Tak in this gray hors， Auld Dumbar， 
Quhilk in m y aucht with service trew 
In lyart changeit is in hew. 
Gar hows him now aganis this Yuill， 
And busk him lyk ane bischopis muil1 ， 
For with my hand 1 have indost 
To pay quhatevir his trappouris cost. 

For Tu Fu's petition， unlike for Dunbar芯， there was no respontio regis. 
Except for the brief period of court service after the recapture of the 

capital， Tu Fu was never at the center of the poetic world of his own day. 
His last and most productive years were spent wandering through the 
provinces. Fan Huang's �建 晃 preface to a short edition ofhis works put out 
soon after his death notes that Tu Fu's larger collection was in circulation 
in the South. Therefore it  is not greatly surprising that his work was largely 
ignored for thirty years 泊位 his death. What is surprising is that in a very 
short time he went from great obscurity to being acknowledged (along 
with Li Po) 的 the greatest poet of the dynasty. In the late eighth century he 
was virtually unmentioned， and echoes of his poetry were rarely heard ; 
in the first decade of the ninth century his name was being used with Li 
Po's前 the accepted strndardufiiterary-greatness�

Laudatory comm凹的 on Tu Fu in his own day cannot be entirely 
trusted ; rather than recognitions of genius， they fall largely under the 
rubric of social politeness. A small circle of admirers he did hav亡， but there 
was no general recognition of his greatness. Even Fan Huang's preface 
was unusually restrained in its praises. One exception may be the poem 
addressed to Tu Fu by Jen Hua 任 華 ( 1 3 475) ; this piece praises Tu Fu with 
the same blustering hyperbole that Jen Hua also gave to Li PO and the 
calligrapher-monk Huai-su. 3  

The men responsible for Tu  Fu's rehabilitation in  the early ninth 
century were the dominant Iiterary figures of  the Mid-T'ang : Han Yü 
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( 1 7828， 1 7922) ， Yüan Chen ( 2 1 4 1 5 ，  and the preface to the “ Yüeh-:fu with 
Traditional Titles，" and the “Tomb Inscription for Tu Fu")， and PO Ch位­
yi (22636， and the "Letter to Yüan Chen"). In addition to these relatively 
direct evaluations ofTu Fu's merit， there were many more casual references 
to Li PO and Tu Fu by Han Y尬， Yüan Chen， and PO Chü-yi as well as by 
their les5" famous contemporaries. Such references began to use the catch­
phrase "Li and Tu" as the accepted standard of greatness in poetry. 

But the real tributes to Tu Fu's pre-eminence were not in the praises 
and anecdotes (Chang Chi is reputed to have swallowed an infusion made 
from the ashes of Tu Fu's poems in order to absorb Tu Fu's genius) ， but 
rather in the repeated echoes of his poetry in the works of Mid-T'ang 
writers， particularly in Han Y位， but also in the poetry of Meng Chiao， 
Chang Chi， PO Chü-yi， and Yüan Chen. Many of the most famous poems 
of the Mid-T'ang resonate with Tu Fu's voice ; the “New Yüehτfu" of PO 
Chü-yi and Yüan Ch凹， or Han Yü's famous "Song of the Stone Drums" 
石 鼓 歌 ( 1 79 1 3 ) ， echoing Tu Fu's “Song for Li Ch'ao's Pa-fen Script" 丰 漸
入 分 小 l 歌 ( 1 0824) . Reference to and use ofTu Fu continued throughout 
the ninth century， and by the Northern Sung， Tu Fu held the universally 
accepted pre-eminence that he holds in classicaì Chinese poetry to this day. 

Individual poems by Tu Fu were echoed by a milleniul11 of later poets， 
but Tu Fu also made important general contributions to the development 
of Chinese poetry. Of these， Tu Fu's treatment of subgenre was one of the 
most important. Prior to Tu Fu， subgenre had probably been the dominant 
factor in "，hat poets wrote about and horl' they wrote about it. Not only 
did Tu Fu write extensively outside the limits of traditional subgenres ; he 
also expanded the scope of established topics and created hybrid forms by 
recombining elements from disparate poetic "kinds. " Tu Fu's rise to pre­
eminence in the Mid-T'ang coincided with a vastly diminished importance 

of subgenre in poetic composition ; in many ways this reflected specifically 
Mid-T'ang interESts， but the rangc of thc major Mid-Th1g POEts was also 
a refl�(::tiQIL()Ltl:le .e}{;llllpk .()f'Tu Ftl . 

Tu Fu's treatment of the poetry of indefi nite occasion was particularly 

SIgniacant.4 Throughout thE Early Eighth-CEntury poems ofindEfinitE occa­
sion had been growing in importance， and it  was in that form that many 

of Wang Wei's and Li Po's most famous pOCI1lS wcrc written. Howevcr， 

such indefinite occa 
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cases， poems of indefinite occasion merged with older， purely rhetorical 
topics ; for example， when Tu Fu wrote a poem entitled “Rain" (as he did 
many times) ， it was usually a poem of indefinite occasion rather than a 
rhetorical exercise in the yung-wu tradition ; however， it retained some of 
the generality of referent that was  characteristic of yung-wu.5 The poetry 
of indefinite occasion became one of the most important ways in which 
the Chinese lyric， with its deep roots in occasion and the nonfictional world 
at hand， moved towards general significance. And Tu Fu's freedom in 
writing on new topics-his son's birthday， the destruction of a tree in his 
yard， an excess of office work-provided a model for the immense range 
of Mid-T'ang poetry， and particularly for Sung poetry. Poetry was no 
longer tied to certain formalized events， but was appropriate to a wide 
range of life's experiences. 

The poem sequence was another of Tu Fu's major contributions to 
the poetic tradition. There had been a tradition of writing frame poems 
for poem series， but Tu Fu was the first poet to develop fully the poem se­
quence， in which individual poems made full sense only in the context of 
the sequence as a whole. The sequence was the perfect solution to a central 
problem of the Chinese lyric : how to give a topic extended treatment 
without sacrificing the elliptical density and intensity of the short poem. 
The initial impulses to the poem sequence appeared in some of Tu Fu's 
earlier series， like the " Unclassifi ed Poems of Ch'in-chou" ; there the poet 
picked up themes and images from earlier poems in the series to bind the 
individual works into a rough continuity. By the K'uei-chou years， when 
Tu Fu wrote "Autumn Meditations，" he had combined this binding tech­
nique with some older serial techniqu郎， such as repetitions of last and first 
lines in adjacent poems (as in Ts'ao Chih's， ‘ 'To the Prince ofPai-ma" 贈 白
馬 王 彪) . In addition， the first three poems of the sequence were even more 
closely joined by a chronological progression， from an evening to the 
following morning. In "Autumn Meditations" these various continuities 
produced a complex sequential developmcI哎， in which structural patterns， 
themes， and images underwent multiple revlSlons and metamorphoses : 
the Yangtze of K'uei-chou will be replaced by the Twisting River of 
Ch'ang-an， then by the “river of stars，" or by the Yü-su ; images ofblocking 
and penetration recur in numerous shapes ; worlds of color alt 
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for the aesthete point ou t  perfectly chosen words. Cri tics looking for 
linguistic experimentation point out passages of unusual syntactic and 
semantic daring. All these elements exist in Tu Fu's poctry ; all go beyond 
what was conventional in mid-eighth-century poetic diction ; but none 
define Tu Fu the stylist. 

Tu Fu worked in plain styles and archaic styles， but his most original 
stylistic traits involved a linguistic complication that was correlative to his 
thematic complications. Here multiplicity appears in the aspect of ambi­
guity， and it can be seen in two stylistic extremes : propositional language 
and the “imagistic" language of the parallel couplet. In both cases the 
ambiguity in Tu Fu's work can sometimes approach unintelligibility. 

Ambiguity in proposi tional Ianguage is the most disturbing， because 
the propositional style signals to the reader that the lines can be reduced to 
stable semantic message. There are no finer examples of Tu Fu's  proposi­
tional ambiguity than the “Six Playful Quatrains ."  The following is the 
fifth poem of the series : 

Without belittling the moderns， 
loving the ancients : 

Cleat phrases， lovely lines 
shall surely be my neighbors. 

Secretly yearn for Ch'ü Yüan， Sung Yü 
as right to ride side by side， 

But afraid that with/compared to Ch'i and Liang 
I'll be the dust behind. 

[ I l232 J  

不 薄 今 人 :t 古 人

j青 詞 鹿 句 必 為 那

竊 攀ß.. 宋 宜 方 鴛

悉 J!. 賽 1書作 後 』甚

The style and the subgenre pretend t o  epigram here， and i n  Chinese the 
poem reads with deceptive smoothness. Earlier in the series Tu Fu had been 
defending YÜ Hsin and the Four Talents of the EarIy T'ang against their 

戶-ku detractors among Tu Fu's contemporaries. The first line involves 
the problem of whether the “modems" are the writers of his own age or 
(using the conventional ending of the "ancient" period in literature) the 
poets from his own age back through the times of Yü Hsin and the Four 
Talents of the Early T'ang. Similarly， we may wonder if the “ancients" 
are Yü Hsin and the Four Talents or the pre-Ch 'in poets like Ch'ii Yüan 
or Sung Yü. The term moderns tends to refer to contemporaries， while the 
term ancíents tends to refer to poets bef ore thc fifth century ; however， the 
conventionaI period associations of these terms Ieaves a gap of three cen­
turies that includes Yü ， the Four Talents， and the Ch'i and Liang mentioned 
in line 4. 

These serious problems of referent are only the insecure foundation 
upon which the real linguistic problems rest. The first line reads equaIIy 
well : 



220 

1 don't bclittle the moderns' 
Iove of the ancÌents， 

But c1ear phrases and lovcly Iincs 
will surely be my neighbors. 

Tu Fu 

“Clear phrase and IoveIy Iines" would be strongly associated with the 
Ch'i， the Liang， Y位 Hsin and the Four Talents. In this vcrsion Tu Fu is 
saying that hc can accept his contemporaries Iove for the pre-fìfth-century 
poets， but his preference is for YÜ Hsin and the Four Talents. But the 
relationship between the fìrst two Iines is radicaIly determined by how the 
rcadcr sees "ancients" and “moderns" : 

1 don't belittle my contemporaries， but love the poets of 
long ago [either Y位 Hsin et al or the pre-fifth century] ，  

Their [poets of long ago， either version] c1ear lines . . . . 

肘， with magnanimity to aIl : 

1 don 't belittle recent poets [Y ü et al . ] a/ld love the ancien俗，
But their [recent poets] c1ear lines . . 

or perhaps : 

1 don 't belittle the moderns' love of the ancients. 
Thcy [moderns] should have c1ear lines and lovely phrases [of 

the ancients] as their neighbors. 

On the other hand， Tu Fu may be trying to dispeI what he considers a faIse 
opposition between the ancients and more recent poets Iike Y位 Hsin and 
the Four Talents : 

Their [ancient poets and more recent poets like Yü] c1ear lines 
and lovely phrases should be recognized as neighbors [i .e . ，  
the post-fifth century poets and pre-fifth-century poets have 
more in common than is usually c1aimed] 

If廿自 W百亡 的。t cðl苗頭ng 面öfigh， 由ere Îs á-legTfimaTe ùnceif主iiity În line 
3 as to whether Tu Fu is the su句ect (in which case he is stating his goals and 
modestly admitting failure)， or whether Tu Fu's contemporaries， the 
detractors of Yü and the Four Talents， are the subject (in which case he is 
mocking them). And is i t  Tu Fu or the detractors who are the "dust behind" 
cven the Ch'i and Liang ? Or is it that he and his contemporaries join the 
Ch'j and Liang as "dust behind" the ancients. The reader who approaches 
the poem with the expectations of fi叫“ values (which Tu Fu sometimes 
espoused) reads one poem ; the reader who expects to see Tu Fu's admira­
tion ofthe poetry of the Southern Dynasties and Early T'ang reads a di在er­
ent poem ; the reader who expects a seIf-assertive Tu Fu and the reader 
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who expects a modest Tu  Fu  come up with completely differcnt versions. 
This innocent quatrain presents the iIIusion of pointed epigram， but thc 
“point" shifts wherever thc reader's predilections point. 

Uncertainty of referents and indefiniteness of relationships was a 
more common stylistic feature of lü-shih， particularly of the paraIIeI couplet. 
However， the ambiguity o f Tu Fu's W-shih，  particularly of his late lü→hih， 
f ar exceeded anything by his contemporaries. This has appeared earlier 
in the third couplet of " Night in the Tower" and in the second couplet of 
"Yangtze and Han ."  But such ambiguity might also appear in an opening 
couplet， 的 m “Winter's Oepths" 冬 沫 ( r r 63 2) :

Flowers， leaves-only at Heaven's will， 
Yangtze and creek-shared roots of stone. 

花 絮 f藍 天 意
).r.. �其 共 石 根

Ooes the first line mean that spring wiII come only at Heav凹's wiII ? Or 
that the poet wiII live to see spring only at Heaven's wiII ? Or， 的 Ch'ou
Chao-ao 仇 兆 聲 suggests， the “白owers and leaves" are the shapes of cIouds 
whose mutating forms foIIow Heav凹 's wiII ? 00 the Yangtze and the 
creeks that flow into it share common sources in the stone of the moun­
tains ? Or do the river and streams share roots of stone with the plants that 
wiII bear “自owers and leaves" in springtime ? Or do the watcrs share roots 
of stone with the ftower-and-Ieaf cIoud formations (cIouds would be the 
most conventional assocÏation of "roots of ston丸" the origin of thc cIouds 
in the mountains) ? Or do they share roots of stone with the poet， who 
Iike the river has come down from the mountains of the West-the poet 
who so often compares himself to a drifi:ing cIoud ? Or is it “on Yangtze 
and creek" that one of the possible eIements shares "roots of stone" with 
another possible element. The couplet that foIIows this only compounds 
the complications. Tu Fu managed to create a m句or poetry that was 
strangeIy coherent out of these objects of the world， objects pregnant with 
symbolic value and set in i1I-dcfined relationships with uncertain referents. 
In doing so he carried th� openness ()f Chines竺 poetic c!icti�E_ to 巨型些
bey'。“可.hich it could not go. 

The fuII range of Tu Fu's artistic and inteIIectual concerns l ies far 
beyond the scope of this chapt缸， but as an example， we may consider one 
pattern that recurs in diverse forms through his poetry : this pattern may 
be broadly defined as the opposition of cÏvilization and barbarism 凹， ln 
an analogical pair (with interesting paraIIels in the Western tradition)， 
art versus nature. Arranged in sequen白， this antithetical pair appears as 
the process of decIine and disintegration and is sometimes subsumed into 
the larger processes of Change in Chinese cosmology. 

No simple formulation can articulate Tu Fu's “position" on this 
opposition. At times Tu Fu shows an awe of the natural that is shared by 
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many of his contemporaries， but on the whole， Tu Fu is one of the rare 
T'ang poets to lean to the side of order， civilization， and its arts. In “Au­
tumn Meditations" art and memory have a tenuous claim to recapture 
and preserve a civilization that is dying. In “A utumn Wildemess" the 
response is a futile farming， ordering the wilderness， along with Confucian 
values to oppose decay and barbarism. But usually the most nobly con­
structed human artifice is consumed and replaced by the permanent forms 
of nature. 

The opposition has seasonal manifestations， as  in the confrontation 
of antithetical worlds in “Facing the Snow." But it appears most commonly 
in autumn， the seasonal interface between the vegetative lushness of sum­
mer and winter's bleakness. During the day an analogous interface occurs 
at evening， particularly in the moment of fan-chao 進 殿 ， “sunlight cast 
back，" the last brilliance of the setting sun before the world tums dark. 

Art is essentially a gesture against time， "a deed of etemity" against 
the mortality of civilization， whose dissolving splendors of order art seeks 
to conserve or recapture. In K'uei-chou Tu Fu saw Lady Li perform the 
chien-ch ' i  dance. Lady Li had been the student of the great court dancer 
Lady Kung-sun， and Tu Fu， who had seen the original court dance as a 
child， could not help but view the present performance in the context of 
its past and the loss ofK'ai-yüan glory ( 1 08 1 8) : 

In thc Music Academy those who foIIowed the arts 
have vanished like the mists. 

Here the dancer， remnant beau句，
shines in the cold winter sun. 

To the south of the Tomb of Golden Grains 
the boughs of the trees form arches， 

While on the stone waII of the Chü-t'ang Gorge 
winds howl through the grasses. 

樂 園 弟 子 敬如 煙

女 學 餘姿映 寒 目

全 集維 也 本 已 拱

星 唐 石 咸丰 蕭 吾E

The Tomb of Golden Grains was Hsüan-tsung's ，  and over its pathway 
the commemorative trees have already grown large enough to touch 
branches. The dance in K'uei-chou preserves the past dance， and the art of 
the poem preserves the present dance. Yet each stage removed from the 
original work changes the meaning of the conserving art， until that art 
signifies only the fact of loss. 

Against this elegiac entropy of art grew a countervision of art that 
could become real. This occurred most often in poetry on painting， working 
through the central theme of that subgenre : the ability of art to create an 
illusion of reality. In Tu Fu's poetic universe this tired trope was often 
transformed into a painted subject that strained to break free from the 
limits of the painting， to intrude into the physical world and become real 
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(e.g . ，  1 0705 ，  1 0922) .  But more often the demiurge failed and his artifice was 
exposed :  the hawk that tried to break free of the silk might be "pinched 
between the fingers" ( 1 0922) ，  and the illusory landscape ( 1 0671 )  

Tu Fu 

. t\; 

1 wish 1 had a razor-sharp knife from Ping-chou， 寫 得 什 州 快 剪 刀
And I'd cut for myselfhalf the river Sung in Wu. 剪 取其 �i: 半 i!. 1j(

Art i s  mortal ; nature， immortal. I n  contrast t o  the painting， the original 
in nature will be free and seemingly immortal. In the closing of a poem on 
a mural of cranes by the early eighth-century poet and painter Hsüeh Chi， 
Tu Fu spoke of the paintings as  faded but still noble， then commented 
( 1 07 1 6) : 

，且

7

、

2ιfv
Before this high halI had collapsed， 高 堂 永 傾 覆
These always consoled the honored gue喲， 常 得 極 嘉 賓
But now， left exposed o n  the rear wall， 曝 露 牆 壁 外
1 sigh how the wind and rain threaten them. 終 這風 雨 ，實
The true ones are off in vermilion c1ouds， 赤 宵 有 真 骨
Ashamed to drink of the turbid pools and fords一 恥 敘 海池 津
In the dark， dark sky they g o  where they will. 冥 冥 任 所 往
Free and unfettered， none can tame them. 脫 帽島 誰 白色 ... 1 

The closing juxtaposition of the real cranes with the painted ones changes 
radically the significance of the paintings : their nobility is reduced to a pale 
and mortal reflection of the vital， immortal crane. 

Ultimately， all art was a manifestation of human civilization and sub­
ject to its entropy and disintegration.6 As cÏvilization wanes， nature mock­
ingly replaces its artifacts with her own superior forms， 的 in the beautiful 
elegy on the ruins ofT'ai-tsung's Yü-hua Palace : 

洛 西 t..: 風 長
吾吾 鼠 竄 古 互
不 如何 王 段
進楊重色變 下
陰 房 鬼 火 青
3韋造 哀 講 講

真 A 真 笙 宇

秋 色 正 蕭 司E

美 人 � 黃 土
花 乃 粉 i暑 假
當 時 待 金 典
坎特獨石 馬

憂 象 籍 Jt. 坐

The creek gully turns， long winds through pines， 
Gray rats scuttling over ancient til的，
1 wonder what prin凹'5 hall that Ii的，
A construct abandoned， beneath sheer c1iff wall. 
In its shadowed chambers ghost-fires gre凹，
Over shattered avenues a dirge of torrents stream. 

The million cracks and vents that pipe 
nature's music一-these the true orchestra， 

Just now as autumn's visage shows 
serene indifference. 

lts lovely ladies are the brown soil 
StilI more inf used with their craft of powder and paints. 
Of those that once waited on the coach of gold， 
Now only the tomb-horses of stone. 

Depression comes， smooth back the grasses， sit， 

巾，&當-Ree--E•••••••••
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Sing wildly， let the tears cover your open hands. 
Then go ever onward and on the road of your travels ，  
Meet none who prolong their fated years. 

[ 1056 1 ]  

Tu Fu 

浩司b�.益把
冉 冉 征 途 問
誰 是長 年 看

Nature's permanent "art" stands in for the decaying artifice o f  man : its 
cIiff “wall" looms above the crumbling palace “construct" ; its fi.res inhabit 
thc deserted rooms ; its true music (Chuang-tzu's “music of Ear曲 " ) stands 
in for the lost palace orchestra. It swallows up the adorning “craft" (飯，
implying falseness) of  the palace ladies and the ladies themselves﹒ It even 
performs the “dirge" that the absent humans can no longer perform. Of 
all the works of the summer palace， nature leaves only the stone funerary 
horses as  mocking signals of human mortality. 

In face of the absolute impermanence of human endeavor， Tu Fu 
stood， making the poetic gesture of permanence， order， and civilization 
In his confi dence he might see his work as a "deed of eternity， " but he also 
felt ( 1 1 43 3 ) :  

In literature my name will not be known， 
Sickness， old age demand resignation of post­
Tossed about by winds， what is my semblance ? 
Of Heaven and of Earth， a single sand gull. 

名 豈 文 章 -t
宮 應 是 為 休
教. . 何 所 似
天地，一 沙 鷗

且，." . 
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元結 籃 中 無

Fu-ku Revival 

Yüan Chieh， the Ch ' ieh-chung chi，  

and the Confucian Intellectuals 

There i s  now the shining example of Yüan Chieh of Tao-chou， to whom the old 
phrase may apply: “ The sage of olden times can stand in awe of the later-born." 

Tu Fu， “A Companion Piece to Y位an's ‘Ballad of Ch'ung-ling' " 

His mind of antiqui句， his deeds of antiquity， and antiquity's language. 
Yen Chen-ch'ing， “ Funerary Inscription for Yüan Chieh" 

When 1 compiled the CIl'ielz-cllung dli [ The Satdlel Al!tllOlogy) ，  someone asked 
how 1 decided upon the poems 1 included. 1 told him : the ancient principles of 
poetry [Jeng-ya) have lain dormant for almost a thousand years， yet are there 
not men nowadays capable of such poetry， but lost to the world ? There are those 
whose names and reputations remain obscure， who do not live out their full 
span of years， who lack friends to understand their worth， who go unpraised and 
unsung， who simply die and that's an end to it . Can anyone claim there are none 
such ? 

Most writers of recent times imitate their predecessors ever more closely 
and 前 hampered by to叫 regul:itions. Th吋 giealest det�hf iriIrsirn也tnde;
and they follow transient fashion in their diction， unaware that by doing so they 
bring ruin to what is right and proper. Isn't it true ? Such poets write about the 
flora and fauna of each season， then set their works to the music of stringed 
instruments and pipes. That may be just fine for the lewd and deluding songs of 
singing boys and dancing girls in private chambers， but for an upright and educated 
man， a gentleman of the Great Odes一1 don't think it is right that such a man 
listen to that kind of poetry or chant it himself. 

Yüan Chieh， "Preface to the CI1' iell-dlUng clli" 

The High T'ang had successfully domesticated antiquity in the kuτfeng ; the 
great "decline" of literature had been accurately located in a recent past 
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that was ever receding， a “bad past" layered between antiquity and the res­
toration of antiquity's values in the present dynasty (see 07865) . But the 
radical fll-ku sentiment that fathered the T'ang ku:feng was by nature 
polemical and unsatisfied. Li PO and others might COI gratulate present 
writers on their restoration of literary antiquity， but such complacency 
was alien to jit-帥 '5 first inclinations-though it would approve of the 
gesture of loyalty to the dynasty implicit in the claim that antiquity had 
been restored . 

The reformist zeal offu-的 could not remain long satisfied by the ku­
fcng. The second generation of the High T'ang produced a new fu-ku radi­
calism in Yüan Chieh. Yüan took aim not at the long-dead frivolities of 
Southern Dynasties poetry， but at the poetry of the High T'ang itself. In 
the above section of the preface to The Satcllel Antho logy， Yüan Chieh 
insisted that the truly worthy poets were unknown， their virtues hidden 
by the eminence of contemporary poets who had become famous for 
pernicious poetic practices : themes of natu況， tonal regulation， and poetry 
written to be sung. One can only wonder who these amoral composers 
for courtesans and catamites might have been-Li Po?  Wang Ch'ang-ling? 
Wang Wei ? 

Like other second generation poets， Yüan Chieh had to confront an 
entire generation of genius and poetic fame ; he protected the identity of 
his own work and that of his friends by espousing a poetics in which fame 
was the mark ofinferiority. Nor had the戶-ku sentiment lost its force : Yüan 
Chieh's opinions and his radical 戶-kll stance were praised by a whole gen­
eration of intellectuals. But unlike his great 戶-ku predecessor Ch'en Tzu­
ang， Yüan Chieh's poetry and that of thc poets he admired was largely 
ignored. Yüan had tried to create a new language for poetry to answer the 
moral seriousness that戶-kll demanded of poetry， but he was successful only 
when he moved to compromise with established poetic modes. His goal of a 
powerful poetry that embodied Confucian cultural values was to be ful­
filled only half a century later in the poetry of Meng Chiao and Han Yü. 

Originally fu-ku sentiments had shown a strong affinity to men who 
were outside the circlcs of capital poetry. As can be seen in the passage from 
the preface above， in Yüan Chieh that  affinity had become a cult of unsuc­
cess. Truefu-ku writing had to emanate from the poet forgotten by the age， 
the poet who lived in dire pover句， the unrecognized m咽 。f moral value 
with talent for both st 

‘ 屯
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it came to speak for the downtrodd凹， to take the part of the peasants 
against thE gOVErnmEnt yuan ChiEh EVEn praisEd barbarians aboVE civilized 
Chinese (a possibility raised in the Analects IX. I 3 ) ，  though that was an 
extreme to which few fu目的 writers would go.  

Yüan Chieh was born in 7時 into a c1an descended from the Hsien-p'i 
rulers of the Later Wei . t  Like the great Wang's of the capital， the Y üan's 
were originally from T'ai-yüan， but during the T'ang， the c1an had been 
steadily losing its ability to procure the best posts for its members. Yüan 
Chieh's father had briefly held a very low post in the central government， 
but had moved to Lu County in Honan， where he lived out his life as a pri­
vate citizen. As with other poets， we should remember that a central gov­
ernment post did not necessarily reflect a man's wealth or his local power 
and prestige. 

The most important figure in Yüan Chieh's early life was his cousin 
Yüan Te-hsiu 元 德 秀 . Yüan Te-hsiu was probably the c10sest T'ang approx­
imation to a Confucian saint. An exemplar of fiIial piety， a successful local 
administrator who governed by moral force， and afu-ku poet (whose works 
are no longer extant)， Yüan Te-hsiu became the subject for both prose and 
poetic hagiography (e.g . ，  2003 3 一抖， 3 3474). Yüan Chieh spent much of his 
youth living with Yüan Te-hsiu and probably met the great intellectuals 
like Hsiao Ying-shih who were acquainted with his cousin. And Yüan Chieh 
became the jil-ku moralist that such an upbringing might have been ex­
pected to produce. 

Yüan Chieh's first datable poem， “Pity for Dissolution" 閱 荒 ( I 2574)，
came from 746. In that year Li PO was off wandering in the Southeast after 
his dismissal from the capital ; Wang Wei was holding a respectable post in 
Ch'ang-an and producing graceful poems for court outings along with the 
serene poetry of reclusion ; Ts'en Shen was in the crown prince's guard， 
trying to build a personal sty le on the models ofLi PO and Wang Wei. Y üan 
Chieh's "Pity for Dissolution" was technically a Izuai-帥， occasioned by a 
visit to the old Sui canal built by Yang-ti. But Yüan Chieh's huai-ku differed 
radically from earlier I!uai-ku : its title suggested general rather than occa­
sional significance ; explicit moralizing occurred throughout ; its diction 
was idiosyncratically archaic ; and the poem showed a deep concern for the 
proper function of poetry. These were to become important characteristics 
of Yüan Chieh's prerebellion poetry. 

“Pity for Dissolution" wa 
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Lest some remarkably obtuse reader miss the poem's internal moral­
izing， Yüan Chieh provided the poem with a preface to underline the ethi­
cal dimensions of the situation : 

1 obtained the five "Songs of Wrongs Suffered ，刊 and when 1 investigated their 
purport， 1 could see that they were expressing grievances against the ruler. So 
1 amplified the idea and selected a song [as Confucius “selected" the poems of the 
Shih-chingJ to write my "Pity for Dissolution . "  

Straightforwardness was one of the  qualities most admired by fu-ku writ­
ers， and the preface a在àrded an opportunity to reinforce a poem's moral or 
intellectual poi則， as well as providing the occasional context. It is theref ore 
not surprising to find that Yüan Chieh's collection has more prefàces to 
poems than the collection of almost any other T' ang poet. 

“Pity for Oissolution" is not an exciting poem either in the original 
or in translation， but it is  an excellent examplc of the amplification of a 
moral problem in history. The middle section seems to contain one of the 
Slli fàlk songs， which complains about "Heaven's Prisoner" (the ruler) 
who feels that the mortal confines of the world are "Heavcn's Jail" ; both 
terms are also names of stars. 

1 5  Barge and galley， shapes of dragon and cormorants 
Sailed along as though bearing his palace towers， 
And before his dissolute pleasures were done， 
He came to the edge of the blue sea. 
At once he saw the mountain straits to the ocean. 

20 And he thought on erecting a sea-gazing tow缸，
Unaware that his capital Hsin-tu then 
Had become a hill of attack and battle. 
In this age we have the songs of that time 
Which express great wrong and suffering : 

2 5 “All this sea-bound world denounces Heaven's Jail， 
And why do we denounce Heav凹's Prisoner ?一
H�;1Yen�s�risoner j� a-軒Kk�4 凹thl甜甜吭
Our enemy， ours-the millions of people. 
And men will seize the scythe of Heaven， 

30  And men will take Heaven's carving knife一
What we want is to fulfill our desires， 
To join and cease this mis釘子 "
1 found these songs of the Sui， 
And each was the Sui rul缸's shame. 

3 5  If you sang them in bright da ys of spring， 
Y ou could almost feel the world turn autumn ; 
Keep singing them， and before you're done， 
The aura of their wrongs will ftoat about you. 

紅 絡 狀 龍 孟島
若 負 宮 閥 浮
荒 娛 永失 控
始 到 滄 海 頭
忽 見 海 門 山
思 作 草 海樓
不 幸， 新 車fl i!久
已 � 征戰丘
當 時 有 進可支
歌 曲 太 寬 愁
四 海 非 天 Jit.
何 � �F 天 囚
天固立函志
為 我 1i， 娃 做
人 將 手 ! 天 至2
人 將 持 天 錢
所 欲 克 其 心
相 與 純 是 愛
白 得 f青 人 歌
每 � 時 君 羞
欲歌當 時 春
似 覺 天 下 秋
史 歌 曲 永 終
如 有 怨 氣 浮
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Surely the king's heart was c10uded indeed， 
40 That he took no heed of their spite and rage : 

If just one man would sing these songs， 
AII the world would raise lances joyously. 

[ 1 2 5741 
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奈 何 'ij:. 王 心
不 覺 比 忍 尤
道 今 一 夫 唱
四 海 '1丹 4是 :t

Righteous rebellion， the power o f  poetry and the people's ill-will to influ­
ence the seasons， royal responsibility一these were ancient and potent them凹，
but themes usually suppressed in poetry. A bold poet might speak of the 
hardships su能red by imperial armies or even， at tim凹， the suffering of the 
peasantry ; but to see those same peasants taking up their great scythes on 
Heaven's authority to put an end to an uqrighteous ruler- that was taboo 
as a poetic topic， however legitimate it might have been in Confucian poli­
tical theory. 

Like Tu Fu and Kao Shih， in 747 Yüan Chieh presented himself for 
the special examination set to discover hidden talent that had been over­
looked in previous examinations and in the usual channels of recommen­
dation and privilege. Like all the othe時， Yüan Chieh was failed on Li Lin­
fu's orders， and the ensuing disappointment surely contributed to the con­
viction on the part of Yüan and many other intellectuals that there were 
indeed numerous unrecognized men of talent. The praise of the virtues of 
unsuccess that appeared in the preface to The Satchel Alltho logy had roots 
in contemporary political experience as well as in the .fì←的 tradition. And 
in his own unwitting w呵， the great aristocrat Li Lin-fu contributed to the 
midcentury Iu-ku revival. 

When in the capital for the special examination， Yüan Chieh presented 
his ten “Two Kinds of Airs" 二 風詩 ( 1 2 527-36) . Written in archaic tetra­
syllabic meter， this series consisted of five poems on examples of good gov­
ernment and five poems on misgovernment. Each poem was provided 

. with a short pref ace that stated explicitly the moral of the poem. And to 
clarify the obvio凹， Y üan added a “discussion" (lul1 論) explaining the plan 
of the series. The seriousness and self-consciousness with which Yüan in­
yested the series were far more important than the series itsel仁 Court poetry 
had possessed tacit rules about 110/1' poetry should be written， but only Iu­
ku possessed articulate principles of what poetry should be. Aesthetically 
pathetic， Yüan Chieh's early series did represent a planned， internal order， 
written to fulfill a prior concept of what poetry should be﹒ Literary self­
consciousness in the eighth century was still largely technical ;fu-ku retained 
the monopoly on the vis 
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to thc pentasyllabic line， as was appropriate to yüeh-:.fu. The series repre­
sentcd the primitivisticfu-ku interpretation of yüeh.:fu as the poems selected 
for the Han Music Bureau ( Yüeh-fu) ， expressing the sentiments of the pop­
ulace. Yüan Chieh gave the series a general preface stating the purpose of 
the poems， but the series lacked the individual prefaces and internal unity 
of the "Two Kinds of Airs." 

The most remarkable of these poems is the fìrst， “Thinking on High 
Antiquity" 思 太 古， in which the golden age of the past is found in the prim­
itive tribes of the south : 

To the southeast three thousand miles 
The Yüan and Hsiang form Grand Lake， 
And by lakeside are deep mountain vaIleys 
Whcrc people live， that seem so simple : 
They lodge their children in treetops， 
And in the waters catch crowfish， perch. 
Their joys are shared by birds and beasts， 
And no constraints bind body or mind. 
1 have traveled aIl China's nine regions 
And nowhere e1se can such ways be found . 
What has become of our sages' teachings ? !  
Unconsciously 1 waver here long. 

[ 1 2 5471 

東 南 三 千 里
玩 湘 為 太 湖
湖 土 山 谷j家
有 人 多 似 惡
嬰孩 寄 樹 顛
就 水捕 鴿 鐘
所 教 問 鳥 獸
身 意{J.何拘
吾 行 進九 州
此風 皆 已 且在
。T噓 � 覽 教
不 覺 久蜘 且聽

The closure i s borrowed from the ku:fe旬， the straightforward act of deep 
emotional turmoil， but the language of the poem as a whole has an artless­
ncss that differs greatly from the ku-feng style. It  is the artlessness of "High 
Antiquity" and its primitive simplicity that still can be found in the south­
crn tribes. If the Chinese “noble savage" was not as potent a myth as his 
Western counterpart， he at least had a millenium's priority. 

From about the same time as “ In the Succession of the Yüeh而 " came 
another series， “Amplifying Thoughts Stirred" 沒 興 ( 1 2 57。一73) ， four 
poems 011 the gods in the manner of“The Nine Songs" of the Ch 'u-tzu. As 
the plainness of the preceding poem was to echo the yüel可U of Han， these 
songs employed the rich， expressive vocabulary of the Ch 'u-tzu tradition. 
Undatable but probably also from this prerebellion period were two other 
archaic series by Y üan : “Filling in the Lyrics of Ancient Songs" 補 樂 歌
( 1 2 5 37-46) and Yin-chi 5 1 經 ( 1 25 76-79)， an untranslatable title that Yüan 
endeavored to explain in the preface as "complete expression of emotions 
stirred. " Like "Amplifying Thoughts Stirred，" the Yin-chi were in the Ch'u 
song tradition， but "Filling in the Lyrics of Ancient Songs" was an attempt 
to write lyrics for song titles preserved in ancient texts. The models for “Fill­
ing in the Lyrics" were the Shih-ching;  other poetry of antiquity preserved 
in various texts (most of which is now recognized as spurious) ， and Shu 
Hsi's series of “Filling in the Lyrics of Ancient Songs" (p. 1 56) . 
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Yüan Chieh's prercbcllion poctry was rcmarkablc in thc scriousllcSS 
with which Yüan sought to create a newρ時U poet作 Equally remarkablc 
was the consistent use of the preface as a theoretical text to justify the poet's 
experiments. Though Yüan tried many styl白， their variety was unifi ed by 
a conscious avoidance of conventional poetic diction. When simple， Yüan's 
style was an artless simplicity entirely unlike the artful simplicity of Wang 
Wei ; when difficult， Yüan's style was diffìcult by rich archaism rather than 
by syntactic and semantic play. Like Ts'en Shen， Yüan Chieh strove to be 
di是rent from those contemporary poets who “imitated their predecessors 
ever more" ; Yüan achieved “difference" in his poetry more perfectly than 
Ts'en Shen did， but that radical di任erence was no guarantee of aesthetic 
success. Indeed， his success in being different was directly proportional to 
his lack of success in the poetic art. 

In 754 Yüan Chieh passed the examination and rcturncd to Shang-yü 
Mountain， where he had been Iiving with his cousin. When the rebellion 
broke out late in the following year， the family A ed south， 的 nally taking up 
temporary residence at ]ang Creek in Kiangsi. Then， in 759 Su Yüan­
ming 錄源 明， known in the T'ang as a kU-111en master like Yüan himself， 
recommended Yüan to the central government. As a result， in the early 
760s Yiian held a series of military commands to organize regional resis­
tance against the various insurgent groups contending in the countryside﹒ 

It  was during this period， in 760， that Yüan Chieh put together The 
Satchel Anthology， the Ch ' iell-chullg chi 僅 中 象， and began a new period of 
poetic activity. Perhaps basing himself on the model of the Ch 'ieh-chuI月f
poets， Yüan Chieh moderated his fu旬的 radicalism and turned to a more 
discursive， less archaic poetry. Abstract discussion， emblematic allegory， 
and a盯r此叫cha凶alC m址at 
t出he臼se wer閃e s叩o alien to the ma羽ins臼叫s仗t仕re臼am of T 'a叩ng poet甘ry t出ha泣t i此t wa瓜s unlikely 
t出ha前t m建句JO叮r poetry could eme叮rge from t出he凹m. A pr吋efe叮r凹able aternat位ive， equally 
legitimate in thefu-ku tradition， was to wr肘 。f some exemplary Sitl叫lon
that incamated "ancient" values of public morality. To Yüan Chieh， with 
his new administrative experienc的， the peaceful and simple society of the 
golden age could be glimpsed in this wor肘， and wherever it might be 
found， it was inimical to and threatened by the political exigenci 

T 0 my Neighbors at Jang Creek 

In 75 8 1 took my family to Jang Creek to preserve 
thEm bom harm In thIS YEar of 76I  I tind myself m 
charge of troops from Ching-nan ga訂甜r叮risoning Nin 
Rivers. Here on military duty 1 don't get to see my 
o ld neighbors from Jang Creek as 1 once did. B山

與 濃 濃 郁 里

乾 元 元 年 ， 元 子 將 家 自
全 于 濃 濃 。 上 元 二 年 ，
在頁 划 為 之兵 鎮 九 江 。 方
在 軍 抹 ， 與 濃 濃 鄰 里 不
得 如 往 時 相 見 遊 。 又害。
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1 know that the people there arc fi nding themselves 
in evcr-increasing difflClllties and poverty. 50 1 wrotc 
this pocm for them. 

In recent years， in rebellion's hardships， 
M Y entire clan tled southward : 
Each day we went ten or twenty miles， 
Thcn halted fro m love of your mountain village. 
Pcak and valley gaped in light shining， 
And no house lacked its private spring ; 
Evcrywhere tall bamboo lined the road， 
And tiny boats were at every gate. 
Jang Crcck's shores twist in the middle， 
On its sllnny side are peacef ul gardens. 
In thosc days our neighbors gave word to llS : 
“W c accept you and your 0位pring . "
Whcncver necessitics were wanting， 
Our neighbors willingly shared with us ; 
Whenever wc were distressed， 
Our neighbors then took care of us. 
People like these now grow ever poorer， 
Havc not misscd the injllsticc of forced labor. 
1 end with this plea for Jang Creek一
Lct the world not speak of it. 

[ 1 2582)  
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濃 濃 之人 ， 日 轉 窮 困 。
故作 持與之 。
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PresumabJy， if  Jang Creek became known， i t  would suffer even greater 
di的culties﹒ The poem stands uneasily between the Confucian impulse to 
manifest ethical and social problems in order to rectify them and， on the 
other hand， the quiestist impulse to the safety of obscurity. The poet also 
stands divided between a public posture and the yeaming for a perfect polity 
in which the unseen， unacting govemment disappears behind a harmonious 
agranan sOClety. 

Returning to Jang Creek， Yüan expe�i�nced 叩 向中 ll1Q!"C dis宣tlJ�血19
sense Of meirioersnip iii an unsuccessfully manipulative government from 
which the people rightly felt alienated. 

The Lcsson of a Former Visit to Jang Creek 

In years gone by on the shores of the Jang， 
Thc people acted all llnselfconsciously. 
But now when 1 visit this land again， 
5ceing mc peoplc are instantly ill at ease. 
My own hea肘's relation to the people of Jang 
Makcs no distinction of "grand" and “humble"一
No， thc people ofJang have changed IIleir hearts， 
And surely because of my government robes. 
In ancient timcs wise men hated this 

喻 濃濃 鄉 營 造

往 年 在 i主 演
讓 人 皆 忘 情
今 象遊 讓 鄉
i主 人見 我 驚
我 心 與 讓 人
豈 有 辱與發
i是 人異 其 心
，， � 我 冠 縷
昔 腎 惡如此
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And theref ore refused high office : 
In their native towns they grew old in proverty， 
Quit， went back to labor at the plow. 
They would feel it more strongly still， 

had they， like 1， lived through rebellion. 
1 grow daily more weary of hearing of battle. 
And most 1 love this single creek 
That kceps the name Jang， meaning "Yield ." 
ln the end 1 will surely come to its shor的，
Drinking， munching， live my life to full span. 

[ 1 2 5 871 
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所 以 辭 去 御
會 窮 是 鄉 里
白 休 i主 力 紛
況 曾 經 逆 南L

日 欣 聞 戰 學
尤 愛 一 澆 水
而 能 .(f �在 名
終 當 象其 演
飲 啄 全 此 生

Though the informing values are di任erent， this poem i s  rcminiscent ofMcng 
Hao弋jan seeing Lu Mountain and thinking on the recluses there (0763 1 ) : 
Meng expressed his desire to be a recluse， but excused himself from imme­
diate withdrawal because of a government mission ; th凹， in compromise， 
he promised that someday he would retum. Wang Wei may exclaim at the 
pastoral scene “Why not go now? !"  (0586 1 ) ，  but in poetry the joy deferred 
is the rule. Yüan Chieh's poem is discursive in the extreme， and one might 
be tempted to call i t  "prosaic" were it not that a writer was even less likelv 
be so discursive in pros巳 In the context of contemporary poetics， the pocm 
was a species of “antipoetry" that aimed for authenticity in its ramblings. 
It  is the secret twin of Wang Wei's great goal， the self-conscious poet using 
his manipulative powers to defeat self-consciousness， the yoking of art to 
defeat art. 

After completing his years of  military service， Yüan Chieh spent the 
remammg years of his life， until his death in 772， altemating between 
periods of retirement and serving in regional prefectural posts. I t  was in 
Tao-chou， located in the southern part ofHunan， that Yüan experienced the 
worst contradictions of practical politics and social realities : his precarious 
situation was set forth in the preface to the “Ballad of Ch'ung-ling" 卷 成 行
{ 日576) : 

In the year 763 the "Easygoing Old Man，" as 1 call myself， was made prefect of 
Tao-chou. Previously Tao-chou had consisted of over forty thousand households， 
but since the rebellion not even four thousand are le丘， and the greater part of 
these are incapable of paying taxes. It  had not even becn fifty days since 1 assumed 
office when 1 received over two hundred legitimate demands from government 
clerks (for taxes and expropriations) .  Evcry one of these said that if  1 failed to 
meet the quota， my crime would be punishable by dismissal and having my 
name removed from the registers of off icial exemptions. What a situation ! If 1 
were to fulfi ll these commands to the minutcst detail， the prefecture would revolt， 
and then how could 1 escape punishmen t ?  On the other hand， if 1 were not to 
fulfill the commands， 1 certainly would be gravely punished. 1 have taken this 
office to soothe the people and give them respite， but the office turns out to be 
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no morc than a pcriod awaiting punishment. This prefecture was once called 
Ch'ung-ling， 的 ! wrotc a “Ballad of Ch'ung-ling" to bring the sentiments of 
thosc below to those above 

The closing phrase， “to bring the sentiments ofthose below to those above" 
以 走下 情 ， is one of the canonical Confucian functions of poetry : poetry is 
the e任èctive/aftèctive use of language that not only states the position of 
the people， but states it in such a way as to touch and convince those in 
power. The ballad itself is rather too long to quote here in its entirety， but 
the following passage illustrates the pathetic picture it paints of the suffer­
ing populace : 

What they eat at dawn are the roots of plants ; 
What they dine on at dusk is bark of trees﹒ 
When they speak， their breath seems about to fail， 
Swiftly they speak， but their movements are slow. 
! cannot bear to summon them， 
Still less， to whip or flog them 

朝 J食 是 草 根
暮 食 是 本 皮
出 古 氣欲絕
吉 達行 步 i是
追呼 尚 不 忍
況乃 絞扑之

Several years earlier Tu Fu had written similar narrative poems on the 
plight of the common people and specifìc social abuses， and since Tu Fu was 
later to write a companion piece for the “Ballad of Ch'ung-1ing，" it  may 
be that Yüan was familiar with Tu Fu's work. But despite this coincidence 
of their interests， the two poets were profoundly different : perhaps the 
strongest element in their di陡rence was Yüan Chieh'sfu-ku self-conscious­
ness : Yüan could not resist closing the “Ballad of Ch'ung-1ing" with a 
statement of the canonical poetic function : to speak on behalf of the people 
as though he were “selecting" the Kuo-fetlg， that portion of the Shih-ching 
that was supposed to make the sentiments of the common people known 
to the ruler : 

Who is there now to select the “Airs of States" ? 何 人采 國 風
Only ! ，  who hereby present these lines. 吾 欲虛k 此 辭

Though Yüan Chieh was able t o  obtain a temporary reprieve for Tao­
chou's tax的， the essential confl ict between Confucian social values and the 
coercive realities of contemporary politics remained. 2  While we might con­
ceive of a true social heroism as accepting compromise and helping the 
people as best one can， the Confucian tradition validated absolute virtue 
only by absolute success ; if absolute success was denied by the conditions 
of the age， the only recourse for absolute virtue was flight. But when Yüan 
finally made that gesture of flig恤， he retained a dimension of public moral­
ity in his flight by echoing the peasant speaker of Shih 1 1 3， fleeing oppres­
sion to a “happy land." The poem was Yüan Chieh's famous “After the 
Raiders Have Gone : To Clerks and Oflicials" 賊 退示 官 吏 :
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In 763 raiders from the western platcaus attackcd Tao­
chou， burning， looting， and murdcring .  They left only 
when everything was virtuaIly gone. The foIlowing 
year the raiders struck again， this time at Yung-chou， 
smashing Shao， but they turncd back bcforc thcy 
crossed the boundaries of this prefecture. We do not 
seem to be able to control the enemy by force， and can 
do no more than endure the wounds we su叮叮. But 
how， after aIl this ， can the government envoys increase 
our hardships with more demands and exactions of 
taxes? For this purpose 1 wrote this poem to be shown 
to the c1erks : 

23 5  

癸 9r 炭 ， 西 原 絨 入 這
刑 。 焚 燒 殺 隸 ， �更 重
而 去 。 明 年 ， 賊 又攻
永 刑 ， 破郁 。 不 犯 此
州 i畫 郁 而 退 。 主 力 有t
令l 敵斂 。 蓋 蒙 其 侮 憐
而 已 。 論 f史 何 $， 忍 苦
徵 斂 。 故作 詩 - .. 富 ，
以 示 官 吏 。
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In past years 1 lived in an age of peace， 
Twenty years amid mountains and forests. 
Springs lay by the door of my yard， 
Caves and ravines， right bef ore m y gate. 
Field taxes were taken at regular times ; 
At sundown a man could stiIl slcep in peace. 
AII at once we came into times of troublc， 
And 1 served several years under battle flags 
Now， 的 1 govern this commandery， 
The mountain tribes are running wild. 
The city， so smaIl the raiders didn't sack it. 
But its people are poor， their wounds to be pitied. 
Thus， when the neighboring regions were plundered， 
This prefecture alone remained intact. 
Then come commisioners with royal commands­
Surely they must be better than thc raiders ! 
But with their exactions and their coIlections 
They harry us Iike a simmering fire一
What kind of person would end m凹's lives 
To be a great worthy of the age? 
How ! long to cast down my symbols of 。到仗，
Take fishing pole， punt my own boat away， 
Go with my family where there's fish and grain， 
To live out my Iife by the Yangtze and sea ! 

[ 1 2577] 

The poem is framed by the idyl1ic world seen earlier in the Jang-chou poems 
and in “Thinking on High Antiquity. " Yüan， the public poet， was grad­
ualIy changing into a private poet : the poem stil1 exists for a social func­
tion， “to be shown to clerks and officials，" but in the' end the self-aware， 
moral poet yields to the poet who acts for himself Yüan Chieh's poetic 
development was consciously tied to his social and political experiences : 
this was Yüan's chosen myth about the nature of poetry-a literature alive 
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in the political and social world， serving to articulate and change the rela­
tionship between moral value and political reality. 

Even before his experiences in Tao-chou， Yüan Chieh had taken to 
calling himself the "Easygoing Old Man" 沒 史， a pseudonymn that affected 
the private values of the eccentric. Even though he was to accept public 
office one more time afi:er his second term in Tao-chou， the public poet dis­
appeared forever， and in his place appeared the landscape poet and the ec­
centric. In many ways this later poetry ofYüan's is more attracti�e than his 
ρ←ku poetry. But even though Yüan brought to such private poetry his 
wide vocabulary and stylistic range， his later poetry was fundamentally a 
retreat into poetic conservatism， a retreat that signaled the failure of Ju-ku 
poetics in midcentury. One of Yü間's favorite themes in his later poetry 
was relativity-Iarge things seeming small and small things seeming large 
(c.g. ， 1 260 1 ，  1 26 1 4) .  This visual relativity was inextricably linked to the 
relativity of values in the Chuang-tzu， and one cannot help but see in this 
theme an apology for his abrogation of public responsibility， for which 
Chuang-tzu 's  moral relativity might serve as a convenient excuse. 

Wine Cup in Stone Hollow 

Tiny mountain 0 f stone， u到utting sheer， 
Some peaks face my resting place by  a hollow : 
This hollow in stone can serve as m y wine cup， 
Though 1 can't give a name to what kind it is. 
1 wcnd a circling course round a few square feet 
And seem to see here the immortals' isles， 
For when the wine tÎrst brims this "cup，" 
Thcre are isles and peaks appearing. 
Sure cnough， we have here Sungazing Peak 
That looks straight down on the dark， dark sea. 
1 Iove the place， don't notice I 'm  drunk， 
1 lie down drunk， wake u p sober again 
To grow drunk then sober by this， my wine cup， 
Has-nuw-m:CUIlIC""TlIγvery nature� 
And as if I 've conceded the dispute to Form， 
M Y sitting nook looks down on the district capita l :  
A level lake lies near my stairs， 
And far mountains are a green upon green. 
There are twenty or so unusual trees 
Whose branches and boughs crown columns， eaves， 
And whose twisting roots fi ll these rocks， 
All taking the shapes of serpents and dragons. 
In m y  wine hall I 've stored away vats of brew， 
And the doors and windows， all filled with jugs， 

;t 樽 詩

嘖嘖小 山 石
教 率封 家 亭
定石 有甚 � 樽
狀 額 不 可 名
i巡 回 教 尺 間
如見 小 蓮 語支
持 中 酒 初 派
始 有 島 嶼 生
豈 無 日 觀 率
直 下 臨 滄 j冥
愛之不 覺 碎
碎 趴 達 自 國皇
島皇 島早 在 轉 呼
慈� 菩f奎清
苦 以 形 勝 古每
坐 鵡 p.t 郡城
乎 湖 進 時 物
進 山 復 奇 奇
異 本 錢 十 誅
枝條 冒 f喜 極
盤 根 滿 石 土
皆 作 龍 蛇 形
滴 堂 繪 圖畫 器
戶 精 皆 1- 餅
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50 this "wine cup" can be kept full forever­
Now who really is T'ao Yüan-ming ?  

[ 1 2607] 
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此 樽 可 常 滿
誰 是 陶 淵 明

When Yüan Chieh “concedes the dispute to Form，" he is referring t。
“Form， Shadow， and Spirit" 形 影 神， the famous debate poem by T'ao 
Ch'ien (T'ao Yüan-ming) . There Spirit advocates Taoist passivity ; Shadow 
advocates social values and personal reputation ; but Form represents an 
inebriate epicureanism that neither transcends life's concerns nor fac的 them，
but forgets them in the self-pleasing stupor of wine. “Form" does most 
accurately represent the T '  ang “type" of the drunken eccentric， but refer­
ence to the debate poem undermines the assurance of the role and casts the 
discursive poetry of drunkenness in the terms of defense and apology. 

Yüan Chieh's last extant poems date from 767， a series offive “Rowing 
Songs" 主史 乃 曲 ( 1 2620-24). Yüan had just been in the capital and was re­
turning to his district : the moralist and the intellectual had receded into a 
mellow irony that was not unlike some of the late poetry of Tu Fu or of 
Han Y位 的fty years later : 

My name and deeds by chance 
survive in the world of men. 

1 follow custom， but in these times 
find m yself ill at ease. 

1 went to greet the grand masters of state， 
to ask them how one governs， 

And now my boat goes back again 
into Nine Doubts Mountain 

[ 1 2620] 

偽 存 名 跡 在 人 間

順 俗與時 永 安 問

4丘吉哥 大 官 是 同 政

扁 舟ir 入 九 疑 山

Fame i s haphazard ; the times are awry ; and the poet， once the self-assured 
fu-ku moralist， speaks with a wr叮y humor as he r凹ep戶orts“s of a的sking the gre臼at
in Cαh'ar叩ng-a叩n ‘“‘忘how one governs." Now he re仗tu叮rns tωo the r跎E臼a叫1 world of 
d由ou曲bt臼s a叫n吋d un肌n缸lκC叫ainties臼吭s， man凶】
150叫口Dtι Mountain.

Yüan Chieh was more an “important" poet than a great one﹒ He was 
an innovator who opened the way for better poets who followed him in 
the late eighth century. 'With a firm conviction of what poetry should be， 
he set about to create that kind of poetry ; yet he found that such poetry was 
no more successf ul in the aesthetics of the real literary world than its Con­
fucian values were successful in the political wor1d. Confucian values had 
to be put into practice in society ; if they collapsed into private values， they 
tended to merge with the private values ofTaoism. The di陡rences between 
the Confucian recluse and the Taoist recluse were of tone rather than sub-
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stance. Like Yüan Chieh， Tu Fu took part in the midcentury fi叫u re­
surgence， but for Tu Fu art occupied a position at least as important as 
his social values. Thus， when those values were threatened by the disinte­
grating fabric of the empire in the 760s， Tu Fu's poetry did not undergo 
the dramatic retreat into the conservatism of Yüan Chieh's poetry. 

POETS OF THE CH' IEH-CHUNG CHI 

The poets of the Ch' ieh-chung chi represented a style， a mood， and a 
theme. The theme was the virtuous man in poverty and difficulty， the “res­
olute endurance ofhardship" (ku-ch 'iung 固 窮 ) of the Analects. That the vir­
tuous man lived in such a condition was an implicit indictment of the age. 
The style was the occasional ku-fe嗯， whose archaism was intensified by the 
frequent use of particles， pronouns， and prose constructions. But all in all， 
the style of  the Ch ' ieh-chung poets was less radically archaic than the early 
poetry of Y üan Chieh and closer to the 似乎ng works of their more emi­
nent contemporanes. 

The Ch ' ieh-chung chi is a very small anthology， consisting of twenty­
four pentasyllabic "old-style" poems by seven poets. Yüan Chieh insisted 
upon the obscurity of the worthy， and most of the Ch' ieh-chung poets ful­
fil1ed his conditions admirably : only two of them have significantly more 
poems than the handful anthologized in the Chieh-chung chi : Wang Chi-yu 
玉 季 友 ， who has thirteen extant poems (of which two are of questionable 
authenticity) and Meng Yün-ch'ing 孟 雲 鯽， with seventeen extant poems. 
According to Yüan Chieh， the anthology was constituted of poems by 
Shen Ch'ien-yün 沈 于 這 and his followers， though Shen is no more fully 
represented than the others. 

There is nothing particularly inspiring about Shen Ch'ien-yün's po­
etry : the theme ofthe unrecognized man oftalent had a powerful resonance 
for T' ang intellectuals書 but in Shen's extant poems the theme is not handled 
with great genius. The poems of YÜ T'i 于 退， Chang Piao 張彪， Chao 
Cheng-ming 越 徵 明， and Yüan Chi-ch'uan 元 季 川 are perhaps superior 
to Shen's， but much in the same vein. The Ch' ieh-chung style is best repre­
sented by the two poets who were most widely known beyond Shen's cir­
cle : Wang Chi-yu and Meng Y加-ch'ing.

Among the Ch' ieh-chullg poets， Wang Chi-yu is unique， for his poetry 
was also anthologized in the Ho-yüeh yillg-ling chi， which provides a less 
partisan view of his poetry than Yüan Chieh's. To Yin Fan， Wang Chi-yu 
“adored the strange and devoted himself to daring， going far beyond ordi­
nary sentiments. But that he wore poor commoner's garb in white-haired 
old age is to be lamented. " The typology was similar to Yüan Chieh's 
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“virtuous man in  obscurity，" but  Yüan placed greater emphasis on  moral 
value than exceptional genius. Wang Chi-yu also had contacts in the larger 
wor1d of contemporary poetry ; picces were dedicated to him by Ts'en 
Shen and the later capital poets Ch'ien Ch'i and Lang Shih-yüan. 

The two poems of Wang's included in the Ch 'ieh-chung chi represent 
that aspect of Wang's talent closest to Shen Ch'ien-yün ; but Wang Chi-yu 
was clear1y the stronger poet : 

To Wei Tzu-ch'un 

When you left the mountains， fall clouds were brig恤，
Now the mountain trees have again turned spring. 
Y ou atc m y herbs of thc mountains， 
But do not remember the mountain man. 
Who in these mountains is my intimate ? 
This white hair of mine， my only kin. 
Both day and night， no rats nor wrens 
They know my kitchen and pantry arc bare. 
But the flourishing pinc of north cottagc 
Wearies not ofits neighbor to the south. 
All that have feelings are cast from mc-
Earth and stone， the same body as 1 

[ 1 3 4 1 1 1 

寄 孝 子 春

出 山 秋 雲 曙
山 本 已再 吞
食 4荒 山 中 學
不 穩 山 中 人
山 中 誰 合 密
白 髮 惟 相 親
在 鼠 畫 R 且在
長。 我 且每 壞 事?
依 依 北 合 .fÄ
不 厭 吾 南 院
有 倚 重 素 描
土 右 為 同 身

Elements of this poem are remarkably close to the severity of Meng Chiao 

in the 790s. However， this poem was also included in the Ho-yüeh ying­

Ii即 chi. where it has a di位rent titl亡， a change in the first li肘， and an incon­

gr已ously obsequious occasional ending added. There is no way to know 

which version is “correct" (if， indeed， both are not correct) ， but an Impor­

tant conftict in sensibility can be seen in the di任èrences between the two 

versions. To Yin Fan， the Ch' ieh-chung version would have been too harsh : 

the occasional closure softened i t :  

Y ou， sir， are a thousand-foot tree， fine substance， 
From Heaven's moisture branch and leaf flourish anew. 
While 1， with the long life of poor timber， 
And without wisdom， can still avoid the axe﹒ 

夫 子 質 千 字
天 ;事 技 華 新
今 以 不 材 壽
j� 智 免 吾吾 斤

The proud austerity of the reclu仗， thc body that is earth and stone， is po­

litEly givEn a seltLdeprEC2ting qualification in the ffo-yikh ywg-liftg cht ver­

sion. On the othcr hand， to Yüan Chieh， compiling the C/， ' ieh-cl!ullg chi 

seven years after the Ho-yüeh ying-Iing chi ， the occasional closure would 

have entirely destroyed the integrity of the poem and the firm， proud 

stance of the moral man. Appending an occasional message to a poem was 

entirely consonant with High T'ang poetic practice， but most modern 
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readers would probably agree that in this case， Yüan Chieh's instincts were 
correct. 

The Ho-y泌的 ying-ling chi also anthologized heptasyllabic poems by 
Wang Chi-yu， a form that Yüan Chieh excluded from his anthology. 
Among these can sometimes be seen the roughness of the Ch 'ieh-chung 
poems， but there is also the “strangeness" and “daring" that Yin Fan and 
many T'ien-pao readers so admired. Yin Fan singled out the following 
poem for special praise. 

Seeing Grand Secretary Yü's Landscape Mural 

A man of the wilds will spend the night 
in a mountain home but seldom， 

When at dawn 1 saw these mountai肘， sa泊，
“It's morning in the mountains." 

Still settled over half your wall 
are clouds upon the peaks， 

And 1 opened the curtains to permit escape 
for the birds upon the lake. 

Now who is that fellow sitting alone 
under a towering pine ? 

Again and again 1 wave to him 
why's he so slow to rise ? ? ?  

The great Lord Y ü gives a hearty laugh， 
and thcn he says to me : 

“Little brother， can you paint in the red and green 
a painting such as this ?" 

[ 1 34 1 8 ]  

觀 于 合 人 壁 畫 山 水

ff 人 宿 在 山 家 少

朝 見此 山 謂 山 盟兌

半 壁 仿 棲 街 上 雲

問 樣 放 出 湖 中 鳥

獨 坐 長 4又 是 阿 誰

再三 招 手 起 � i是

于 宏 大 笑 向 于 吉尼

小 弟 丹青 能 爾 為

W ang Chi-yu was playing the role of the naïve rustic for the amuse­
ment of Lord Y函， and there is liule dignity in his self-mockery. It is not a 
pose Yüan Chieh would have greatly admired， but it indicates a participa­
tion in the more common world of contemporary poetry that made Wang 

哩QçianyQI1��立hfJ:)estJ<.llQ�I1. Q[the Ç11 ' ieh-Ûll"I1gRQe!s，﹒
Meng Yün-ch'ing (b. ca. 7 1 2 - 1 3 )  was the most seriousfu-ku poet of 

the Ch' ieh-chu叩 group and， judging from what survives， also the best .  Like 
Wang Chi-yu， Meng Yün-ch'ing was an acquaintance of Tu Fu's， and he 
was an especially close friend of his fellow countryman Yüan Chieh， who 
bclieved Meng superior in every way to himself ( 1 2 594 preface) . Meng's 
apparent fame removes him from the Ch ' ieh-chung model. Wei Ying-wu 
said of him : “Your lofty writing stirs the falling wave" (09 1 68) ，  alluding 
to thc first of Li Po's Ku-j的g where Ssu-ma Hsiang-ju and Yang Hsiung 
halted the general decline of literature by “stirring the falling wave." In 
the ninth-century Shihτ;en chu-k 'o t 'u 詩 人 主 家 圖， an elaborate and idio-
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syncratic classification of poets by exemplary couplets， Chang Wei 張 �
considered Meng Y甘心ch'ing to b e the foremost representative 0 f a stylc 
he called “nobly ancient and loftily abstruse" 高 古 典 j!. In one edition of 
the Chung-hsinJ? hsiel1-ch' i  chi 中 興 悶 氣 祟， the T'ang critic Kao Chung-wu 
高 仲 式 was more moderate : “His master was Shen Ch'ien-yün， and he 
hunted and fìshed in Ch'en Tzu-ang. The import ofhis verse was of mourn­
ful resentment . . . but if you compare him to Shen and Ch'凹， you wiII 
see he is not quite up to them."3  

Meng Yün-ch'ing was a less radical jil-ku poet than Yüan Chieh at his 
most archaic ; Meng's work falls comfortably into the High T'ang ku-jè咐，
of which he is perhaps the most talented representative. But even in the 
few poems that survive， Meng Yün-ch'ing was a better poet than Yüan 
Chieh. Kao Chung-wu was correct in tying Meng's work to that of Ch'en 
Tzu-ang. At times Meng Yün-ch'ing's poetry approached that of Ch'en 
very closcly， as in Meng's two “Grieving over the Times" 侮 時 (07570-
7 1 ) .  The title indicates topical allegory， and it is particularIy tempting to 
read the second of the pair as an allegory against Yang Kuei-fei (though 
Su-tsung's empress would be another attractive target) : 

The Great Void flows the pale moonlight 
How bright it  is midmonth ! 
Its radiant beams invade bright sunlight's realm， 
Of sage and fool we are led astray in its perfect essence. 
But the four seasons change on and on， 
Heaven's Way has both waxing and waning. 
1 ever expect it to sink tonight， 
But in an instant it appears again. 

[07571 J 

太 空 流 素 月
三 五 何 明 明
光 輝 (美 白 日
賢 慧 迷 至 精
四 日幸 史 變 化
天 這 有 $� 且
常 恐 今 夜 沒
須 央 ìt 復 生

The poem closely echoes the fìrst of Ch'ien Tzu-ang's Kan-yü (0434  7) . The 
.moon stands for the Yin principle， the empress， that infringes on the impe­
rial male Yang and fails to wane as i t should. 

S��en_QfMeng.Y恥ch'ing'5乎自血且l!.}也lψ orÎnthe yiiE崢4 且dIl­
ner， and these belong to the primitivistic interpretation of yüeh抖， seen 
also in the work of Tu Fu and Yüan Chieh. Primitivism appears clearly in 
the use of certain devices ; for instance， certain forms of repetition and 
opening binomes， didactic closure， aphorisms， and exclamations. These 
were picked up forty years later by Meng Chiao. The style had strong asso­
ciations for T'ang readers， an authenticity in emotional directness and a 
concomitant moral sense. In addition， Meng tried to approximate the in­
definiteness and anonymity of the Han shih style : the intricate particulari­
ties of place and circumstance were stripped away， leaving the bare frame 
of an emotional situation. 
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Sadness 

The lonc child goes from loving pare剖，
The far traveler loses his host 
Don' t  sing me the songs of sorrow­
Who can bear to hear such songs ? 
Hear them you can， but meet you cannot， 
Go o仟 ever farth白， no sight， no traces. 
The man walking broods on the journey ahead， 
Waits not on Orion's setting， not Antares'. 
At dawn he always suffers from hunger， 
Evenings too he suffers from hunger， 
Wind-whirled over thousands of miles， 
And poverty， full of inner struggles. 
May no youth set out on faraway travels， 
From faraway travels men seldom return 

[07563 1  
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是 主兒 行

孤 兒去 送 親
遠 客 f是 主 人
其 吟苦 辛 曲
此 曲 吉拉 忍 開
可 悶 不 可 見
去去且在 形 跡
行 人 是吉 爾 程
不 待 參 反 j�
朝 亦 常 苦 餓
摹 亦 常 苦 官員
氯 氣 為 餘 里
貧 賤 多 是 非
少 牟 其 i是遊
途 遊 多 不 歸

The spcaker hcre is neither the conventional persona of yüeh:fu nor the poet 
himseIf as in occasional poetry : rather， it is the everyman of the Han poems 
and the Nineteen Old Poems. 

Fu-ku poets tended to be activists : they believed in the incarnation of 
moral order in the world and considered it their duty to maintain and pre­
serve it. T'ang poems were dominated by the Iyric diad of scene and res­
ponse， world and seIf; the fu-ku version usuaIIy required that the poet res­
pond with a moral position. The moral position manifest in such poems 
may in turn affect the natural order : if the songs of the angry Sui peasants 
could turn spring into autumn， a sincere statement of the moral order could 
likewise rectify natural imbalance. This was a cosmic extention of the 
moral poet's presumed abil的 to rectify social imbalance， and it  appeared 
commonly in the Mid-T 'ang in the poetry of Meng Chiao and Han Y位.
In the foIIowing poem by Meng Yün-ch'ing， the causal relation between 
the moral stand and the cIearing of the weather is not stated explicitly， but 
it is implicit in thejuxtaposition at the cIose of the poem. 

B10ckcd by Winds on the Pien River 

In cIear dawnlight 1 went from Liang and Sung， 
Hung up my sail to go to Ching and Ch'u，  
But once 0位hore， the wind and the t ide grew rough， 
And by a rapids my boat began to turn sideways 
The great river pours on eastward， 
The herds of creatures grow blurred and hazy. 
White fogs :  breath of fi sh and dragon ; 
Brown cIoud ﹒ forms of tigers， of cattle. 
A blur all around mc， 1 lost my bearin跤，

it 河 阻 風

清 晨 自 1吾 家
i主 席 之楚 劍
出 浦 風 潮 惡
傍 濃 舟 欲擴
大 河 復 東 j主
草 動 皆 官 冥
白 霧 魚 龍 �
黃 雲 牛 虎 彩
畫宇 茫 途 所 i!
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AII apprehensive， not even a mome帥's peace : 
Put trust in this， that in this world of ours 
Nothing is Iightcr than human li袋，
But if a grown man has not attained his goal， 
His incIination must be to preserve sincerity. 
For the journey ahead 1 put up my boat and go on ; 
In the southeast there should be an evening cIearing. 

(07573) 

THE INTELLECTUALS 
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克 f要安 暫 享
f言 比 天 地 向
孰 於 身 命輕
丈 夫 茍 永 途
所 向 1頁 存 試
前 路 捨 舟 去
東 南 應 吭 ，青

Ch'en Tzu-ang had been a well-known prose stylist a s  well a s  a poet， 
and Yüan Chieh became even more famous for his prose than his poetry. 
The Ch ' ieh-chung poets may have been exceptions， but in general， prose 
was even more strongly associated w仙 fi叫u values than poetry. This is 
not an indication that 升時u writers felt poetry should be s由ordinate to 
prose ; rath缸， because the language of Confucian moral and social values 
had developed primarily in c1assical prose， prose rather than poetry seemed 
the most natural vehicle for them. 

The great mid-century intellectuals loosely constituted a group，4 to 
which Yüan Chieh was linked through his cousin Yüan Te-hsiu. The two 
dominant fìgures of the group were Hsiao Ying-shih 黨 穎 士 (71 7-69) and 
Li Hua 李 摹 仿. ca. 766) . The hostility towards parallelism， tonal regula­
tion， and similitude Yüan Chieh expressed in his 760 preface to the Ch ' ieh­
chung chi was not unique to Yüan. Similar statements had been made ear­
lier by Hsiao Ying-shih and were to be made again later by Tu-ku Chi 獨
孤 及 . 5 To Hsiao， writing in the late 740S or early 750s (0叮 叮 preface) : 

Literature [wen) does not refer to similitude or to drawing comparisons of kind， 
positioning them in parallel construction and letting them go wild with frivolous 
conceit. In  such cases， what is said will always turn out to be shallow and perverse. 
Devotion to the revitalization of the lesson of cIassical restraint and to making 
manifest what is factually true is， on the whole， unlike the crowd's conception of 
literature. Alas， they think that 1 am idiosyncratic. 

Ornament， fu-帥 's old enemy in court poetry， was still a great foe， but 
both here and in Yüan Chieh a new evil had become the target “simili­
tude" and "comparisons of kind." One hesitates to use the term metaphor 
in this case because Western metaphorical operations have signifi cant diι 
ferences from their Chinese counterparts. It is c1ear that Hsiao Ying-shih 
was 0位nded by the "hiddenness of meaning" that had assumed such an 
important role in eighth-century poetry : the signifìcance of the text could 
be discovered only by "associations of kind." Instead， Hsiao would have 
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the poem represent what was “factually true." Though they r司的ed the 
general metaphoricality of poetry， the Confucian intellectuals would ad­
mit one form of true metapho r :  allegory， in which the surface text was 
only a disguise for an indentifiable and controllable “meaning ."  

On one occasion-probably in the 740s and probably while Yüan 
Chieh was living with his cousin-Hsiao Ying-shih paid a visit to Yüan 
Te-hsiu (07 5 1 9) .  At the time Hsiao was already considered one of the most 
bri11iant young scholars of  the age， and he had already begun to experiment 
in archaic poetic forms and to make pronouncements like the one quoted 
above. Hsiao's example may well have been important influence on Yüan 
Chieh's ear1y archaic experiments. 

]ust as Yüan Chieh and Yüan Te-hsiu were descendants ofthe Later Wei 
ruling hou呵， Hsiao Ying-shih was a scion of the royal house of Liang， one 
of the great families of the Southern Dynasties. But in contrast to Yüan 
Chieh， who grew up in obscurity and spent most of his life in relative ob­
scurity， Hsiao Ying-shih was a renowned intellectual， a student in the im­
perial academy， and an unusually young chin-shih in 73 5 .  Hsiao began his 
career in the imperial library but soon became embroiled in the factional 
disputes of the T'ien-pao. Banished to Kuang-ling by Li Lin-fu， Hsiao 
wrote a history of the Period of Disunion on the model of the Ch 'un-ch 'iu 
and was recalled to the Bureau of History. The enmity of Li Lin-fu again 
drove Hsiao from government， and he was no more popular with Li's suc­
cessor， Yang Kuo-chung. Hsiao was in such disfavor that when a ]apanese 
envoy asked especially to see the famous intellectual， the government re­
fused， probably knowing that Hsiao would have been less than kind in his 
comments on the ruling party. Hsiao escaped the forces of An Lu-shan 
when they swept over the district to which he had been posted， and he spent 
his last years acting the part of the upright Confucian， trying to give moral 
and political advice to a government that would not listen. 

Hsiao Ying-shih's experiments in archaic poetry were modeled on the 
Sbih士也理芒四 itLffi且也U!i且也旦旦 旦時_ itLst;lf彗星lC 缸"一. 彗星壘。主盟主
shih's imitations of the Shih were generally more accurate in their archaism 
than the tetrasyllabic poetry of his contemporaries (though in this case 
"accuracy" rcfers to fidelity to the canonical interpretations of the Shih， 
particular1y in the particles， which Hsiao used generously) .  Like Yüan 
Chieh's archaic po 
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T'ang ku-:feng (e.g . ，  075 1 7- 1 8)  to the smooth occasional vcrse of his cOn­
temporari郎， filled with bewitching similitudes and lovely scencs rangcd 
in parallel construction (e .g . ，  075 30) .  Hsiao faced the perennial problem of  
theρ叫u poet : the more closely he fulfi lled the social and  ethical values he  
espoused， the less compelling h i s  work became artistically. The ku-feng was 
sti11 the most successful compromise between fu-ku val肘s and the eighth­
century poetic art. Equally e陡ctive but less widely practiced was the mid­
century resurrection of yüel!-fu as an instrument of social protest and to ex­
press public values. The possibility of  a “new yüel!τ{u" might be apparent 
to Yüan Chieh， whose military and civil experie盯es justified his speaking 
“for the people，" but such a form was less available to Hsiao Ying-shih， 
who was bound more closely to the intellectual society ofthe capital. 

Li Hua was Hsiao Ying-shih's friend and the second great intellectual 
and prose stylist of the midcentury. Li Hua passcd the chin-shih examina­
tion in 73 5 ， in the same year as Hsiao and Li Ch'i. Like Hsiao Ying-shih， 
Li Hua became widely known without ever rising to high position in thc 
government. When Hsüan-tsung fl cd to Szechwan， Li Hua hurried out o f  
Ch'ang-an to  rescue his mother， bu t  was captured by  the rebels and  given 
unwanted 。到ce. Afi:er the restoration， Li was punitively exilcd to an ad­
ministrative post in Hang-chou. In 760 when he was again offered a post 
in the central government， he refused. Late in his life， Li turned to Bud­
dhism， and he died in 7的6 or a few years thereafi:er. In his old age Li Hua 
was one of the most respected men of letters in the empire， the sponsor of  
many famous intellectuals ofthe later eighth century， including Tu-ku Chi， 
Huang-fuJan， and Han Yü's uncle， Han Yün-ch'ing 韓 雲 卿.

Li Hua did not experiment with archaic models， but instead worked 
in the ku-:fel哼， writing seven “Unclassified Poems" (07482-87) and eleven 
poems on history (07488-98) .  The fu-ku poet's passion for symmetrical 
order appears in the fi rst three “U nclassified Poems" : these poems treat 
the “proper music，" the “proper colors，" and the “proper taste丸 respec­
tiydY. Ihe J211r!h ‘'{，.J些cJ;ls�ifie�LPQ�lll，" i n  "，hich “Yil1Jighj: 主堅堅lfs 些空
universe ，"  is probably topical allegory dircctcd against an cmprcss. Thc 
fifth poem is on the decline of honor paid to Confucian values， while the 
sixth poem is on the choice of scholars as friends. Though Li Hua avoided 
the radical archais 
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temporaries (07499-50 1 ) . Particularly interesting is the survival o fLi H間's
examination poem， written to the topic “ The Bright Moon Rises over the 
Sea" (07506) : this work shows a perfect mastery of formal rhetorical ampli­
fication and ornamentation， and it  is ironic that for the Confucian intellec­
tual to participate in the public world， he had to submit himself to an artis­
tic discipline so alien to his inclinations. 

Hsiao Ying-shih and Li Hua were the central fi gures of a large group 
of intellectuals a吋 write的， most of whom did not write fi叫u poetry. 
Younger members of the circle， Iike Tu-ku Chi and the Huang-fu brothe的，
Jan and Tseng， were linked to capital poetry and followed the bland poetic 
conservatism of the second half of the century. Famous intellectuals like 
Han Yün-ch'ing and Liang Su 察肅 have no extant poems， while Li Shu 字
符 has only one ceremonial cycle extant. 



1 3  

此1inor Poets of the K'  ai-yüan and 

T'ien-pao 

The rubric of "minor poets" is designed to include those poets， out­
side the m句or groupings， whose work survives only in fragments. Their 
"minorness" is a function only of the Iimited scope of their extant works 
and of our inability to judge their work as a whole. On the one hand， the 
category encompasses poets possessing great talent without originali句，
poets who wrote in one or more ofthe shared styles ofthe age. On the other 
hand， there are also poets who do seem to have had independent poetic 
identiti口， but too few of whose works survive to characterize them ade­
quately. 

Wang Chih-huan 王 之 決 was a poet who wrote with brilliance in the 
shared style of the age. He was well known as a poet during the K 'ai-yüan， 
but no collection of his poems seems to have been made . 1  Though only six 
of his poems survive， all quatrains， almost every one has become a minor 
classic. 

Hooded Crane Tower 

. The bright sun rests on the mountain， is gone， 
The Yellow River flows into the sea. 
If you want to see a full thousand miles， 
C位πrlr one more story of this tower. 

[ 1 32841 

登銬 在 樓

白 日 依 山 金
黃 河 入 海 流
著走 窮 千 里 回
更主 一 層 樓

This famous quatrain represents a distinct type in which the persona makes 
or proposes some mysteriously significant gesture in the closure﹒ Here the 
reader is invited to consider the relationship between the sunset， the poet's 
range of vision， and climbing higher in the building : out of that problematic 
relationship， the reader realizes that not only does one increase the range 
of vision by climbing higher in the tower， the sunlight is also briefly re­
gained. ( In later poetry this phenomenon was often described as the evening 
sunlight “rising" on a tower or mountain， instead of the shadow of some 
intervening mountain rising.) 

247 
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The foIlowing poem is also a deservedly famous anthology piece， even 
though it is comprised entirely of commonplaces. 
Parting 

Willows， trees of the eastern gate， 
Richly green， lining the royal moat， 
Recently have su是red broken twigs­
Surely because partings have been many. 

[ I 3 285 J  

i是別

持 科r :車 門 樹
青 青 夾 �r }可
追 求 攀 折 苦
t. J.色 列 車拉 多

“WiIlow" (liu 柳) was homophonous with the verb “stay on" (liu 駒， and
as a result， wiIlow twigs were snapped off at parting to indicate an unwiIl­
ingness to let the traveler depart. The poem uses the evidence trope， as the 
poet reads a hidden message in the forms of the physical world. Howcver， 
the broken wiIlow branch was probably the most common poetic image 
of parting， and the truth "discovered" is the expected one. As in Wang 
Han's second “Liang-chou Song，" the straightforward presentation of the 
expected indicates a conscious naïvete， and the innocence of the speaker's 
inference conceals an immensity of shared sorrows in the evidence of the 
broken branches. 

Ts'ui Kuo-fu 崔 國 輛， a friend of Wang Chih-huan， passed the chin­
shih examination in 726， in the same year as Chi-wu Ch'ien and Ts'ui's 
fellow southeasterner Ch'u Kuang-hsi. Ts'ui's subsequent appointment to 
a low provinvial post was a measure of his lack of political connections， 
but he also formed no strong literary ties among the capital poets. Indeed， 
Ts'ui may possibly have been linked to the party opposed to Chang Chiu­
ling， because he was given a capital post in the early T'ien-pao or last years 
of the K'ai-yüan. Although a capital appointment at this time suggests a 
connection to Li Lin-fu， Ts'ui was also involved with Li's opponents : he 
was probably acquainted with Li Po， and he recomme吋ed Tu Fu'ψ� to the 
throne despite Li Lin-fu's opposition. In 7戶， when Yang Kuo-chung came 
to power， Ts'ui was again sent off to a poor provincial post in the South­
easçmd n-othing-more i:simσwn-ofhim; 

Yin Fan spoke of Ts'ui Kuo-fu's poetry as having a “tenderness with 
cxhilarating clarity" 競 賽 清 楚 ， referring particularly to Ts'ui's yüeh:{u 
quatrains. Ts'ui shared w恤 Li PO an interest in )收h:fu quatrains in the 
tradition of folk songs and popular songs， and most of Ts'ui's quatrains 
were on southeastern subjects. 

Song for South of the Lake 

South ofthe lake they send you on your way， 
North of the lake they come with you homeward， 
Thcn the mandarin ducks in the lake 
Pair by pair fly off on their own. 

[05667J 

湖 南 曲

湖 為 1是君去
湖 北 送君 歸
湖 裹 脅 毒 鳥
雙 雙 他 自 飛
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心1id-Current Song 

1 came back when the sun w泌 的11 high， 
I'd wanted to go on farther， 

to the isles of sweet scent， 
But at the crossing the current was swift 
My boat was whirled around， out of m y control. 

[05668] 
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中 流 曲

鋒 時 日 尚 早
吏 欲 向 芳 i刑

渡 口 水 流 急
i皂舟 不 自 由

These quatrains are modeled on the quatrain folk songs of the Southern 
Dynasties (肘， perhaps， on lost contemporary folk songs of the Southeast) : 
they arc simple love poems which make frequent use of puns and erotic 
metaphors. In “Mid-Current Song" that tradition lcads thc readcr to find 
the metaphor of woman as flower in the "isles of sweet scent" and to hear 
a suggestion of unmanageable passion in the description of the driving 
current. In “Song for South of the Lake" there is also something of the ex­
treme simplicity of Wang Wei's quatrain style. Such quatrains， almost en­
tirely yüeh-:戶， make up twenty→ix ofTs'ui Kuo-fu's forty surviving poems. 

The Ho-yüeh ying-lil1g chi is a rich source for gifi:ed and well-known 
High T'ang poets with ol1ly a handful of extant works. It includes Ho-Ian 
Chin-ming 實 間 進 明， a chin-shih of 7品， whose surviving works consist of 
two ku-yi 古 垂 (07 5 8 1 -82) and fi ve excellent versions of the yüch-fu “ Hard 
Traveling" 行 路 費在 (07583-87) . AIso included are T'ao Han 陶 翰， a chin­
泌的 of 730， and Ts'ui Shu 崖 唔， a chin-shih of738 ，  both gifted practitioners 
of the shared style of the age. The Ho-yüell ying-ling clzi also anthologized 
the works of two friends of Meng Hao寸an， who probably， like Meng， 
worked largely outside of capital circles : Yen Fang 閻 防 and Liu Shen-hsü 
劉 令虛 . Though Yin Fan praised him generously， Liu Shen-hsü is a less 
interesting poet than Yen Fang. All five of Yen Fang's extant poems are 
eremitic landscape pieces with a descriptive genius that would surely have 
have made Yen an important figure in the period had more of his works 
survived. 

One of the saddest losses to High T 'ang poetry is-th已 colre<:i:ionoT
Hsüeh Ch位 薛 緣 ， almost all of whose extant poems survive in the Ho-yüeh 
ying-ling chi. Hsüeh Chü may be remembered as onc of the poets who 
climbed the pagoda of the Temple of Compassionate Mercy with Tu Fu， 
Ts'en Shen， Kao Shih， and Ch'u Kuang-hsi. Unfortunately， his poem on 
that occasion has been lost. Hsüeh Chü was a very well known poet during 
the T'ien-pao and the following decade ; he was a poet with wide-ranging 
friendships that spanned groups and generations-from Wang Wei to Tu 
Fu and Kao Shih to Liu Ch'ang-ch'ing. Tu Fu， always generous to his poet 
friends， seems to have particularly admired Hsüeh Chü's work， and it may 
not be out of place to see something of the older Hsüeh in Tu Fu's own 
poetry. To Tu Fu， Hs廿eh “opened the dark recesses of literature" ( 1 1 096) ; 
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hc was "the master who covered the generation ， / The force of whose tal­
ent grew more godlike as he grew older" ( 1 08 52) . Moreover， from other 
comments by Tu Fu ( 1 1 573 )  and Kao Shih ( 1 0264) ， it is clear that Hsüeh 
Ch的 work was strongly associated with the ku-:feng. In Yin Fan's charac­
terization : “As a man he was firm， honest， and full of spiri t ; what he wrote 
was thc same." 

The ku-feng appears clearly in several ofHsüeh's twelve extant poems. 
His work possesses that personalizing of moral values that so appealed to 
T'ang readers. The opening of “Strong Feelings" 懷 吾兒 行 is a fine example 
of Hsüeh's version of the ku-j台旬， and its public seriousness finds a counter­
part in Tu Fu's work. 

No man is wasted in our brilliant age， 
For the grand edifice， no timber cast aside. 
But the master craftsmen pay me no heed ; 
Use 1 have， but won't chase a lover on IIly own. 
With plans in my breast， 1 gaze on my Lord's gates， 
And tarry there in vain till the year's end. 
The city of Ch'in is filled with horses and coaches， 
At day's evening swirls of dust fty .  
Then with rolling drums the palace gates open， 
Horse-bangles ringing pass paired watchtowers， 
And 1 hear how His thunder and rain are bestowed ， 
None but are covered by Heaven's enriching grace. 

[frorn 1 3 295 ]  

This is not a lush description as one find's in poems on court attendance， 
but an attempt to represent the moraI grandeur of the imperial presence. 
Modern readers would find Hsü趴 other poems more appealing than his 
ku-:feng ; these possess something ofTu Fu's rich imagination and vo

-
cabulary 

Another poet whose work parallels aspects ofTu Fu's was Chang Wei 
張訝 ， a chin-shih of 743 who lived well into the 77os. Chang Wei's later 
poems fall into the blandness of postrebellion capital poetry， with one un­
usuaI featl.lre: they are fiIled with echoes üf tne poetry ofLi PO (e. g . ，  0945 1 ，  
09452， 09476) . Chang Wei's chin-shih o f 743 corresponds to the height of 
Li Po's  popularity in the capital， and this may in part account for his  inAu­
ence on Chang's work. But Chang Wei's most important poem was "An­
swu for the Old Man of PEi-chou'

，
(09450)， a yijrlEdit of social protest that 

used an exemplary lower-class figure to articulate criticism of contempo­
rary social conditIons- As Yin Fan singled this POEm out hr SPECiaI praIse， 
i t  must have been well known by 7 5 3 ，  and thus it may have ëxertecÎ some 
inthenCE on Tu F11， who was also expermEnting with protest }FUrltth at 
about the same period 

Chia Chih 穿 至 (71 8-73) was a friend of Li Po's and an ac 

明 時無 廢 人
廣 度 集 素 材
良 工 不 :Jt 頓
有 用 軍 白 線
懷 策 � 君 門
局長 晏 空 i是迪
秦城 多 車 馬
日 夕 飛 塵 埃
伐 鼓 干 門 巷
喝 河 雙 閑 來
我 問 雷 雨 花
天 浮 悶 不 該
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of Tu Fu's. Chia came from a distinguished family : his father had drafted 
the proclamation for Hsüan-tsung's assumption of the throne， while Chia 
Chih himself drafi:ed Hsüan-tsung's edict of abdication in favor of Su­
tsung. As might be expected of such a figu間， Chia was a master of the 
formal public style， and there are similarities betwecn his work and the 
poetry of Kao Shih. Also like Kao， Chia Chih w rotc a “Song of Yen" 
( 1 1 959) ， though it a less interesting piece than Kao' s .  

Chia Chih's best poetry is to be found in his  quatrains， several of which 
are memorable as example of High T'ang vignette technique， with its vio­
lent shifts and dramatic juxtapositiol1S. 

Minor Poets ofthe K'ai-yüan and T'ien-pao 

台 、馬

台 、馬 1: <是 錢
嘶 嗚 J于 闊 前
開 河 自 蝶 t豈
不 要 下 金 紋

The White Horse 

A white horse with spots of purple joined 
Whinnies before the Cinnabar Gate， 
Hears the bridle-pendants and sets o1f prancing， 
And you need not strike down with the golden whip. 

[ I I 973]  

出 塞 曲

1i， 里 乎 沙 一 來 塵

傳 這五原 烽 火 急

早 于 昨 夜 寇 新 泰

南 飛 羽 被 北 來人

Out the Passes 

Thousands of miles of level sands， 
a single pu1f of dust : 

A winged dispatch f1ying southward， 
another rnan coming north一

It carries the news that at Wu-yüan 
the beacon fires blaze alarrn : 

Last night the Great Khan 
made a raid upon New Ch'in ! 

[ I I97S] 

Chia Chih's most famous extant poems are three guatrains written on 

meetim! Li PO in the South afi:er the rebellion ﹒ the first of these is remark­

able for the nomir叫 c10sing couplet made up of a string of modal images : 

On First Arriving at Pa-ling :  Sailing on Lake Tung-t'ing 初 至 已 成 與 李 十 二
with Li Po and p'ei， the Ninth of His Clan 白 裴 丸 同 泛洞 庭湖

On the river we meet once agaitl， 
all former comrades in travel， 

And we constantly gaze at Hsiang River mountains 
with a sorrow that cannot be born : 

Bright moonlight and autumn's wind， 
waters of Lake Tung-t'ing， 

A lone goose， the falling leaves， 
a single tiny boat. 

[ I I 982] 

ir- 土 相 lt 皆 舊 遊

明 月 秋風 洞 庭 水

Z瓜 ?有 落 索 一 扁 舟

湘 山 永 草 不 堪 忍
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Though the poets above are "minor，" they are in the "mainstream." 
Scattered through the surviving corpus of High T'ang poetry are indica­
tions that there were also individual poets and groups of poets who con­
centrated their efforts in certain of the less common subgenres. Wu Yürr 
alJd a fragmentary tradition of neo-Taoist poetry represents one such 
group. “ Palace poetry" and poems in the tradition of the Yü-t'ai hsin-yung 
represent another such subgroup. In the High T'ang， Li K 'ang-ch'eng 李
康 成 compiled a continuation of the Yü-t'ai hsin-yung， the Yü-t'ai hou-chi 
玉 吾 後 拳 . to carry the Yü-t 'ai style from the Ch'en Dynasty through the 
mid-eighth century. The Yü-t'ai IIOU-chi does not survive， but since some 
of Li K'ang-ch'eng's poems are in the Yü-t'ai style， they may well have 
been part of the anthology (09969一72). At about the same time another 
poet， Liang Huang 梁 鐘， also seems to have specialized in poetry on women 
(099 1 2-26). Except in cases like Li Chiao's collection of yung-Ivu poetry， 
which survived independently， poets with clear “specializations" have not 
survived well， probably because the topical arrangement of the great early 
Sung anthologies permitted only limited representation of a given topic. 
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The Traditions of Capital Poetry 

in the Later Eighth Century 

The K'ai-yüan and T'ien-pao reigns were decades of innovation and 
the growth of the individual poetic identity ; but beginning in the decade 
after the rebellion， a tenacious conservatism came to dominate the world 
of poetry， particularly in the capital. The dominant poets of the later eighth 
century present a less attractive face than their predecessors in Hsüan-tsung's 
reign. Whether by chance or the vagaries of taste， there survives a large 
corpus of poetry by writers active between the late 750s and early 790s. 
The m建jority of these poems were not worthy of survival : all too often 
they represent the bland norm of T'ang occasional poetry-hundreds of 
parting poems， visiting poems， and banquet poems， most in pentasyllabic 
verse with hackneyed sentiments， images， and rhymes. Generic and sub­
generic distinctions in style remained， but one rarely fìnds those strong in­
dividual voices that characterized the best work of the first two generations 
of High T'ang poets. A pentasyllabic， regulated parting poem by Liu 
Ch'ang-ch'ing is largely indistinguishable from one by Li Chia-yu， Huang­
fuJan， Ch'ien Ch'i， Han Hung， or dozens of others. 

Innovation and individuation， however， are not the only criteria for 
literary judgment. The Sung Dynasty saw the forn叫ion of a poetic “or­
thodoxy" that exerted a strong influence on the literary activity of later 
dy函純正 αt崎面哥 兩百康 平ìril副 表SCeJ甜甜 討 自E 面否甜甜友面前
fu-ku concerns of the T 'ang， and it sought universal standards for poetry， 
standards manifest in particular periods of literary history. To Sung and 
post-Sung orthodoxy the period that most perfectly embodied the univer­
sal values of poetry was the reign ofHsüan-tsung， the High T'ang. 

Orthodoxy would agree with an individualist view that later-eighth­
century poetry (referred to as Ta-Ii poetry， after the longest reign in the 
period 766一79) was inferior to that of Hsüan-tsung's reign， but its reasons 
were different : “At its best， the poetry of the Ta-li had not lost the High 
T'ang ; at its worst， it slipped into the Late T'ang style ."  Here the nascent 
orthodoxy of Yen Yü's 嚴 羽 口'ang-lang shi h-hua 滄 浪 詩 話 considers later-

2 5 3  
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eighth-century poetry important precisely because it was conservative. The 
ossifi cation of High T'ang poetic convention and the disappearance of the 
individual poetic voice were considered less important than the approxi­
mation of the invariable standard set by  the fìrst two generations of High 
T' ang poets. 

From poetic orthodoxy and its individualist alternatives developed 
the complex canons of T'ang poetry which have survived into modern 
times. But the capital poets of the later eighth century provide a third point 
of view on their own age ; they too formed a canon of their recent poetic 
past， and their view differs signifìcantly from that of later ages. They did 
not see themselves as the preservers of an invariable standard of excellence， 
but as the inheritors ofthe mainstream ofthe poetic art. 

The continuity of that capital poetic tradition was inseparable from 
an awesome continuity of social relations among its poets. Wang Wei had 
served in the court of Li Fan with Yen Chao-yin， a court poet of Em press 
Wu and Chung-tsung.  Ch'ien Ch'i knew and wrote poems with Wang 
Wei ; Lu Lun knew and wrote with Ch'ien Ch'i ; Li Yi knew and wrote 
with Lu Lun . Adding the hundreds of other capital poets， this chain be­
comcs a web of social relations that firmly linked the poctry of the later 
seventh century to the poetry of the ear1y ninth ccntury. The�'、 capital
poets wrote primarily social occasional poetry， and they were responsible 
for the slow evolution of regulated verse﹒ It  was from this group that 
cmperors usually chose their favorite poets， allowing the decorous lag of 
a generation. Thus， Hsüan-tsung especially admired Chung-tsung's courtier­
poets Su T'ing and Li Chiao; Tai-tsung greatly admired Wang Wei ; 
Te-tsung and Hsien-tsung showed a partiality for Lu Lun and Li Yi. 

Having this strong sense ofthe mainstream of the poetic art， writers of 
the later eighth century began to form their canon of T'ang poetry : 

After more than a thousand years we came to Shen Ch'üan-ch' i  and Sung 
Chih-wen . . . and by that time the subtle delineation of emotions had been 
pcrfected. Even though poetry had gone ever fattffet frorri the “ Odcs" IYal and 
though it may have gone to excess in ornamental beau句， still its relation to the 
poetry of antiquity was Iike the development of the four-sided court ceremonial 
drum out of the plain pottery drum or the growth of e1aborate seal scripts from 
thcir origins in the tracks of birds. Aftcr Shen and Sung died， Wang Wei and 
Ts'ui Hao wcre the towering fi.gures of the K 'ai-yüan and T'ien-pao reigns. 
And of their followers in our own age， no more than a few can approach them. 
The Omissioncr Huang-fuJan is such a man [ Tu-ku Chi “Preface to the Collected 
Works of Lord Huang-fu of An-ting， former Omissioner of the Left"J .  

Aftcr Ch'ien Ch'i passed the examination， his ofticial's cap stood high in the 
forcst of verscs. The grand old man of letters， Wang Wei， acknowledged the 
loftiness of his manner. And after Wang's death， Ch 'ien became the pre-eminent 
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figure . . . . Mcn o f  letters were fond o f  saying : “Before thcre werc Shcn Ch'üan­
ch'i and Sung Chih-wen ; now we have Ch'ien Ch'i and Lang Shih-yüan" [Kao 
Chung-wu， note on Ch'ien Ch'j in the Chung-hsillg hS ;01-C!t ';  chi ] .  

I t  is to  be  expected that this embryonic canon would have  the  enthu­
siastic support of a spokesman for capital poetic taste Iike Kao Chung-wtI 
More remarkable is the qualified support of aft叫u writer Iike Tu-ku Chi. 
It  i s  not a canon that later readers would recognize : it  admits Shen Ch'üan­
ch'i and Sung Chih-wen， but exc1udes Ch'en Tzu-ang ; it reasonably in­
c1udes Wang Wei， but leaves out not only Meng Hao-jan， Li Po， and Tu 
Fu (the present canon that grew out of the 戶-ku resurgence of the Mid­
T'ang) ， but also omits poets Iike Wang Ch'ang-ling and Ch'u Kuang-l凹，
who shared with Wang Wei the adulation of the K 'ai-yüan and T'ien-pao. 
Later capital taste was drawn to the formal art of Shen Ch'üan-ch'i and 
Sung Chih-wen and saw in Wang Wei not the austere intel1ectual but the 
master craftsman and honored poet of capital society. 

Literary history and the formation of  canons of major poets had been 
the exc1usive province of戶-ku . Between the 750S and its great resurgen臼
in the 790臼s，ft
ext仗ens釗ivel句y in t出he k伽u←4矢可τ-)升e，叫ng 0肘r in t出he archaic r口mode臼s， and the commonplaces 
of the戶，如 history of poetry were less often hcard. Kao Chung-wu might 
say ofCh'ien Ch'i that he “mowed down the frivolity ofthe Ch'i and Sung， 
and pared away the sensuality of the Liang and Ch'el ，" but this is only a 
pale echo o(升凶u values set amid a strong renewal of interest in the poetry 
of the Southern Dynasties. The rec1use-poet Ch'in Hsi 奉 象 was c10ser to 
contemporary taste when he praised Ch'ien Ch'i as another Ho Hsün， one 
of the most artifìced of Southern Dynasties poets ( 1 3449) . 

The dec1ine of fu-ku poetics can be he凹ar吋d c仕le臼a缸叫r1向l句y in the pre伯fac臼e tω O 
H叫19-fi臼u吋Ja叩n的1
wa泌s c∞ompel1ed t切o r跎et仕re臼at f丘rom many venerable j戶ÌI-k如u pos訂It位ions. Instead of 
condemning regulated verse， Tu-ku Chi praised Huang-fu Jan for h的ing
"tal迪拉 the pi-hsi增 i“metaphor and stimulus，" w抽 ethiçai assQciationslo[ 
antiquity and put  them in modern tonal regulation ." The poetry of the 
Chien-an and Wei had been the model of the ku-Ie旬， but Tu-ku Chi con­
demned it as possessing an excess of chih 質 (“unadorned substance") and 
an insufficiency of llJell 文 (“ornament" / “aesthetic qualities") . He al10wed 
that the Souther 1 Dynasties and E 
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with the fu-ku impulse to return to the simplicity and blunt honesty of 
ancient poetry. The most significant aspect of Tu-ku Chi's preface， how­
evcr， is the metaphor of the drum and script :  these represent the first seri­
ous challenge to .fÏl-ku poetics on its own terms， insisting that 1iterary so­
phistication is not inherently inimical to， but rather part of， the natural 
process of civi1ization. 

Capital poetry was the rival， sometimes the enemy， offi時u poetIcs， 
and aψ叫u values weakened in the later eighth century， the greatest of the 
capital poets became the hero of the age. Wang Wei's influence was every­
where in the poetry of the period， and dozens of writers aspired， with vary­
ing degrees of success， to recreate his style﹒ When Kao Chung-wu granted 
Ch'ien Ch'i the mantle of Wang Wei， in the passage above， he was imp1i­
citly acknowledging Wang's tmique supremacy. And when the Chi-hsüan 
chi 桂 玄祟， an anthology of the ear1y ninth century， surveyed the poetry 
ofthe preceding half decade， it began with the work ofWang Wei. 

Wang Wei's poetry was not a "rediscovery" of the later eighth ccn­
tury : the continuity of admiration for his work was unbroken. Wang's 
reputation was founded in his youth， but he reached the height of his fame 
in the last years of his life ，  honored by the emperor and surrounded by 
admiring younger poets like Ch'ien Ch'i and Huang-fu Jan. Other famous 
poets of the K 'ai-yüan and T 'ien-pao may have been virtually forgotten， 
but Wang's reputation and infl uence continued to grow after his death in 
76 1 .  

The Wang Stream Col/ection provides an excellent example o f  Wang 
Wei's influence. Many poets tried to reproduce the distinctive simplicity of 
Wang's quatrain style， and a number of programatic series were modeled 
on the collection， including Ch'ien Chγs twenty-two "Miscellaneous 
Songs of Lan-t'ien Creek" ( 1 2484-505) and Huang-fu Jan's five “Songs in 
the Mountains" ( 1 3056-60). The style of the Wang Stream Col/ection was 
easy to imitate and impossible to imitate well. Compare Wang Wei : 

m �建f起G �時廿日是泌的 tffiBfte-iS S白骨，
Yet heard ， thc traces of men's voices. 
Sunlight cast back enters deep in the woods 
And shines again upon the green moss 

[06082] 

to Huang-fu Jan : 

The mountain lodge is ever silent， 
Restful c10uds come from dawn till dusk. 
What is found in the empty yard ? 
The setting sun shining on green moss. 

[ 1 3 060] 

空 Ji不 見人
f旦 開 人語等
進 景 入 深 林
復 照 青 苔 土

山 會官長 寂 寂
的 雲 朝 夕 象
空 庭復何 有
ii 日 照 青 苔
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Huang-fu Jan catchcs everything i n  Wang Wei's quatrain stylc cxccpt thc 
animating talent. 

Through the course of the eighth century， capital poetry continucd 
independent of the private directions developed in thc work of Meng Hao­
j al1， Li Po， Tu F 1， and even in the work of the master himsclf， Wang Wei 
Capital poetry was sti1l a poetry of “performancc" and the mark of culturc 
and status ; as  Kao Chung-wu wrote of Lang Shih-yüan : “From the min­
ister on down when anyone went out to take a provincial post， if they did 
not have Ch'ien Ch'i and Lang Shih-yüan at their parting banqu仗， con­
tcmporary opinion would consider them lowborn and unsophisticated."  
Wang Wei may have been greatly admired and imitated aft:er h i s  death， 
but only a living poet could truly serve the world of capital poetry and sat­
isfy the insatiable appetite for new compositions. 

The homogcneity of style among the capital poets makes grouping 
them difficult .  Later readers identified the poetry of the age with the so­
cal1ed Ten Talents of the Ta-li 大 歷 十 才 子. This convcnient term presents 
numerous problems， not only in the exact composition of thc Ten， but also 
in the usefulness of the grouping. The Ten Talents were first listed in the 
Chi-i1süan chi of the early ninth ccntury. This list probably most c10scly 
represents the original sense of who made up thc group ; however， the 
grouping may not have been current in the latcr eighth century， and evcn 
if i t  had been， it might wel1 have been used without a shared consensus of 
who all ten ofthe talents were. 

The list of the Ten Talents in the Chi-hsiiall chi includes Li Tt叫E 李 鴻，
Lu Lun 盧 論， Ch' i  Chung-fou 古 中 卒， Han Hung 翰 胡 ， Ch'ien Ch'i 錢 匙，
Ssu-k'ung Shu 司 空 嗨， Miao Fa îIi 袋， Ts'ui Tung 崖 洞 ， Keng Wei 耿 埠 ，
and Hsia-hou Shen 夏 候 審. O f  this group， Ch'ien Chi and Han Hung re­
presented an older generation， and the only occasions on which both Ch'ien 
and Han might have been with the younger Ten Talents wcre the poetry 
parties given by Princess Sheng-p'ing 并 乎， Tai-tsung's daughter. Thus， 
由嘩些單哩Q(th�I�I! TaJ�!!ts nlay h�vcJ)<:c.!1frol11 th<:se ()cc:;!�io}主

The remaining eight of the Chi-hsüan chi list were c10se friends， ex­
changed poems frequently， and saw themsclvcs as a group. They appear 
together in the title of a long elegiac poem by Lu Lun ( I 47 I 2) ，  in which 
the names of neither Ch'ien Ch'i nor Han Hung appear. Lu"Lun's elegy 
was written in response to another， lost elegy by Ch'ang Tang 楊 當， a poet 
who also belonged to this circle despite his omission in the Chi-hsüan chi 
list. These younger po 
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roughly into two groups. The younger group consists of the poets named 
in Lu L凹's e1egy ; the older group， many of whom had known Wang Wei 
and other first-generation poets， includes Ch'ien Ch'i and Han Hung， along 
with two poets who spent much of their creative Iives in the provinces 
(while retaining c10se ties to capitàl society) : Liu Ch'ang-ch'ing and Li 
Chia-yu. Also included in this older group is Lang Shih-yüan 郎 士 元，
whose name was frequently Iinked with that of Ch'ien Ch'i ，  as well as 
the Huang-fu 皇 甫 brothers Jan 冉 and Tseng 曾. Around these central 
figures of capital poetry were a host of lesser figures， such as Yen Wei 嚴 維
and Pao Jung's two sons， Pao Chi 包 估 and Pao Ho 包 何.

These poets were what they aspired to be， master craftsmen， and they 
achieved a smoothness and competence that their predecessors in the K 'ai­
y位an and T'ien-pao could rarely match. They perfected the poetic inher­
itance they received， and ifthey were on the whole timid poets， their timid­
ity should not diminish their achievement : in many ways they spoke the 
poetic language they inherited better than its creators， and in doing so， they 
produced many poems that were remembered and often anthologized. 

The peculiar talents and Iimitations of these capital poets appear c1early 
in the work of Liu Ch' ang-ch'ing 劉 長 鯽， whom the prose master Ch'üan 
Te-yü extravagantly called "the Great Wall of the pentasyllabic line." An 
undeniably bland poet is hidden beneath the grandeur of that epithet， but 
Liu's very blandness touched the aesthetic interests of many later readers. 
Liu's poetry seems to have been quite popular in the later eighth century， 
but， curiously， Kao Chung-wu had reservations about its quality : “There 
is nothing novel or arresting [扣的刊的 新 奇1 in his style， but it is extremely 
well craft:ed. After ten poems or so， you wiII find that his diction and themes 
are pretty much the same ."  The thirteenth-century critic Fang Hui 方 回
seems to note much the same qualities， but from a positive viewpoint : “His 
poetry has a delicate understatement that does not Aash out at you. A 
contemplative reader should taste it slowly." 1 Kao's criticism and Fang's 
positive revaluation contrast sharply with the strength implicit in “the 
Gr臼t W;iß ofthe pentasylIabic Ii肘，" but Kao and Fang are c10ser to the 
truth. 

Liu Ch'ang-ch'ing had been born to the first-generation ofHigh T'ang 
poets， but his extant poetry comes almost entirely from the last years of 
his Ii岳， in the period aft  
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able provincial posts， broken only by an imprisonment and exile to  K wang­
tung for an unknown 0任ense. He died probably in the mid-780s. 

The occasional poetry of Wang Wei and his circle is echoed strongly 
in Liu Ch'ang-ch'ing's work， in direct borrowings and even more in a gen­
eral similarity of imagery and style. Liu Ch'ang-ch'ing's conservatism and 
his Iack of interest in the more daring poetry of thc T'ien-pao can be par­
tially understood through his biography : the decorous restraint of capital 
poetry was the style of his youth， and Liu evidently was not in the capital 
to witness the new poetry of the T' ien-pao. Probably more important， 
Liu's poetry was consonant with the style fashionable in the capital in the 
decades immediately after the rebellion. Liu possessed thet requisite mas­
tery of craft， producing hundreds upon hundreds of competent， lovely 
poems that never lapsed into awkwardness， but also never dazzled the 
ImagmatlOn. 

Liu and the other late capital poets often are most attractive in their 
couplets. One touchstone of Wang Wei's genius had been a grand simpli­
city of couplet construction， basic components in straightforward syntax ; 
the very simplicity of his couplets pointed the reader to hidden depths of 
significance. It was， however， a remarkably easy style to imitate， and in 
hundreds of poems Liu did so with abandon. Occasionally Liu used the 
style with something ofthe genius ofWang Wei， as in (0698 8) : 
River trees look down on an evening of isles， 
Sand birds face the cold of waters. 

or (06998) 

Autumn winds scatter a thousand riders， 
And cold rains moor a solitary boat 

or (0701 9) 

The birds scatter， a hawk of autumn drops， 
Men rest in peace while springtime grasses grow 

江樹底 洲 晚
沙 會 對 水 寒

秋 風散 干 騎
寒 雨 泊器、舟

鳥 散秋底 下
人 問 春j宇 生

In Liu's poetry can be found all the proven techniques of High T 'ang 
poetics : the evocative c10sing image (07007) : 

Tomorrow at daybreak I'lI look on misty trees 
And only hear the bells from north of the river. 

明 發 看 煙 樹
唯 伺 i工31:. 鍾

o r the solitary fìgure set in a vast scene in order to reduce it to loneliness 
and insignifìcance (07339) : “Ten thousand miles of green mountains， one 
solitary boat" 青 山 萬 里 一 蒜、舟. The use of these standard poetic techniques 
did not preclude geni凹， 的 in Tu Fu's ( 1 1 4 3 3 ) “Between Heaven and Earth， 
a single sand guIl" 天 地 一 沙 鷗 or ( 1 1 5 54) “Lakes and rivers fìll the earth， 
one aging fisherman" 江 湖 浴 池一 濟、 翁 . But more often than not they had 
become compositional formulas to produce poems easily and f1uently. 



260 Capital Poetry in the Later Eighth Century 

Even more than the work of his contemporari白， Liu Ch'ang-ch'ing's 
poetry was sentimental rather than emotional， picturesque rather than de­
criptivc of a scene whose order reflected the structure of cognition or the 
latent order of the world. The innovative and complex concerns of K'ai­
yüan and T'ien-pao poetry had become a uniform melancholy of migrat­
ing birds， falling r;也n， setting suns， and the lonely poet in his solitary boat 
or on his lone horse. 

Through repeated use， certain images had become linked to fìxed 
moods， which could be evoked by picturesque scenes built of those images. 

Facing the Moon on the River 

Ovcr dcserted islcs the evening mists drawn in， 
And 1 gaze at the moon on the autumn river. 
Clear in my eyes， a man on the sands 
Crosscs the water alone in moonlight. 

[06984] 

Sccing offHis Reverence Ling-ch'e 

Dark and bluc， a tcmple in groves of bamboo， 
Frol11 far away， the evening sounds of bells. 
W caring his rainh泣， lit by setting sun， 
To green hills afar he returns alone. 

[0698 1 ]  

江 中 ft 月

空 洲 夕 煙 欽
草 月 秋江衷
壓 壓 沙 土 人
月 中 孤 淚 水

i主 畫 澈 土 人

安 全宇 竹 林 寺
香 香鐘 聲 晚
荷 笠 帶 7 時
青 山 獨 歸 途

Compare Liu Tsung-yüan's famous "River Snow" i工 雪 from early in the 
ninth century : 

On a thousand mountains flights of birds have ceased， 
On ten thousand paths， m凹's footsteps sink away 
A lone boat， an old man in rainhat and raincoat 
Fishcs alone in the snow of the cold river. 

[ 1 8 520] 

1- 山 鳥 飛 絕
揖 逗人E從 主主
孤 舟 裳 笠 翁
獨 釣 寒 江 雪

There was a strong continuity o f  convention in tne picturesque quatrain 
vlgliecte; -alicI-v面面lÍtytñ:豆豆豆面豆豆豆而e--wouRr appeaI 而 andoe -recreatecI by 
generation after generatìon of T'ang poets. “River Snow" is one of the 
best known T'ang quatrains ; Liu Ch'ang-ch'ing's two quatrains are largely 
unknown. An argument might be made for the superiority of Liu Tsung­
yüan's Iittle poem， but taken in isolation， Liu Ch'ang-ch'ing's two quatrains 
are probably just as effective. 

If the "Great W all of the pentasyllabic line" had referred to mass 
rather than strcngth， i t  would have been an appropriate epithet for Liu 
Ch'ang-ch'ing : Liu possessed an extraordinary fertility in the pentasyllabic 
lii-shih. Almost half of Liu's fìve hundred and twelve poems were in this 
form， and the m�jority of these were for social occasions. The pentasyllabic 
lii-sllÍh tended to a certain consistency of style， but the homogeneity ofLiu's 
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work is exceptionaI. Evcn his programmatic scries and yUl1g-wu scries 
(07 I 8 I -90 ; 07208 - I 5 ;  07 I9 I -98) do not differ markedly from his occa­
sional sty le. 

The long regulated p' ai-lü usuaIly demanded more rhctorical fìgura­
tion than the lü-shih， and Liu's p' ai-lü are no exception. But even in these 
Liu was prone to repeat himself; contiguous lines in one poem (07283 ) :  

1 have c1early seen the appeal of lakes and mountains. 
Dawn vapors merge with the clouds of Ch'u 

頗 見 湖 山 越
朝 氣 和 楚 雲

may appear slightly a ltered a s  a couplet in another poem (07286) : 

1 have found clearly the appeal of lakes and mountai悶，
民iver vapors merge with the clouds of Ch'u. 

頗 得 湖 山 越
江 氛 和 楚 雲

Such minor plundering from one's own work or from the work of others 
was common compositional practice in the T'ang， but the frequency of it 
in Liu's poetry attracted the attention even ofKao Chung-wu. 

Perhaps because of Liu's repetitiousne路， Kao was unusuaIly harsh in 
his evaluation : “His thought is duIl and his talent narrow. " But in spite of 
Kao's criticism， Liu's poetry retained its appeal for later readers， and he 
was one of the most widely discussed poets of the later eighth century. Es­
peciaIly from the point of view of poetic orthodoxy， Liu's poems possessed 
a balan白， darity， and technical perfection that scemed to maintain the 
continuity of the High T'ang style. 

After the Ch'ing-ming Festival in Early April， 
Climbing the City Wall and Gazing Afar 

The scenery after the Ch'ing-ming : 
Clouds and mountains bef ore these battlements. 
All the Aowers as in days gone by， 
But new smoke rising near thousands of wells. 
Of grasses' color no place is barr凹，
The-f訪ersftöw 函erge豆 wÎÛi disfanfsky: 
But where， oh， where is Ch 'ang-an ? 
1 point afar， to beside the setting sun. 

[070671 

清 明 後 登域 即t �

風 景 清 明 筱
雪 山 昨 晚 前
百 花 益。 當 日
議 并 出 新 煙
草 色無 空 舵，
江 流 合 途天
長 安 在 何 處
進 llf 夕 陽 進

Poetic orthodoxy was concerned with universals， and poems such a s  these 
located the universal human response in the conventional poetic response. 
What they lacked was a quality much admired in the later eighth century : 
as Kao Chung-wu noted， nothing in Liu's poetry was hsin-ch 'i ， “novel and 
arresting. " 

The poet whose work w的 “novel and arresting" (in the opinion of 
Kao Chung-wu and Yao Ho， the compiler of the Chi-hsüan chi) was Ch'ien 
Ch'i. Ch'ien was born in 722 and passed the examination in 75 I .  Aft:er the 
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rebelIion， Ch'ien made the acquaintance of Wang Wei and gradualIy be­
came the darling of capital poetry. Kao Chung-wu placed him first in the 
Chung-hsittg hsien-ch ' i  chi， saying， “He stands alon吼 叫 great remove from 
the others， none of whom can consort with him . "  Ch'ien's official posts 
were never high， but he was much sought after for his literary talents. 
Ch'ien's wide range of acquaintances included most of the poets active in 
the later eighth century. He passed the greater part of his remarkably un­
eventful life in the capital， loved and admired by all until his death in around 
780. His colIection consists of over four hundred poems.2 

By all indications， Ch'ien's personality was anything but reclusive， 
yet as Wang Wei's successor， he inherited a tradition of eremitic interests in 
capital poetry. 

Scnding OfflnquestJudge Yüan on his Return 
to His Mountain Dwelling 

Remembering home， you gaze to a road through c1ouds， 
Alone go off eastward， a faint shape in haze. 
For night's lodging on rivers， you follow the fishermen 's fires， 
Travel through mountains to reach a bamboo gate. 
The fl owers of the cold hurry the wine to readiness， 
A mountain dog rejoices in the man's return. 
Here from afar， you yearn to be there by library window， 
Where a thousand peaks emerge from azure mist. 

[ 1 2 1 671 

這元害于 事 S暑 山 居

億 家 軍 t:;&.
求去獨依依
水 宿 隨 il 火
山 行 到 竹 扉
寒 花 他 酒 燕
山 犬4年人，學
� l t 草 7
千 率 也 卑 微

This poem shares many superficial traits with Wang Wei's work， but i t  
lacks the deeper intellectual interests of Wang Wei .  Wang would tra時
form the conventions of the parting poem by raising problems of the per­
ceiving consciousness or by discovering the order of human experience 
immanent in the structure of the landscape. In Ch'ien Ch'i 's poem 出e
“return" is a physical trip from one place to another. 

Ch'ien begins his poc::� witl1. a standard opc::ning of partinltpoetry : 
two lines， a "here" and a “there，" between which the traveler is set in mo­
tion. This is the “departure" couplet， folIowed by a “traveling" couplet 
an "arrival" couplet， and finalIy a couplet on how it will be at the traveler's 
destination. The “traveling" couplet develops the idea that the traveler 
wilI spend time (days and nights) moving through a “landscape" (shan­
shui， "mountains and waters") : this becomes a line about night lodging 
on waters parallel to a line on daytime movement over mountains. Parting 
poems that treated the parting banquet rather than the journey ofi:en built 
their third couplets out of a line on wine parallel to a line on song. Ch'ien 
Ch'i cleverly transposes this to his "arrival" couplet : instead of the parting 
drinks， the judgc will enjoy warm wine in the autumn chill of his moun­
tain home ; instead of the sad songs of parting， the judge will hear the dog's 
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j oyfuI barking at the return of his master. FinaIly， Ch' ien uses the sugges­
tive c10sing scene-not to embody any special significance for the “return ，"  
but  as a sensual consolation in the pleasure that the judge wiII feel 的 he
looks through h i s  Iibrary window. The poem is a Aawless， even gifted 
rendition of a thoroughly conventional form. 

As a master of the coupl泣， Ch'ien Ch'i was Wang Wei's equaI. To 
Kao Chung-wu， Yao Ho， and many T'ang readers， Iiterary value appeared 
primarily through the craft of the couplet， which usuaIIy meant the middle 
couplets of regulated verse. Though there were individual and period diι 
ferences in the treatment of the couplet， it was on the whole an anonymous 
craft. On these terms Ch'ien Ch'i could compete with， sometimes even 
excel the m勾or poets of the K'ai-yüan and T'ien-pao. The aesthetic dom­
inance of the paraIleI couplet was such that the opening and c10sing couplets 
often served a function similar to that of the title， signaling the thematic 
context and the appropriate mood in which to read the middle couplets. 

Written on the Cottage Wall of the Old Man of Jade Village 

Mouth of Vall句， the recluse， loves stream and stone ; 
Whoever dwells here can sink on dry land. 
Cattle and sheep are tiny， going down mountains， 
Smokey fires are far， 。何 beyond the clouds 
A single path enters thc creek ravine's color， 
Several houses are linked to the shade of bamboo. 
Hidden rainbows take leave of the evening rain， 
An updarting hawk brings down the last of the birds. 
When 1 go through some appealing spot， my eyes always rove， 
Now about to return， 1 yearn to be in these forests. 
1 recall m y service in yellow ribbons of officc 
How I 've run countcr to this heart set on immortal herbs. 

[ 1 2249] 

趨 玉 山 村 受 壁

谷 口 好采 石
居 人能 陸 沈
牛 羊 下 山 . J 、
燈 火 偽 雲 ;家
一 徑 入 3真 色
數 家 進 竹 陰
羲 虹 辭 吭 雨
聲 竿 且在 ft 含
沙 起 皆 流 目
將 歸 美 在 林
是r 思 黃 殺 事
辜 負 紫芝心

Tbe nrst coupletsets the theme of  reclusion i n a loveI y Jands(;a戶， and the 
c10sure offers the conventional balance between present service and a desire 
to lead a private Iife. But the poem lives by its middle couplets， and it was 
in his couplet style that Ch'ien Ch'i merited the epithet "noveI and arrest­
ing." The juxtaposition of the hawk's sudden soaring upward with the 
descending bend of the rainbow shows that very genius for similitude， 
structuraIly analogous patterns， that had been denounced in the preceding 
decades by Yüan Chieh and Hsiao Ying-shih. At times Ch'ien's similitudes 
possessed the artificed daring of Lo P in-wang， YÜ Hsin， and the masters of 
court poetry， 的 in a snow scene where ( 1 2273 ) :  

Raging billows heap on stairs of stone， 
A new moon gestates in the curtain hook. 

覺2. 濤 堆砌石
新 月 孕 簇 鈞
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Ch'ien Ch'i's poems often praised eremitic and Buddhist values， but at 
heart Ch'icn was a scnsual poet， drawn by the bright surfaces of things and 
not by their intellectual implications. In the poetry of Wang Wei there had 
been a tension between the sensuality of thc physical worId and the ob­
server's mask of dispassion ; that tension is absent in the poetry of Ch'ien 
Ch'i . Although Ch'ien echoed Wang throughout his poetry， the e旺ect is 
always different. Nowhere did Ch'ien Ch'i try harder to emulate Wang 
Wei than in the twenty-two poems on Lan-t'ien Creek. But instead of the 
enigmatic understatement of the Wang Stream Col/ection， Ch'ien Ch'i pro­
duced a celebratory exultation ofthe physical worId. 

Egret Returning in Evening 

I t  never wearies of calm in the pool， 
Only latc it's ready to go off among c1ouds : 
Suddenly flies， its back to the setting sun， 
Going with its whim afar in the c1ear wind. 

[ 1 2488 ]  

晚 歸 鷥

池土肯乎 難 厭
雲 問 欲去 晚
忽 背 夕 陽 飛
乘 興 清 風 速

There i s  no mysterious hidden significance here : the poem belongs secure­
Iy in a yu句-fI!U tradition and glories in the creature﹒ 

Kingfisher with Fish in Beak 

Its mind is on something among lotus leaves一
In the blink of an eye， down from the tall tree. 
Splitting the waves it takes the sunken fi吭，
Then a single dot of azure Iight departing. 

[ 1 25∞l 

街 魚 竿 鳥

有 意 這禁 閉
替 然 下 高 樹
學 放得 游 魚
- fJ; 翠 先去

However in a few cases， especially when describing scenic spots as in the 
防1ang Stream Col/ectiol1， Ch'ien almost attains the simple dignity and mys­
tery of Wang Wei's style. In the last line of the following poem， the reader 
does not know why the poet adds his information and how he comes to 
know it. 

Bamboo Isle 

Sccludcd birds on the c1car ripples 
Whcn the mood comes， 1 can't watch them enough. 
Ncw c1umps of bamboo press the water low 
Whcre last night mandarin ducks had stayed. 

[ 1 2494] 

竹 由與

街 鳥 j青 孟是 土
興 來 看 不 足
新 堇 壓 水 低
昨 夜 鴦 毒宿

Ch'ien Chγs name was usually paired with that of Lang Shih-yüan 
郎 士 元 . In its present state， Lang's collection seems to have been reconsti­
tutcd from anthology poems and is much smaller than Ch'ien Ch'i's col­
lection-only seventy-three poems， including many of questionable attri­
bution. Despite the admiration of Kao Chung-wu and many of Lang's 
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contemporaries， Lang's extant poems reveal a much weaker poet than 
Ch'ien Ch'i .  Indeed ， thc comparative dcvaluation of Lang sccms to have 
begun in the T 'ang : the Late T 'ang anccdotal collcction， the Yün-hsi yu-yi 
雲 璞 友 議 ， tells that when Liu Ch'ang-ch'ing heard the catchphrase “ Before 
there were Sung Chih-wen， Shen Ch'位an-ch'i， Wang Wei， and Tu Fu ; 
now we have Ch'ien Ch'i ， Lang Shih-yüan， Liu Ch'ang-ch'ing， and Li 
Chia-yu， "  Liu Cl自ng-ch'ing 0句ected violently at bei時 placed in the 
same category as Lang and Li-Ch'ien Ch'i 's pre-eminence was undisputed. 
The story is almost certainly a ninth-century invention， an elaboration of 
a more common， shorter catchphrase that included only Ch'ien and Lang. 
(The inclusion of Tu Fu's name is a good indication that the story is late.) 
But the story does show a clear distinction in the evaluation of Ch'ien and 
Lang Shih-yüan. 

The devaluation of Li Chia-yu 李 嘉 結 may be less justified. Li Chia­
yu was a chin-shih of 748 who， like Liu Ch'ang-ch'ing， was poetically most 
productive in the postrebellion period. Like Liu， Li Chia-yu served much 
ofhis career in provincial posts， but was well known in the capital. Li Chia­
yu came from an eminent branch of the Li's that included the calligrapher 
Li Yang-ping， the intellectual Li Shu， and Li Tuan， one of the younger 
Ten Talents. To Kao Chung-wu， Li Chia-yu's style seemed entirely diι 
ferent from that of Ch'ien Ch'i or Lang Shih-yüan : Li was “always moving 
into the style of the Ch'i and Liang-delicate， lush， and o rnamented." At 
times， as in this case， Kao Chung-wu's refined distinctions elude this author. 
If any ditferences appear between Li Chia-yu's poetry and that of his con­
temporaries， it would be that Li was far stcrncr in his treatment of the 
civil wars and foreign raids that plagued the later eighth century. Whilc 
other poets tended to treat scenes of w缸's desolation with an unremitting 
melancholy， Li Chia-yu was capable of irony about a world in which 
“Everywhere Tartars are on campaign， while people arc growing fewer" 
( 1 0 1 20) . 

Written on tru 去oad While Retuming 告。如 C缸'ang--
chou to Chiang-yin 

Everywhere desertion and desolation 
The Yangtze villages 1 cannot bear to see. 
No one around， the Aowers' colors are gIoomy， 
In continuaI rains the voices ofbirds， cold. 
A Huang Pa， arriving at his first post， 
Or a T'ao Ch'ien， not yet having quit office. 
E�oy the spring， work hard at campaign and attack， 
None willing to ask of the ruin done. 

[ 1 008 1 1 

會常1ltlt�增途宇作

落
看
慘
寒
郡
官
伐
d戒

線
忍
色
聲
也
罷
征
凋

空
不
花
鳥
初
永
務
問

處
村
人
為
霸
潛
春
肯

處
江
無
多
黃
絢
乘
誰

In the third couplet the poet presents alternative models for the outcome 
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of his present provincial post : either he is destined to become minister as 
Huang Pa did or to retire to a private life like T'ao Ch'ien. The melancholy 
opening gives way to a strange irony in the cIosure. 

Only rareIy did Li Chia-yu's poetry take on a biting edge : more 
commonly his poetry possessed a sensual vividness similar to Ch'ien Chγs. 
As with his contemporari的， Li had a particular fondness for objective cIo­
sure， and at times he carried it beyond the picturesque， as in a poem ( 1 0 1 3 8) 
that ended : 
1 imagine that at Hua-chou 

mulberry leaves are falling， 
And the Yellow River is pouring eastward 

a whole autumn o fflowers of reeds. 

想 到 滑 垂 卒 禁 落

黃 河 象 往 it 花 秋

The foIIowing poem by Li i s  representative o f  the best pentasyIIabic 
regulated verse for which the later capital poets were known. 
Written at the Tung-ch'ing-yang Lodge of Chü-jung 句 客串串 象 清 時 館 作
County 
The thousand peaks of the Chü-ch'ü Mountains darken， 
A homebound man heads into faraway mists. 
The wind shakes leaves nearing waters， 
As c10udbanks guard the almost c1earing skies. 
Evening sunshine lingers on this mountain lodge， 
And autumn light falls on the grassy fields. 
The road to be traveled lies by setting sun， 
There a single rider， trotting on alone. 

[ 1∞45 ]  

句 曲 千 學 *­
歸 人 向 這煙
風 格 進 水華
雲 護 紋，青 天
夕 陽 智 山 會官
秋 尤 落 丰 田
征 途傍 斜 日
- -'奇 獨 翩 翩

To a later reader this poem would have the unmistakable stamp o f  the 
period， but we might consider what eIements di陡rentiate i t  from the 
K'ai-yüan style on which i t  is based. Perhaps the most obvious character­
istic is the poet's unwiIlingness to intrude into the poem : such concealment 
of seIf derives from the style of Wang Wei and the aesthetic decorum of 
capital taste， the legacy of court poetry. The suppression of the self that 
responds to or comments upon the scene can lead， 的 here， to a failure to 
distinguish between scene and emotion， ching and ch ' ing. Instead of being 
confi肘d to one part of the poem， subjectivity and an emotional coloring 
infuse the whole : the poem is anything but emotionaIIy neutraI. Wang 
Wei had used images with set modal associations， but he tended to use 
them sparingly. Like Liu Ch'ang-ch'ing， Li Chia-yu builds this poem of 
images that carry intense and inescapable modal associations， aII pointing 
to the meIancholy of a homeward joumey on an autumn evening. 

The middle couplets are exceIIent specimens of couplet craft， as in the 
second couplet's visual paraIIeI between the cIear stream A anked by leaves 
and the open sky A anked by banks of cIouds. The cIosing image of the 
solitary rider outlined in the setting sun is picturesque， and， indeed， the 
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picturesque may be one of the dominant traits ofIater eighth-century capital 
poetry. Out of the variety of the physical universe， the artist creates a con­
ventional “kind" of scene possessing easily apprehended aesthetic values to 
evoke an expected response. Descriptive convention played an important 
role in K'ai-yüan and T'ien-pao poetry as well， but in the later eighth 
century the conventions were more restrictive， the variations more limited， 
and the modal values more fi xed. 

AIso part of this circle of capital poets were the brothers Huang-fu 
Jan and Huang-fu Tseng. Tseng was much inferior to his elder broth缸，
Jan， who rivaled Ch'ien Ch'i and Lang Shih-yüan as a favorite of capital 
society. Jan had been a youthful prodigy， supposedly admired by none 
other than Chang Chiu-ling (tH.ough problems of dating make this unlike­
Iy). Jan began a moderately successful career in the mid-76os as secretary 
to the minister Wang Chin， Wang Wei's brother. 

Kao Chung-wu was e航lsive about Huang-fu Jan's poetry， gracing it 
with his favorite epithet， “novel and arresting ."  Jan could 
from a superior position gaze upon the p 'an brothers and Chang brothers (of the 
Tsin) ， and pay the respects of an equal to Shen Yüeh and the Hsieh's (Ling-yün 
and T'iao). Consider his poem on Wu Mountain-the piece is wondrously 
beautiful from beginning to end. Since the Tsin， Sung， Ch'i， Liang， Ch'en， and 
Sui， there have been countless poets， yet only the Omissioner Huang-fu Jan has 
o btained thesc perfectly matched pearls. It makes former worthies lose their footing 
and later generations stand back. How could one attain this except through the 
aid of Heaven ? 
Since Kao included Huang-fu Jan'ν可Tu Mountain High" in the Chung­
hsing hsien-ch ' i  chi， his lush praise promises a good indication of contem­
porary taste﹒ Reading the poem itself， however， one can only wonder at 
the values that informed Kao's taste : if the poem is e陡ctive at all， it is etf ec­
tive through the modal associations of Wu Mountain : the king of Ch'的
fleeting sexual encounter with the goddess and the mournful cries of the 
gibbons that make travelers weep. And the inclusion of the poem in the 
Chi-hsüan chi and the Yü-lan-shih suggests that Kao's admiration was not 
idiosyncratic. 
Wu Mountain High 

East of P且， the Wu Gorges appear， 
Emerging afar， half covering the sky. 
Clouds conceal the goddess's lodge， 
But her rain reaches the Ch'u king's palace. 
From dawn to dusk stream sounds descend， 
In cold or sun's heat， trees' colors the same. 
I cannot listen to the gibbons' clear voices­
Especially in the ninth month， autumn's end. 

[ 1 29951 

巫 山 高
Æ. 峽 且 已 汞
迢迢 出 半 空
雲 羲 神 女 館
兩 到 楚 王 宮
朝 慧 泉 聲 落
寒喧樹 色 同
清 猿 不 可 聽
偏 在 九 秋 中



268 Capital Poetry in the Later Eighth Century 

To readers of Iater ages it would have been incredible that Kao Chung-wu 
might prefer this poem to anything by Li Po or Meng Hao寸an， yet this 
timid piece surely answered the later eighth-century conception of the 
poetic art more perfectly than any work by those more individual poets 
of the first generation. 

In his youth Huang-fu jan had close contacts with many capital poets 
of the first generation， and especially with Wang Wei ; and of all Wang 
Wei's contemporari郎， Huang-fu jan was most strongly under his spell. 
Ch'ien Chγs diflerent sensibility led him to make his own use of Wang 
Wei's legacy， but Huang-fu jan often adhered slavishly to the example of 
the master and， in doing so， usually exposed his own inferiority. One of 
Wang Wei's most famous quatrains ended (06 1 07) : 

Next year spring grasses will be green again， 
But will my prince return again or not ? 

明 年 春 草 綠
王 孫 歸 不 歸

Wang Wei's “prince" was drawn from the closing of the “Summons to 
the Recluse" in the Ch'u-tz'u : it was through Wang Wei's use of the term 
that the “prince" came to refer to an honored， perhaps aristocratic friend 
in the poetry of the later eighth century. If this ending had been successful 
for Wang Wei， Huang-fu jan must have thought it would be successful 
for him as well ( 叮 叮 0) : 

Richly green， spring grasses dark凹，
At last awaiting only my prince's return. 

or ( 1 3 024) : 

Everywhere on the islets are fragrant plants一
My prince is not at all willing to think of return. 

青 青 草 色綠
終 是 待 王義

處 處 汀 洲 有 芳 草
王 串串 誰 有 這E歸期

Earlier i n  this chapter was given a similar e任ort ofHuang-fujan t o  recreate 
Wang's famous image of evening sunlight on green moss. 

Ninth-century poets used the work of their High T'ang pïedecessOfs 
no less than the later capital poets used Wang Wei， but there were im portant 
di佐rences in how they treated the literary past. Ninth-century poets tended 
to respond to the larger aspects of their predecessors' work : to themes (cf. 
1 79 1 3  and 1 0824) ; to complex “types" (cf. 20685 and 07867) ; and even to 
the form of specific poems， couplet by couplet (cf. 3 1 900 and 1 1 5 54). 
Capital poets like Huang-fu jan found only lines and images in the work 
of Wang Wei， fragments that could be “spent" again and again like coins. 
When they borrowed more than a fragmer哎， they received hollow forms 
and seemed incapable of understanding how their predecessors had animat­
ed the forms. Thus ， when Huang-fujarì wrote a pair ofCh'u songs ( 1 3 02 1 -
22) in imitation o f Wang Wei's “Songs for the Worship o f  the Goddess 
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at Y位 Mountain" (05905-6，  see p. 37) ，  a l I  that had made Wang Wei's 
songs memorable disappeared-the mystery of the goddess' advent and 
departure and the literary historical dimension as exile poems. Huang-fu 
Jan's songs were exercises in filIing a holIow form. 

Around these central figures in the wor1d of capital poetry were a 
host of other poets in no way inferior to the four men discussed above. 
Such poets have often been remembered for the sake of one or two poems 
that have appeared often in anthologies. But on the fringes of this capital 
circle were two poets whose work presents certain anomalies : Han Hung 
and Tai Shu-Iun. 

Although the Chi-hsüan chi included Han Hung in its list of the Ten 
Tal凹的， the only other figure of the group with whom Han seems to have 
had a close relationship was Hsia-hou Shen. But Han Hung also partici­
pated in Princess Sheng-p'ing's poetry gatherings with Ch'ien Ch'i and Li 
Tuan， and he was at least acquainted with Lang Shih-yüan， Li Chia-yu， 
and perhaps Huang-fu Jan. Kao Chung-wu said of Han that "every piece， 
every song was prized by the gentlemen of the court，" and indeed， Han 
does seem to have had a large circle of social acquaintances in the central 
government， many of whom he praised as poets. Almost none of their 
work surviv的， however， and on the whole， they represent a di丘erent group 
than that of the capital poets discussed above. 

Han Hung won the highest honors in the chin-shih examination of 
754， but he left 0的ce， probably during the rebelIion， and reappeared in 
public life only in the mid-77os. He was in 0的ce in the mid-780s and 
probably died in that decade. Han Hung became one of the better known 
poets of the later eighth century， but his fame rested largely on his appear­
ance in a prose romance， the “Tale of Miss Liu" 柳 氏 傅， and in the many 
later versions of the story. 

As a poet Han Hung is less interesting than as the legendary lover of 
Miss Liu. He was a heavier poet than his contemporaries， and there is 
something in his work reminiscent ofKao Shih. Kao Chung-wu saw in his 
poetry a “craftsmanship that approaches the histories，" probably referring 
to his frequent use of historicaJ， cultural， and geographical references. A 
link to Kao Shih is not impossible : some of Han's early poems are in the 
T'ien-pao song style popular in his youth， and he had even written a poem 
to Kao Shih's onetime patron， General Ko-shu Han ( 1 2704). 

I t  was probably through his ear1y work in the T'ien-pao song style 
that Han Hung developed on 
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Though Han Hung's regulated poetry was popular with Princess 
Sheng-p'ing and Te-tsung， it seems less inspired than that of his contem­
poraries : he lacked the descriptive talents of Ch'ien Ch'i and the evocative 
simplicity of Liu Ch'ang-ch'ing. His best lines often involved an apt his­
torical reference. But at times his quatrains possess something of Lu Lun's 
vivid imagery. 

Cold Food Festival 

Not a place in the city of spring 
but the flowers are blossoming， 

Cold Food Festival : in the east wind 
the royal willows are slanting. 

At sunset in the palace of Han 
wax torches are passed around， 

And light smoke scatters off and away 
into homes of the Five Lords. 

[ I 2 8nl 

寒 食
春�無處 不 開 花

寒 食 家 風 � 柳 斜

日 .. 漢 宮 傳蠟燭

輕 煙 散入 五 f棄 家

Though his social relations with the capital poets were not c1ose， Tai 
Shu-Iun 戴 叔 倫 (732-89) should be included on the fringes of the capital 
circle. Tai's occasional poems mention Ch'ien Ch'i ，  Lang Shih-yüan， 
Huang-fu Jan， Chu Fang， Ssu-k'ung Shu， and Keng Wei among others， 
but none with the frequency that would indicate c10se ties. Though the 
m句ority of Tai Shu-Iun's poems fall comfortably within the scope of 
capital poetry， his work also contains some of the most interesting and 
anomalous pieces of the period. However， problems in his biography 
and in the present form of his collection suggest that the collection is cor­
rupt and requires caution when discussing his work in a literary-historical 
context .3 

Tai Shu-Iun had been one of Hsiao Ying-shih's fìnest disciples， and he 
served with distinction both in the central and provincial govemments， 
ultimately being enfeoffed as a baron. However， his work sho'vvs !ïtt!e trace 
of Hsiao Ying-shih's 戶-ku concems. The exceptions are some mediocre 
attempts at philosophical poetry (e.g. ， 1 428 1 ) ，  topical allegory (e.g. ，  1 42 8 5) ，  
and some very interesting yüeh:fu style narratives o f  social criticism. 

Girls Plowing the Fields 

Fledgling swallows enter their nests， 
the sprouts grow to bamboo， 

From what household， those two girls 
planting the new grain there ? 

With neither men nor oxen 
they cannot plow : 

女4丹 田 行

乳 是在 入 某 筍 成 竹

誰 家 二 女 種 新 救

無人無 牛 不 及 掌
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Knives in hand， they chop at the earth， 
but the earth turns to mud. 

They tell me that their family's poor， 
that their mother is growing old， 

That their elder brother is in the army 
and has not married yet. 

Last year， an epidemic， 
and the cattle feedbin is empty， 

So they cut their plain silks to buy these knives 
in the αpital market. 

With their turbans they've covered their fac的，
afraid to be recognized， 

Using knives instead of oxen一
who does the same as they ? 

Two sisters hand in hand， 
hearts bitter as can be， 

They see not the men on the road， 
they only see the soil. 

They build embankments and ridges throughout 
to keep sprouts from running wild， 

They set in order the furrows and drains 
awaiting the seasonal rain. 

When the sun is right above south hi1l， 
they go back for their meal， 

Thinking fondly on the pheasants of dawn 
that startle up with commotion. 

At their eastern neighbor's and the west cottage 
the flowers have all come out 

They both cherish the last of the fragrance， 
and tears fìU their robes 

[ 1 4298] 

27 1  

持 刀 哥哥 地 翻 作 泥

自 言 家 會母 年 是

長 几 從 軍 永娶 嫂

去年 失 疫 牛 國 空

我 綺 寶 刀 都 市 中

頭 巾 串串 面 畏 人 議

以 刀 代 牛 誰 與 閻

縛錄 相 �心 正 苦

不 見 路 人 唯 見 土

疏 通 吱 Nt 防 萬L �自

整 頓 溝 Jll 待 時 為

日 正 南 同 下 直為 歸

可 憐 車司 錄提 驚 飛

求 時年 6 合花 f貴 重

共 借 餘 芳淚;為 衣

The techn叩le here i s cIose t 0 that 0 f the social protest yüelz拘 of the Mid­
T 'a峙， especiaIly to the work of Wang Chien and Chang Chi. The poem is ，  
in fact， much cIoser to the Mid-T'ang than the only other social yüeh-jù 
of the later eighth century， those of Wei Ying-wu. I t  is therefore partic­
ularIy unfortunate that the unreIiability of Tai's coIlection forces us to 
regard his social yüeh拘 with some suspicion. 

Much of Tai's regulated poetry is in the restrained， evocative style 
characteristic of the age. But Kao Chung-wu did not rate him highly and 
said “his style does not go above the middle rank . . . its ‘bone' is soft， and 
therefore poets have thought little ofhis work ."  4 Tai feII particularIy short 
of the couplet craft of his contemporaries. But he also possessed the ability 
to write of the seIf with a playful， casual voice that is rare in later eighth-
century poetry. 
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Feelings at the End of Spring Il 

“Forty years old and unknown"­
this lazy， loUing body 

Whose feelings go free among vaUey and hiU 
at the wiU of my true nature. 

An endless stream of past events ; 
the "thing in the wine cup，" 

The glittering glory of fame in the age 
is the dust beyond my fan. 

With a short staff， 1 watch the c1ouds， 
evening at a temple in pines， 

Through spaces in curtains I listen to rain­
spring at my thatched hut. 

Mountain flowers and birds of the river 
aU are my c10se friends ; 

We visit each other hundreds of times一
they're not annoyed at poverty. 

[ 1 4428] 

暮 春 感 懷 二首之二

四 十 且在 問 瀨 1l 身

放 情 丘 盡早任 天 真

悠 悠 往 事 杯 中 特

赫 赫 時 名 為 外 塵

短 策看 雲 ，y..: 寺 晚

疏 簾 買車， 為 草 堂 春

山 花 水 鳥 皆知 己

百 遙 相 遲 不 厭 l'

This is Tai Shu-Iun a t his best， but i t  is unfortunateIy not characteristic 
of most of his work. Like his contemporaries he plundered K 'ai-yüan and 
T 'ien-pao poetry， sometimes creating whole poems of cIichés and lines 
from other poets (e.g . ，  1 4305) .  Wang Wei's voice can be heard everywhere 
(e.g . ，  1 4 3 3  I . 7-8 月 4465. 4) ， and Iike Liu Ch'ang-ch'ing， Tai often borrowed 
from himself (e.g . ，  1 4465 and 1 4475 ; 1 4460 and 14524) . 

Tai Shu-Iun is best known for a statement on poetry echoed in Li 
Shang-yin's famous “Brocade Zither" (29092) and quoted by the critic 
Ssu-k'ung T'u ; “The scene a poet c目前的 is as when the sun is warm on 
Indigo FieIds and the fìne jade gives off mist : you can gaze on 尬， but you 
cannot fix it in your eyes." 5 Despite their deep differences， both the later 
eighth century and the Late T'ang 乳rere interestcd in a poetïy of mood， 
and Tai Shu-Iun's statement suggested one means to achieve such a poetry 
-a poetry in which the effect transcended perceptual cIarity and rational 
understanding. 

Some ofTai Shu-Iun's fìnest poems are to be found among his almost 
one hundred and twenty quatrains. Interesting innovations appear in these 
too， but these innovations must remain suspect because of doubts about 
Tai's coIIection. For example， the coIIection contains a set of quatrains 
amplifying a couplet of a poem sent to him : “ve quatrains on “The night 
rain drips on the empty stairs" 夜 雨 滴 空 時 ( 1 4444-48) and five on “The 
dawn lantern leaves the darkened chamber" 時t 燈 離 啥 室 ( 1 4449-5 3 ) . The 
foIIowing is the fi rst of the series : 
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Rain falls， it soaks the lonely traveler， 
The h臼rt is startled like a roosting bird. 
On empty stairs the dripping is dense by night， 
A confusion that I'm sure will last till dawn. 

[ 1 4444] 

273 

兩 ;在 iï 孤 家
心 驚 比 棲 鳥
空 時 R 滴 繁
相 自u直 至4 日兌

Each set of five develops thc theme of the line into a mcditation on T缸's
personal experiences. 

Though the quatrain above is consistent with the modal poetics of 
the later capital poets， Tai was usuaIIy a less elegant poet than his contem­
poraries. Thus， when he tried to recreate the enigmatic understatement of 
Wang Wei's quatrain style， he was often more successful than poets like 
Ch'ien Ch'i or Huang-fu Jan. 
Crane in the Pines 

Rain-soaked shadows of pines are chill， 
And the wind brings down tiny blossoms : 
A solitary crane， loving purity， seclusion， 
Flies here， does not fly away. 

[ 14470] 

-t� 鵡
雨 iH� 陰涼
風 ;在 松 花 細
獨 在鳥 愛 清直屬
飛 來 不 飛 去

The point of the poem is more obvious than in Wang Wei's quatrains， 
but the last line is worthy of the master. 

Taken as a whole， however， Tai's coIIection does not escape the poetics 
of mood of the later eighth century. Everywhere are found those pictu­
resque and melancholy images， scenes that touch the sentiments but "can­
not be fìxed in the eyes ."  

Su  Creek Pavilion 
B y  Su Creek Pavilion 

the grasses spread everywhere 
Who is i t  leans to the east wind 

on the twelve railings there ? 
The swallows do not ïetüïiî， 

the last events of spring : 
A whole sandbar 0 f misty rain 

and the pear blossoms cold. 
[ 1 45 10] 

錄 主真 亭

絲 j真 亭 土 3乎 沒 i是

誰 f表 象 風 十 二 閔

燕 子 不 串串 春 事 曉

- 5T 煙 雨 杏花 寒

The younger Ten Talents knew and wrote poems with older poets 
such as Ch'ien Ch'i， the Huang-fu brothers， and Li Chia-yu， but they 
formed a more tightly knit group among themselves. The period of their 
poetic activity extends from the late 750s until roughly the mid呵790s， with 
the greater concentration of their work faIIing in the latter part of the 
period. Their poetic style was largely indistinguishable from that of their 
elder contemporaries， with a few exceptions to be discussed later. The po-
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etry of no one of them stands high above the poetry of the others ; if they 
considered any of their number the lead仗， it would have been Ch'i Chung­
fou (see 1 47日， 叮 叮 1) . Ch'i， Miao Fa， and Hsia-hou Shen each have only 
one or two extant poems. OfTs'ui Tung's poetry only one chüan survives， 
but he was certainly the least talented poet of the group. The group is best 
represented by the four poets with the largest collections : Lu Lun， Li Tuan， 
Ssu-k'ung Shu， and Keng Wei. 

The voice ofWang Wei remained strong in the work of the younger 
Ten Talents : it had become a part of the shared style of capital poetry， but it 
could be heard even more distinctly in situations that had some direct 
link to the mast凹， 的 in the following poem by Ssu-k'ung Shu : 

Visiting the Recluse Hu and Seeing Uncollected 
Writings b y  Wang Wei 

He whom you knew in former days so well is gone， 
Now dwelling deep away， your one body alone. 
There is snow pointlessly blocking your ga駝，
And you gaze on bamboo， ever without another. 
You always vowed to withdraw to the hills out there， 
And he pitied your poverty in this narrow alley. 
The poems he wrote are still here today一
For m y sake you brush off the dri丘ed dust a while. 

[ 1 55451 

進胡 居 士親王 右 丞 玉皇 文

舊 日 相 長。 盡
深居 獨 一 身
閉 門 空 有 雪
看 竹 永無 人
每 許 前 山 陰
曾 憐 值 巷 貧
起 詩 今 尚 在
暫 � �再 流 塵

Wang's poem no longer survives， and Ssu-k'ung Shu's poem is probably 
referring to passages in it. But in a more general sense， Ssu-k'ung Shu per­
fectly echoes Wang Wei's austere plainnes. 

A visit to Wang Stream led Li Tuan to write in Wang Wei's descrip­
tive style. 

Visiting Wang Stream After a Rain 

A sudden downpour returns to the mountains， is gone， 
And the falling sunlight enters Wang Stream. 
To see rainbows climb high in the evening villa， 
And tread stones to cross a springtime creek. 
Purple creepers hide the immortals' well， 
Yellow flowcrs come out in the wild fields. 
Knowing myself there's no road to go farther， 
1 turn back my steps to the smol臼 of men's dwellings 

[ 1 5 1 921 

兩 復 是t 網 川

驟 雨 歸 山 盒
頓 時 入 網 川
看 虹 登吭 墅
踏石 進春泉
紫 葛 義 f冉 升
黃花 也 野 田
白 壘。 且在路去
i電步 說 人 煙

Wang Wei not only taught his successors the poet's cr晶 ; h e also provided 
the terms in which to express a variety of human situations. On the Double 
Ninth young Wang Wei had felt : “Each time 1 meet this holiday， 1 long 
doubly for my kin" (06 1 3 7) .  This can provide a r的p.onse for Lu Lun on 
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Cold Food Festival : “Even more when 1 meet Cold Food Festival， 1 long 
doubly for my home" ( 1 4929). Like the elder Ch'ien Ch'i and Huang-fu 
]an， the younger Ten Talents also tried to recreate the 防7ang Stream Co/­
lection ( 1 5 5 84-93 ) .  Wang Wei' s  influence was pervasive， and it is particu­
larly interesting to note that poems addressed to Ch'ien Ch'i echoed Wang 
Wei' s style very strongly :  this suggests that whatever the real di佐rences
between the two poets， Ch'ien's work was already clearly associated with 
that of Wang Wei (e .g . ，  1 3 965 ，  1 52缸 ， 1 5 54 1 ) .  

For most social occasions， the younger Ten Talents produced pentasyl­
labic regulated verses as  voluminously as their predecessors. Some of the 
poems， such as the following piece by Lu Lun， have been widely an­
thologized and much appreciated. Yet the choice of such poems from the 
massive corpus of their occasional poetry seems virtually arbitrary， and one 
wonders precisely what separates simple dignity and grace from mere fac­
ility. 

Parting from Li Tuan 

In the ancient pass are dying grasses everywhere， 
And parting-of course， to be lamented. 
The road goes out beyond cold c1ouds， 
The man returns， at the time of evening snow. 
Orphaned young， you early were a wanderer， 
Then su能red much一1 came to know you late. 
We wipe away tears and face each other; 
In the windblown dust where can we meet again ? 

[ 1 48 8 1 ]  

The reader may remember Liu Ch'ang-ch'ing's (06984) : 

Clear in my eyes， a man on the sands 
Crosses the water alone in moonlight. 

or his parting fïOm Ling-ch'ε (∞98 1 )  : 

Wearing his rainh泣， lit by setting sun， 
To green hills afar he returns alone. 

or Ch'ien Chγs farewell to ]udge Yüan ( 1 2 1 67) : 

Alone go off eastward， a faint shape in haze. 

or Li Chia-yu's ( 10045) : 

The road to be traveled lies by setting sun， 
There a single rider， trotting on alone. 

In the context of these couplets we read Lu Lun's : 

i乏李 鴻

故 胡 衰 草4為
離別 白 堪 悲
Z各 出 寒 雪 外
人 歸 * 雪 時
少 游、 � 家早
多 難 議 君 逐
4毒 品色 空 相 向
風 塵 何 所 期

歷 歷 沙 土 人
月 中 弱、 淚 水

荷 笠 帶 夕 陽
青 山 獨 歸 途

家去 獨 依 依

征途傍斜 日
一 騎 獨 翩 翩
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The road goes out beyond cold c1ouds， 
The man returns， at the time of evening snow. 

Z各 出 寒 雲 外
人 歸 暮 雪 時

At partings or on long journe抖， this kind of scene had a natural place in 
the physical or speculative eye. But whether that single， distant figure passed 
through evening snow， haze， moonlight， or the setting sunlight， the poe← 
ically trained eye was directed by convention to frame the scene and take 
the snapshot. Similar scenes had appeared in parting poems from the Early 
T'ang on， but contrast the T'ien-pao poet's impulse to distinctive variation : 
saying farewell to a friend on the frontier， Ts'en Shen closed with a figure 
of a lone horseman in the distance， but Ts'凹's horseman was pursued by 
a cloud of steam from a volcano (09596) : 

Far in the distance a road lies， east of the volcano， 
And on the volcano a single c10ud now follows your horse 

away. 

迢迢征悠 久 山 泉
山 土孤 雲 隨 馬 去

Ts'en's idiosyncratic treatment o f  convention ran the danger o f  grotesque­
ness-ch 'j 寺 in the T' ien-pao sense of “strange" rather than in the later 
eighth-century sense of " arresting. " The modal associations of images were 
fragile and easily disrupted : if a poet sought to embody a mood gracefully 
and naturally-and later eighth-century poets did seek this-it was neces­
sary to suppress what was saliently individual. 

As the renaissance blazon enumerated the parts of a woman's body， so 
certain T'ang subgenres had their own blazons. A huaí-ku on a ruined 
dwelling or battlefield had its set components to be enumerated : thus， as 
Keng Wei passed scenes of desolation of civil war in what had been the 
pre-Ch'in state of Sung : 

At sunset brown c10uds merge， 
As years deepen， the bare unburied bones grow few. 
Of a former village tall trees endure， 
In autumn grasses a man returns aÍar. 
Mosses grow thick on the ruined wells， 
Paths grow fainter over fields run wild. 
AII that remains-the color of nearby mountains， . 
Facing me as if filled with longing. 

[ 1 3 82 3 ]  

曰 摹 黃 雲 合
年 i家 台 骨 希
哲 村 喬 木 在
秩革 進入歸
4堅 持 莓 苔 厚
荒 回 路 徑 微
唯 餘 .ìli 山 色
相 對 似 依 依

Keng has produced a beautiful poem entirely out o f  cliché images， literary 
formulas of the lyric : he has performed a theme “the continuity of nature 
and the impermanence of man and his civilization ." 

As with the poets of the  preceding generation， the art  of the couplet 
played an important role in the poetrý ofthe younger Ten Talents. Already 
in the work ofCh'ien Ch'i there is the suggestion ofmovement away from 
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the relative simplicity of the K'ai-yüan couplet and toward a visual in­
genuity like that of the Early T'ang : such descriptive complexity is even 
more apparent in the work of the younger Ten Talents. 

There was a miniature genius in the art of the couplet : it was not a 
genius which in itself pointed to the identity of the poet ; rather， it lay 
in the perception and representation of related patterns. Though it always 
was manifest in the physical world， i t  was basically an art of abstracted 
relationships. This may， in fact， be the best explanation for the extreme 
conventionality of imagery in the parallel couplet of the later eighth cen­
tury ; the focus of attention was not on the items of the scene but on their 
relationships. When in Ts'en Shen's waking eyes a lamp “set the wanderer's 
dream ablaze，" the genius was of metaphor and of the fresh perception of  
an experience ; but i t  was not truly the art of  the parallel couplet， which 
lives in the relations between lines. An example of true couplet art might 
be a morning scene involving a transition from fog to brightness， a balance 
of scattering and gathering， a hazy， scurrying movement of dislocated frag­
ments transforming into a solid， radiant， clearly outlined mass-for instance， 
Lu Lun ( 1491 5) : 
Clerks of the way station scurry through cold fog， 亭 吳 越 寒 霧
The mountain city gathers in early morning light. 山 城敘 曙 光
Or there may be a daylong and nightlong assault of water upon precar­
iously upright forms， water from above and below on a massive and tiny 
scale-Li Tuan (1 5277) : 
Night tides dash against aging trees， 夜 湖 街是 樹
Morning rains smash the light rushes. 時t 雨 破 經 錯
In this art-in-miniature so important in Chinese poetics， the younger Ten 
Talents often surpassed their great predecessors of the K'ai-yüan and T'ien­
pao， and it is significant that their couplets were often selected in later lists 
of exemplary couplets (ch的斗'u 句 囡 ) . 

A few significant di琵èrences separate the work of the younger Ten 
Talents from that of the preceding generation. In a small number of poems 
new topics made their appearan白， and these topics suggested the break­
down of the old decorum of capital poetry and anticipate the Mid-T 之間g
fascination with the “unpoetic." When Ssu-k'ung Shu can write a play­
fully hyperbolic song on the virtues of noodle soup ( 1 5625 ) ，  it is impossi­
ble not to think ahead to the poetry of Han Yü. Heptasyllabic songs ap­
peared more frequently in the work of the younger Ten Talents than in 
the poetry of their immedia 
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You have walked much and sickness is in you， 
no provisions when you halt， 

Thousands of miles returning to home， 
and not back to home yet. 

With tangled locks you groan in sorrow 
beneath an ancient wall， 

Unable to bear the breath of autumn 
entering metal's scars. [ 1 47 1 6] 

行 多 有 為 往 無 糧

為 里 還 鄉 永至'1 鄉

蓬 車f 哀吟古城下

不堪秋氧入金瘡

The diction of  this poem i s  s o  simple that i t probably could have been 
understood by an unlettered soldier. The scars are "metal's" because they 
were made by weapons， and they have a special affinity with the "metal 
wind" of autumn， the wind of death and destruction. Another example 
of an unusual topic appears in the poetry of Ssu-k'ung Shu : 

Sick， Sending Away a Concubine 

All life's events wound my h目前，
they are before my eyes， 

My whole body drenched with tears， 
facing our flowered mat. 

I used up all my bright gold 
to teach you songs and the dance­

Now 1 leave you to another 
to take pleasure in your youth. [ 1 560 1 ]  

為 中 it妓

i島 事 傷 心 在 目 前

一 身 垂 淚 封 花 是

黃 金 用 童 教歌舞

會1 -Ø!. 它 人 樂 少 年

Though modern readers might not feel great sympathy for Ssu-k'ung's de­
pression at an investment gone wrong， in the context of the later eighth 
century such a poem would have been immensely personal precisely 
because i t  represented the sort of situation that usually had no place in 
poetry. 

Much of the best and most original work of the younger Ten Talents 
was done in the quatrain. With its ability to treat new topics and its links 
to yüell-fu， the quatrain made i t 目前r for a poet to go beyond the bland 
decorum of capital regulated verse. Lu Lun's six "Frontier Poems : Matching 
Poems by Governor Chang" from the late 780s contain probably the most 
famous poems of all the later capital poets. The first poem below refers to 
a story about the great Han general Li Kuang : one night the general shot 
an arrow at what he thought was a tiger， and in the morning the arrow was 
found embedded in a stone : 

The forest is dark， grasses startle the wind， 
The general draws his bow by night. 
At dawn they searched for the white feathers一

林啥j乎 覺 風
將 軍 -IUI 哥
乎 明 等 白 羽
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They were sunk deep in a c1eft of stone. 
[ 1 4747] 

The moon is black， the geese fly high， 
The Great Khan is fleeing by night ; 
About to go after him with our light cavalry， 
A snowstorm covers our bows and blades. 

[ 1 4748] 
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沒 在 石 4是 中

月 黑 雁 飛 高
軍 于 夜 遮 遮
欲將輕 騎 逐
大 雪 :詩 句 刀

There is Iittle difference between these poems and the frontier vignettes of 
the K 'ai-yüan and T 'ien-pao， though they lack the complications found in 
Wang Ch'ang-Iing's quatrains. They are no less concerned with mood than 
the occasional W-slzill of the period， but their energetic mood contrasts with 
the prevailing melancholy of regulated vers巳 They are deservedly famous， 
but there is nothing new or individual about them. Keng Wei's most 
famous poem was also a quatrain， and also distinguished primarily by its 
perfect treatment of a received art. 

Autumn Day 

Sunlight cast back enters the village lanes， 
Grief comes-to whom can 1 tell it. 
An ancient road， no one walking there : 
The autumn wind stirs the stalks of grain. 

[ 1 3955 ]  

秋 日

反 然 入 問 卷
憂 來943書語
古 遙無人 行
秋 風 動 禾 f..

A rich tradition Iies behind the imagery of the poem-Wang Wei (05 8 3 7) 
and Shih 旬 ， in which the grain covers over the ruins ofthe old Chou capital. 
But that rich legacy is used for simple purposes of mood， the desolation of 
autumn and longing to retum home. 

The younger Ten Talents walked no less in the shadow of the K 'ai­
y泣an and T'ien-pao than Ch'ien Ch'i， Liu Ch'ang-ch'ing， and the other 
later capital poets ; but the younger Ten Talents made use of a far wider 
range of K'ai-yüan and T'ien-pao poetry. Their heptasyllabic songs (e.g . ，  
1 4727-36 ; 1 5 1 70-79 ; 1 56 52) possessed something of the imagination and 
energy of T'ien-pao songs and were far superior to the feeble attempts in 
the form by Ch'ien Ch'i and Huang-fu ]an. Particularly interesting is Li 
Tuan's "Ballad of the Lean Horse" ( 1 5 1 72) ， because it seems to echo several 
poems by Tu Fu. Tu Fu was largely forgotten in the decades immediately 
following his death， yet in this ballad and in a few other poems by the 
younger Ten Talents (e .g . ，  1 52旬， 1 5 33 0， 1 5 575) there are hints-no more 
than hints-that they may have been familiar with at least a few ofTu Fu's 
poems. 

The younger Ten Talent� had numerous contacts with the poet­
monks of the Southeast， and Li Tuan is even supposed to have studied with 
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Chiao寸an. They shared with the monks an interest in poetic craftsmanship 
and a sense . of poetry as the motive rather than as an a句unct for social 
gatherings. In the works of the younger Ten Talents there are numerous 
references to "poetry meeting丸" “poetry discussions，" and to Iinked verse， 
which was then being practiced in the Chiao-jan circIe. 

The "poetry discussions" probably consisted of technical prohibitions 
and cIassifications such as we find in the criticism of Chiao弋jan and in the 
texts taken to ]apan by Kûkai and incIuded in the Bunkyã hifuron. On the 
other hand， such discussion probably also involved impressionistic descrip­
tions of individual style such as are found in the Ho-yüeh ying-ling chi and its 
successor， the Chung-hsing hsien-ch 'i chi. In his eIegy for the group ( 1 47 1 2) ，  
Lu Lun characterized the poetry ofhis friends. Ch'i Chung-fou is : 

The U nderdirector， Lord of Letters， 
Genius ri蛇口， divinity ofHuai-Ch'u， 
Fu-master， Iike Earth's music piping， 
W ord-ruler， as a jug on roof spilling downward. 

Ssu-k'ung Shu i s :  

An outswelling pine bearing snow， 
Sad cries of geese entering dark， dark skics. 

And Miao Fa : 

A moonlit fragrance drifting over cassia fru哎，
A dripping that nurses， falling on jade blossoms. 

侍 郎 文 章 余
傑 出 ;性 楚 畫
掌 賦 若吹級
司 言 如主主iJ(.

鬱 鬱 {}; 帶 拿
自t 蕭 竭 入 冥

月 香 早見 拉 會
乳 流 滿 1且其

Keng Wei seems t o  possess that "lingering taste" that later critics prized so 
highly : 

A well-brewed wine， stored longer， ever purer， 
Thrice-flowering trees， still more fragrant in the cold. 

九 鐘 時 f商 海
三 花 寒 轉 替

Such was the way i n which they saw their own art， and such were also the 
values thev sought to embodv in their poetrv. The fate of their poetrv was 
linked to the fortunes of such values. In ages when the subtleties of mood 
and craft were primary concerns， the later eighth-century ca pital poets were 
popular. But in ages dominated by strong， individual poets， they were 
largeIy ignored. Their poetry truly was， as Su Shih wrongly described the 
poetry of Meng Hao-j詛咒 the "wine of monks ."  
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Literary Activity in the Southeast 

Faint i n  the distance， bef ore the Ch品's temples， 
Are white rushes filled with c1ear breezes. 
Visited long ago， the poetry parties were full ; 
Visited now， the poetry parties are gone 

In recollection I 臼cite the theories of those times 
When people came there truly witho叫t end. 
But the Yangtze songs cannot be attained again 
The dust of the capital covers me in vain. 

Meng Chiao， “Sending Lu Ch'ang offon His Way Home to Hu-chou : I Trust Him 
to write This Poem on the Graves ofMy Old Friends， Chiao寸an and Lu Y位 [ 1 9958 ]  

In the later eighth century the lower Yangtze region had become a 
center of poetic activity rivaling the capital. Most of the famous literary men 
of the day visited， governed， or took refuge in the Southeast ; and in the 
congenial atmosphere of the southeastern literary circles， they discussed the 
fìne points of their a哎， wrote of the famous landscap的， feasted， toured， and 
forgot for a while the constant troubles that beset the northern half of the 
empire. The Mid-T'ang poet Meng Chiao， himself a southeasterner， grew 
up during this brief period of southeastern literary glory， and as a youth he 
joined in these gatherings of famous poets. But by 808， when Meng wrote 
the lines quoted above， the values of poetry had undergone m題jor changes， 
and few othcr wnters would 100k ba益型th such fondncss 0n the poetrYQ[ 
the later eighth century. Even Meng Chiao recalled not a A owering of 
genius， but an ambience of literary parties and discussions of poetry. 

In the Southeast， capital poets like Liu Ch'ang-ch 'ing， Li Chia但yu， the 
Huang-fu brothers， Keng Wei， and Li Tuan made the acquaintance of local 
writers like young Meng Chiao and of the poet-monks， whose monasteries 
often served as the setting for literary gatherings. At such gatherings the 
linked v叮叮 had its first true A owering since the Southern Dynasties ; also 
the first ch ' ang-ho chi 唱 和 祟， collections of poems exchanged between two 
poets， were composed. 1  And it was in this atmosphere of poetry discussions 
and literary parties that the monk Chiao-jan wrote his critical works. 

There are many indications that poets were becoming increasingly 
reAective about the art of poetry， and that re目前tiveness was inseparable 

2 8 1  
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from thc social context of the literary group. In the southcastern circles the 
dominant attitude thought of poetry not as self-expression， not as a vehicle 
for moral values， not as a pure art divorced from occasion， and not even as a 
crafi: to bc mastcrcd for social advanccment :  rather， as in the Southcrn 
Dynasties， poetry was conceived as a social art that existed for its own sake， 
a pastime that was in itsclf an occasion for social intercourse﹒ And at the 
center of this poetic activity were the poet-monks. 

THE POET-MONKS 

The best-known poet monks have mostly come from the lower Yangtze region. 
Ling-yi (“Numinous One 室 一 ) was the source ; Hu-kuo (“Guardian of the State" 
護 國 ) carricd on ; Ch'ing-chiang (“Clear River" 清 江 ) stirred the waves forward ; 
Fa-chen (“Dharma Spreads" 法 旅 ) followed the current. But these men were 
tiny strings with a single tone that passed the ear in a flash ; they did not represent 
the Grand Music (of the ancient traditionJ. Only His Reverence Ch'ing-chou 
u青 晝 i.e . ， Chiao寸an) mastered all the forms ; and after him， Ling-ch'e (畫 微)
carried on the work. 

Liu Yιhsi， “Notes on the Collectcd Works of Ling-chγ'2  

I n  the  passage above Liu Yü-hsi describes a tradition of poetry by  
southeastern monks a s  the movement of  a river. The river was also a 
common metaphorical model by which to describe the history of literature 
by secular writers， and in Liu's description these two streams are independent 
and do not "flow together. "  The separateness that Liu saw was an illusion 
fostered by a convention ofChinese historiography， the clear di陡rentiation
bctween sccular and religious figures. It  is more accurate to see the poet­
monks as the stable elements in a larger pattern of literary activity in the 
Southeast. Secular poets and monks wrote together and wrote in much the 
same way， but while the great poets ofthe capital came and went， the monks 
usually remained. 

Pocm exchanges reveal how closely the monks were linked to secular 
writers and to cach other. The earliest of the southeastern monks， Ling-yi， 
was acquainted with Ch'ien Ch'i ，  Lang Shih-yüan， Liu Ch'ang-ch'ing， Li 
Chia-yu， the Huang-fu brothers， and Wei Ying-wu， to mention only the 
most prominent. Ling-ch'e even studied composition under the capital 
poet Yen Wei. And Chiao-jan， while he had connections with the same 
group as Ling-yi and Ling-ch'e， was closely associated with the group of 
sccular intellcctuals who compiled the rhyming dictionary Yün-hai ching­
yii削 弱 海 鏡 源 ， directed by the great calligrapher Yen Chen-ch'ing. Both 
in their social rclations and in their poetic practice， the poet-monks were an 
integral part of the literary world ofthe later eighth century. They were 
in no sense rcligiolis poets : with a few exceptions， when Buddhism appeared 
in thcir work， it was the lay Buddhism of capital poetry. 3 
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Ling-yi's (727-62) forty-two extant poems may have constituted the 
single chüan of his poetry recorded in the Sung. Thc earliest of the south­
eastern poet-monks， Ling-yi Icarned to writc in the stylc of capital poctry 
even before the massive influx of secular writers into the Southeast in the 
760s. Apart from three poems on famous monks (44220-22)，  the rcadcr 
can fìnd Ling-yi's Buddhism only incarnate in thc natural world of 
occasional poetry. 
A New Spring at Yi-feng 
Recently the source of a stream gushed forth， 
And breaking through， reflects the slender c1ouds. 
The level of lotus pond sinks somewhat lower， 
As it first covers the streaks of moss. 
At last it CI臼nses the iIIusion of bright beauty ; 
It has always been distinct from the average str臼m.
Whenever the moon's out on a c1ear night， 
You can hear it  trickling in your dreams. 

[442 16 )  

宜 贊 革命 泉
泉i厚、 新 ;車 出
涓 澈 映 織 雲
稍 落 芙 蓉 )8
初絡 苔 錶 文
了 將 空 色 j乎
索 與 眾 流 分
每 到 清 有 月
1令 泠 夢 衷 開

1 t i s tempting to find a Buddhist poet in this poem， in terms such as “the 
illusion of bright beauty" and in conventional Buddhist metaphors， such 
as the reflecting surface of the pure stream. But the degree and seriousness of 
Buddhist reference in this poem derive largely from the read缸's knowledge 
that the poet was a monk : exactly the same poem might have been written 
by a secular poet in praise of the garden of a capital aristocrat. Since at 
least one technical Buddhist term is used， it is legitimate to fì nd BlIddhist 
values in the poem， but these appear primarily through a "sitllational frame 
of reference ，" reading intellectual implications into natural imagery ac­
cording to the circllmstances of composition， in this case the presumed 
religious concerns of the author. 

The language of most Buddhist texts was less figured and syntactically 
more direct than the language of secular prose and poetry. The monks' 
education in such texts might lead one to expect the development of 
corresponding forms of poetry， and indeed the remains of such a tradition 
can be seen in the collections of Han-shan and Wang Fan-chih . Though 
the southeastern poet-monks seemed anxious to prove their sophistication 
in the secular poetic tradition， a very small number of their works-usually 
epigrammatic quatrains-do draw from their background of Buddhist 
learning. The following quatrain by Ling-yi uses the problem of free will 
playfully and colloquially. 

About to Leave Yi-feng Temple : 1 Leave This 
Written on a Mountain Chamber 

Lotus flowers in the pool 
don't blossom of their own will ; 

將 出 宣 t 寺 留 趨 山 房

i色土 正是荷 不 白 問
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Flowing waters in the mountains 山 中 流 水偶 然 象
likewise come by chance 

Should you c1aim that meeting and separation 若 言 來 敘定 由 我
necessarily arise from the self， 

Consider-how can we manage to turn back， 求 是 由 時 1J� 得 回
before it's our time to turn back. 

[44249] 

At parting， a real or hypothetical interlocutor implies that Ling-yi can 
come back if he desires. Ling-yi's quatrain is a playful rebuttal， arguing 
against free will， not by karmic determinism but by a theory of accident : 
even if one claims free will to return at a given time， how can one know 
that the "choice" is not fated or accidental ? But less important than Ling­
yi's argument is that， 的 in Wang Wei's most abstrusely "doctrinal" poetry， 
the philosophical problem is subordinate to the motives of occasional 
poetry. 

Although Liu Yü-hsi regarded Ling-ch'e's poetry more highly than 
that of Ling-yi， fewer of his works have survived， only sixteen poems out 
of a collection once in ten chüan. Ling-ch'e，" s long life (746-8 1 6) spanned 
the later eighth century and the Mid-T'ang， but so many of his poems are 
from late in his life that he should probably be considered a Mid-T'ang poet. 
Yet unlike Meng Chiao， Ling-ch'e was well known as a poet in literary 
circlcs of the Southeast : he was a student of Yen Wei， a friend of Ling-yi 
and Chiao才拍， as well as of Ke呵 Wei and Lu Lun. Indeed， the monk's 
poetry was so highly regarded that he was recommended to the capital， 
where his work was said to have enjoyed imperial favor. 

Like other southeasterners， such as Ho Chih-chang and Ku K'uang， 
Ling-ch'e was known for his quick repartee and sharp wit. A mild specimen 
of his wit suwivm in his most famous POEm， an epigram- The prokssed 
yearning of secular officials to retire to the h他 was a subject that begged 
for a satiric gibe， but for obvious reasons the satiric reply was seldom 
o貫注e�artvin廿I自由吋n::ent回扣研討T但訂th臼omma前世1'-0白-hmg-dm甘「
wrote of his desire for the recluse's 峰 (07590)， and Ling-ch'e composed 
this famous answer : 

Now old， my heart is at peace， 
and nothing external bothers me 

The robes of hemp and seat of grass一
enough for my body. 

Everyone 1 meet tells me 
how grand it would be to quit 0的ce ;

Yet never once here in the woods 
have 1 seen a single one 

[44264] 

年 是 心 開 且在 外 事

麻衣羊 皮 亦 容 身

相 逢 重 退休 官 好

林下何 曾 見- 人
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The genius of this epigram Iies less in its gentle barb than in  its play on a 
durable convention of recIusive poetry : “sceing no onc" in the descrted 
forest (cf. 06082) . 

If Liu Yü-hsi considered Ling-ch'e one of the two best poet-monks， 
it was probably because Ling-ch'e's work was marked by the Mid-T'ang 
taste for bold， original imagery and propositional Ianguage (and also 
because he had been Liu Yιhsi's friend). It  is impossible to teII if this 
characterized Ling-chγs total oeuvre or only his later poems. The foIIowing 
is one ofLing-ch'e's finest quatrains， written on a visit to a deserted Buddhist 
temple. “E品gy worship" (Iine 3) is a kenning for Buddhism. 

Spending the Night at East Forest Temple 
The skies are cold ; fierce tigers 

roar through the snow of peaks ; 
Here in the fore泣， no one-

and moonlight shines unseen. 
A thousand years of effigy worship 

的 heard no more today， 
And the burning of incense is pleasing 

only to the ghosts. 
14426 1 )  

宿 東林寺

天 理C I孟 Jt "啥 是 雪

林 下 無 人 空 有 月

千 年 像教今 不 開

焚 香 獨 為 鬼神說

The quatrain i s  a briIIiant huai-ku rooted in  a secular poetic tradition. The 
"tiger's roar" was a potent image of Ch'an thought， . but the tigers of 
Ch'an are only remote echoes in this quatrain ; rather， these are the real 
tigers ofthe wilderness that creeps over the decaying sites ofhuman habita­
tion， the tigers of a huai-ku (e .g . ，  0264 1 ) .  

Like Ling-ch'e， Ch'ing-chiang survives only in a handful of  pocms : 
twenty-one pieces， of which 記veral are also attributed to other peoets. 
But judging from his extant �<?rk， Ch'ing-chiang possessed a poetic gift ç-
that should have raised him above Liu Yü-hsi's derogatory “tiny string with 
a single tone." 'Chiao-jan may have been a more important poet with a 
broader rangc，--mrr-亡的旬之H而宮內爾 戶面歹五而 an mtenslty and 
grandeur that Chiao-jan never achieved. There is in his poetry an ability 
to speak with dignity on the larger eIement of the universe and a pubIic 
seriousness that are reminiscent of Tu Fu. (Fan Huang's early preface to 
Tu Fu's coIIection states that it was in circulation primarily in the South.) 
The foIIowing poem was addressed to the capital poet Yen Wei. 

Setting Out Early from Hsia-chou : On the road， 
Sent to Yen of the Imperial Library 

Though this body of mine has no earthly ties， 
Concern for the Way still troubles my life. 
A million miles-a dream of rivers and lakes ; 

平 發 俠州 途 中 贈 ...秘 書

此 身 殊 不 繫
憂 這 亦 勞 生
』克 里 江 湖 夢
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A thousand mountains， walking through rain and snow. 于 山 的 雪 行
Men's dwellings rest against former battlements， 人 家 依舊 壘
Barrier roads shut out Layered WalI. 閉 路 開 層 域
The Chiao-ho nomads are not yet gone， 永 畫 交 河 虜
And Thinwillow Garrison still encamps troops. 猶 屯細 柳 兵
1 n hardship 1 sigh for these hard travels ; 艱 難 堂 進 家
Sojourning， rely o n  the warmth o f  men's hearts. 接託親深情
Sickness and poverty will b e m y lot : 貧 病 吾 將 有
To perfect m y spirit， 1 take leave ofShao-ch'ing. 精 修 謝 少 卿

[443 I I ] 

Layered WaIl was the highest spot in the K'un-Iun Mountains， and there 
the mythical Queen Mother of the West was said to dweIl. In this poem 
the K'un-Iun of myth merges with the geographical K 'un-Iun of  Central 
Asia， 的 the barrier passes simultaneously block the traveler from immortal 
worlds as weIl as holding back the Tibetans and steppe peoples. In this 
context， Shao-ch'ing refers to Jen An， to whom Ssu-ma Ch'ien wrote his 
famous letter in defense ofhis decision to accept the imperial punishment of 
castration so that he could fìnish the Shih-chi . It  would appear that Ch'ing­
chiang is assuming the role ofSsu-ma Ch'ien to 0任er Yen a defense of some 
decision (perhaps to remain a cleric) which would be clearer if the fuIl 
biographical context were known. 

Most reminiscent ofTu Fu are the grand， general statements concerning 
self and universe， 的 in the third couplet of the foIlowing poem. 

Early Spri呵， Writing my Feelings : To Magistrate 
Ts'ui of Honan 

With days of spring the east wind comes， 
But its gentle warmth seems unevenly shared : 
My sick body pointlessly grows older， 
My sad locks show no knowledge of spring. 
In this universe I 've become a thing left behind ; 
Light and dark speed an illusion-body on. 
Still wandering， feel pain at the end of the road， 
AII the heart's concerns directed to travelers. 
Weak in the Way， still loving comfort， 
The times hards， 1 w臼ry of poverty. 
If my modest talents had a place to lodge， 
I'd find home and kin on imperial soiI. 

[443 1 2] 

早 春 會 情 寄 河 南 崔 少 府

春 日 春 風 至
陽 和似 不 均
為 身 空 益 是
悲 勢 不 知 春
宇 宙 成 遺 物
光 陰從幼 身
家 遊 傷 末路
心 事 向 行 人
道 薄 猶 懷 土
耳守難 欲 厭 會
微 才去。 可 寄
赤 縣 有 鄉 親

As the great official inevitably yearns for the pure， unfettered life o f  the 
recluse or monk， so here the monk longs for the secular li長， on “imperial
soil" rather than in the wilderness where "no man is seen. " Ch'ing-chiang 
showed a particular fondness for quoting the Analects， a fondness not shared 
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by his  secular contemporaries. In this poem， “loving comfort" is from 
Analects IV. 口 ， where “The good man loves virtue ; the lesser man loves 
comfort." 

Ch'ing-chiang was as adept as any ofhis contemporaries in composing 
couple的， but as can be seen in the poems above， he possessed a special gift 
for self-analysis， “speaking his intcntion" 言 志 according to the canonical 
function of poetry. Paradoxical旬， i t  is his self-doubt about his own reli­
gious conviction that makes him perhaps the most religiously serious of 
the southeastern poet-monks. In place of the serene description of reflecting 
streams and vacant thoughts， we sometimes find in Ch'ing-chiang's poems 
the cry of an unconvinced soul (44323 ) : 

Unable to comprehend the Dharma-natu間，
How can 1 avoid the ruin， the dissolution ? 

吹 然
C H I A O-] A N  

His poet friends a t Shan-yin 
were rowdy when they met一

The lovely lines flew back and forth 
without destroying Ch'an. 

永 能 通 法 性
�� 可 見 支 離

The couplet above appears a t the end of a poem b y  Chiao-jan on the 
Southern Dynasties monk Chih-tun (44840) ， but Chiao-jan could just as 
easily have been speaking for himself. Even more than the other poet-monks， 
Chiao-jan was entirely caught up in a secular social world and a secular 
poetic world， so much so that he could not avoid some sense of conflict 
with his religious vocation. Though he did write a few genuinely religious 
poems， these form only a tiny part of his corpus of nearly five hundred 
poems in seven chüan (with another chüan of linked verse) . If Chiao-jan 
was not the best poet ofthe Ìater eighth century， he was certainly the most 
interesting poet ofthe period-a critic， writer ofIinked verses， and a master 
stylist who experimented with a wide variety of period styles. Though a 
monk， he was， more than any other writer of the age， a man of poetry. 

Chiao-jan was a native southeasterner， a Hsieh and tenth-generation 
descendant of Hsieh Ling-yün. Born around 734， he took his monastic 
vows in the early 750s and led a relatively uneventful life among the scenic 
beauties and social pleasures of the lower Yangtze region. Though he 
defended Chih-tun's poetic activity， Chiao弋jan himself was said to have 
renounced poetry in the late 780s. Whether the report of that renuncÏation is 
true or not， he did write poems after that date， perhaps giving way to the 
social pressures brought upon him by his considerable poetic fame. He was 
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still alive in 79 1 and surely dead by 809， but the exact date of his death is 
uncertain. In 792 a copy ofhis works was presented to the Imperial Library， 
and this may indicate that he was no longer alive. 

Chiao-jan's poetry exhibits a range of styles greater than any other 
poet of the later eighth century. But most significant is the integrity of the 
pcriod styles he used : this is a Mid-T'ang trait and contrasts with the High 
T'ang tendency to stylistic variation according to subgeneric proprieties. 
For example， a parting poem by Chiao弋jan might be in the conventional 
pentasyllabic regulated verse of the capital tradition (44750-65) ; i t  might 
be an 叫laized yüeh-fu (448 1 9) ; i t  might be a heptasyllabic song in the 
T'ien-pao style (44874， 44876， 44880， etc.) Earlier in the eighth century there 
had been some freedom of generic choice in treating an occasion， but 
Chiao寸an's work shows not only a greater range of choice， it also usually 
shows a careful consistency in the use of a style characteristic of a certain 
period or author. Generic differences in style remained， and the formality of 
an occasion still exerted an influence on the choice of genre and style， but 
there is a Izistorical variety in Chiao寸an's style that is hard to find earlier. 

This new sense of the literary past had been developing for several 
dccades and was probably con肘cted to the waning of strict fu-ku values. 
In many ways this Iiterary historical sense foreshadowed the entire future 
development of poetry in traditional China. No longβr was the poet 
confronted with the choice between contemporary style and a single 
“archaic" alternative : that simple choice was rooted in the}i叫u opp。如on
of "ancÎent" and "modern， " and the opposition deemphasized the true 
variety of both “ancient" and “modern. "  Fu-ku Iiterary history was 
predicated on a single standard that was being effaced through time : it did 
not admit variety and multiple standards. As in the history of Western 
literary criticism， a sense of literary history as change rather than decline 
meant a relativity of values. And as we shall see， in his criticism， Chiao寸an
made just such an argument for literary-historical change. 

一一一一站台前在吋ogue寸攻yi說irvariety in his cl iticrlw世仁甜he demonstra叫
it in his poetry. Chiao寸an's range was like that of Tu Fu， but there was an 
important difference : Tu Fu assimilated the literary past and generated a 
poetic variety that was all mm由ably Tu Fu : Chiao-jan preserved the 
integrity of past styles and "use 
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consciousness that accompanied his  criticism and the poetry discussions 
that Aourished in southeastern literary circles. Another factor was the 
contemporary revaluation of the poetry of the Southern Dynasties and 
Early T'ang， which weakened the “mpleρ�-ku opp。如ion between ancient 
and modern. Finally， there was Chiao-jan's deep interest in his ancestor 
Hsieh Ling-yün， whose very individual style Chiao弋jan tried to reproduce 
m many poems. 

The following poem， a composition to a 何t topic， shows Chiao-jan's 
skill in handling a delicate later Southern Dynasties and Early T 'ang style. 

On the Topic "Stone Bridge Stream" : Sending Off 
Ts'ui K'uei 

A frame of stone reaches c1iff of rose c1oud， 
The sheer slope scatters emerald sands. 
When the sky is c1ear， shadow of rainbow crosses， 
嗎'hen the wind is faint， silky streaks slant. 
Striding upward， meeting in a hidden place blocked， 
Up and downstream， the traveler's thoughts go far 
This is not the road of the Yellow River bridge， 
But there too parting's bitterness is limitless. 

[44799) 

國在得石 祭泉 i主 霍 達

無石 i! 1質 變
懸 崖 散碧 沙
天 ，青 虹 影 波
風 細 線 文 斜
攀砂Ì!I期 但
泊 湖 客 意 蜍
河 祭 品t 此路
串'l tlt 亦 無 派

The Yellow River Bridge had been the site of the famous parting of Li 
Ling and Su Wu. Court poetry's rules of rhetoric are followed carefully 
here : each line in the first two couplets matches a line on the bridge with 
a line on the stream ; the third couplet repeats the antithesis and introduces 
the theme of parting， to which the last couplet offers a response through a 
comparison to a famous precedent. 

Chiao-jan could equal any of his contemporaries in the evocative 
quatrain with its suggestive closing image， as in the following poem on 
the immortal Red Pine : 

f\long tne t>ank tnrougn oense tOliage， 
then out to see the sky : 

Sunlit sands sparkling c1ear， 
and the water rushing on. 

1 wonder where that winged being 
is ever washing his herbs， 

Whose ruined flowers in co心ntless numbers 
follow the flowing stream. 

[44842) 

一線斧蒙籠去丈夫一一

E青 沙 漫 漫 水攝� �

何 處 羽 人長洗i車

錢 花 無數逆流泉

The closing scene i s  the physical evidence of  some hidden truth， on  which 
the third line speculates. 

Almost the entire final chüan of Chiao-jan's collection is devoted to 
the heptasyllabic song. The genre's position in the collection corresponds 
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to its position in Wei Ying-wu's works and in some of the collections of 
the younger Ten Talents. This probably reflects the late-eighth-century 
sense of generic hierarchy : the heptasyllabic song is placed last because it 
seemed the 叮1ewest" and most unorthodox of the poetic genres. There was 
a strong element of generic evaluation in the arrangement of poem collec­
tions， and the values accorded to genres in different periods was independent 
of their true history. 

A perfect rendition of the T'ien-pao song style can be seen in the 
following piece. It is a parting poem， and as in many of Ts'en Shen's 
occasional songs， the occasional message is loosely attached to the end. 

Song of the Soaring Hawk : To His Excellency Wang 
on Parting 

The ancients esteemed the godlike and glorious， 
And what can compare to the hawk on the kill ? 
It hovers alone at the highest point， 

straightens f rost-white f eathers ; 
I 'm sure in its eyes Heaven's canopy 

seems but a foot away. 
Then circling low it brushes the earth， 

and soars up over the winds : 
The fledgling phoenix dares to alight， 

and the wild geese break formation. 
You look all around in the sunlit sky， 

it's suddenly not to be seen， 
Then for a moment emerges alone 

by the edge of blue clouds. 
Dark winter's end， and the chill sun 

sets over a million miles， 
When the air is of death and the grasses dry， 

i t  exults ever more on high. 
Through cloudy passes it  flies on a slant， 

lost in a flurry of wis阱，
Then straight up it goes into snowy skies， 

piercing through snowflakes swift. 

In this 1 sce your own soaring heart 
finds friendship in like kind， 

And as parting gift 1 sing you this song 
of the wild hawk's soaring. 

The pavilion of parting grows somber and still 
as the guests are scatterin g :  

Thc song i s  done， your road is long， 
and my mcaning not well enough said. 

[44874) 

翔 竿 哥IU主主 鴿 'h

古 人 實神 且是
何 如 秋 竿 擊
獨 立 高 標 整 霜 諭

ft.t 看 天 宇益。 咫 尺

低迫梯地凌 風 翔

喝 . 放 下 月在 斷 行

晴 空 白 顧 忍 不 見

有 時 獨 出 青 霞 傍

窮 jlj;J克 里 落 寒 日

� 殺 萃 桔 增 * lt

雪 塞斜 飛 提禁遠

雪 天 直 土 穿 花 疾

見君 高 情 有 何 處

贈 別 國 哥是 翔 竿 曲

線 亭 慘 慘 家 教時

歌 畫 13- 長 愈 不 足
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Comparison to the tame songs of contemporary capital poets reveals Chiao­
jan's mastery and freedom in using the T 'ien-pao song style. 

Like the other poet-monks， in his occasional poems Chiao-jan used 
monastic settings and the lay Buddhism of capital poetry. But Chiao-jan 
also composed some Buddhist poems in the more colloquial， casual style of 
Wang Fan-chih and Han-shan. A reference in his criticism indic泌的 that
Chiao-jan was at least partially familiar with the Wang Fan-chih corpus， but 
it is impossible to know if he was aware of the Han-shan corpus. A poem 
entitled "Cold Mountain" (“Han-shan" 寒 山 448 1 4) from the “Miscel­
laneous Songs of My Southern Pool" 為 ?也 給 詠 (448 1 1- 1 5) suggests the 
symbolic value of the “cold mountain" that is so prominent in the Han-shan 
corpus， but the image is probably too commonplace to indicate a true link. 

Encroaching on the emptiness， riot of color， 
1 love this unique旬， my own middle peak. 
No cares at aIl， 1 lean on light sta缸，
1 walk on calm峙， foIlowing hidden tracks. 
On aIl the mountains faIling of Ieaves is over， 
And cold， azure mists form， layer upon layer. 

[448 1 4) 

使 空 撩 亂 色
獨 愛 我 中 學
且在 事 負 經 東
問 行 Jl . 錄
象 山 搖 且在 鑫
寒 翠 更 重 重

The style i s  casual， but somewhat more literary than most of the Han-shan 
poems. However， there are other poems that are even more “unpoetic， " 
and closer to the style of Wang Chi， Han-shan， and Wang Fan-chih. 

Playful Poem 戲趨

Yammering， squabbling-aIl of it 喧 喧 共在 是 非 問
in a world bound by “true" and "f alse" ; 

Who understands the peace of mind 
1 feel the whole day Ion g ?  

A chance visitor sings wildly一
and why does he do what he does ? 

He wants only to force himself 
to care about human a品的.

[44845) 

終 日 吉拉 長。 我 自 問

偶 家 狂 歌何 所 �

欲於人事 51 報 關

Like many of the Han-shan poems， this piece belongs thematically to the 
tradition of the eccentric reclu仗， but there are other poems more directly 
concerned with Ch'an. 

Spontaneous Poem 1 

Joy in Ch'an， my heart seems swept along， 
And my Way is never hindered. 
Alone and enlightened 1 sing and laugh­
Who says 1 get crazier in old age ? 

[44853 )  

偶 然 五 首 之 一

嘻嘻 禪 心 似 藩
吞進不相 仿
獨 悟 哥k l{ 笑
諱 言 是 更 狂
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The last phrase， “crazier in old age，" appears verbatim at the end ofTu Fu's 
“Crazy Man" ( I I 107)， written when Tu Fu was in Ch'eng-tu. ln a few 
other cases Chiao-jan seems to echo Tu F的 poetry， and a citation in his 
criticism confirms that Chiao寸an had some knowledge of Tu Fu's work. 

Wang Wei and Ch'u Kuang-hsi had both composed series of "Spon­
taneous Poems ，" but the short poems ofChiao寸甜's series (44853-57) make 
the earlier poets seem decorously controlled in style and theme. I t  is tempting 
to read the following poem as a defense ofChiao才an's secular entanglements， 
a defense based on the Ch'an impulse to invert conventional religious 
values : 

1 hide my heart and not my deeds， 
And 1 even desire to dwell in men's world. 
If I lack trees， 1 transplant one in sprin g ;  
lf 1 miss the mountains， 1 look a t a painting. 
1 reside in noise， and 1 haven't gone wrong­
Truth is here. 

[44855 J  

時在 心 不 島生 跡
主r 欲位 人 寰
欠樹移 春樹
無 山 看 金 山
居 喧 4\'. t-. 銬
真 t: 在 其 肉

The cultivated tree supplants the natural tree ; the painting replaces the 
landscape. Though the poet begins with the conventional assertion that he 
hides his heart， most of the poem involves a true inversion of eremitic 
values and not the older Taoist tradition of the recluse in the city. Rather 
than finding the surroundings unimportant， as when T'ao Ch'ien looks 
past his town to the hills beyond， Chiao-jan finds truth in the "noise" of 
the human world. The poem speaks to the Mahayana commandment to 
dwell in the secular world， but i t  does so through the Ch'an pleasure in 
surprise and thwarted expectations. The following poem treats the Ch'an 
delight in inversion directly and humorously : 

1 don't like foreign languages ; 1 won't study them ; 
And I've never translated barbarian words. 
Tell you of Ch'an ? lt's what's topsy-turvy， 
What 型企但he P哩豆豆[the 'JLesLdilω白血。且

[44856J 

月寄 語 嫌 不 學
胡 者 從 不 翻
說 禪 顛 倒 是
暴發金玉孫一一一一

The “Prince of the West" is the Buddha. While Chiao-jan's attitude does 
not misrepresent Ch'an， i t  should also be remembered how comfortable 
such a position was for Chiao-jan or any monk : it allowed one to reside 
in secular society and be spared the more intellectually demanding tasks 
of Buddhism， such as translating sutras. 

Early bibliographies list three critical works on poetry by Chiao-jan : 
the 51ûh-sl1il1 詩 式， the 5hil1-p ' ing 詩 詐， and the 5hil1-yi 詩 議. Of these， the 
5/rih-p 'ing may have been part of the longer version of the 511il1-shih.4 
Unless the 511il1-p 'ing formed part of the 5hil1-511ih， both i t  and the 5hih-yi 
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survive only in fragments. But the Shíh-shíh was clearly the work to which 
Chiao-jan and his contemporaries accorded the most importance. The 
Shíh-shíh survives in several one-chüan versions and in a much longer 
five-chüan version.5 

Here we  are concerned less with the Slzíh-shíh's important place in  
the history of T'ang criticism than its relation to  Chiao寸an's poetry and 
the literary values of the later eighth century. Chiao弋jan inherited the terms 
of literary-historical discourse from his Ju-ku predecessors of the seventh 
and eighth centuries. Fu-ku turns of phrase occur almost unconsciously， 
especially in evaluative comm凹的 ; for example， to praise the work of his 
ancestor Hsieh Ling-yün， Chiao-jan says that he “pass疋d on high to the 
Feng [Kuo-Jeng of the Shíh-chíng] and Sao [Li-sao of the Ch 'u-tz '叫， well 
above the works ofthe Chien-an ， Wei， and Tsin" (Shíh-shíh 1 -4b) . But from 
other references in the Sllíh-shí/z it is clear that Chiao-jan d id  not believe 
Hsieh Ling-yün was so much superior to Chien-an and Wei poets as 
different from them， nor did he believe that the “Feng and Sao" were the 
absolute standards of j吋gri1ent. Though Chiao-jan was struggling with 
the Ju-ku t位ms of discourse and their presumptions， fi峙的 offered the 
strongest model of literary-historical evaluation. 

In many cases Chiao-jan tried to oppose or modify the commonplaces 
of Ju-ku literary theory. In his pref ace to Ch'en Tzu-ang's collection， Lu 
Ts'ang-yung claimed that Ch'en had restored ancient greatness to poetry 
after five hundred years of decline ; Chiao寸an sco任èd at such conventional 

ρ←ku hyperbole， and in rebuttal listed his favorite poets of the five hundred 
years of “decline . "  Then Chiao-jan filiated Ch'en's poetry to that of Juan 
Chi， which falls within the "decline" period， and asserted the superiority 
ofthe Wei poet (Shíh-shíh 3 . I a- Ib) .  Elsewhere， Chiao-jan went beyond the 
m位e defens忘 of poets and u吋ermined the very basis of Ju-帥， while ap­
pearing only to modify its principles. CI叫o-jan maintai肘d that in 1即rary
history there must be both “change" (piell 變) and “return" 戶 使) ; Ch'en 
Tzu:"ang was then cited as an example of a poet who “returned too much and 
changed too little" (Shíll-shíh 5 . Ib ) .  The admission of the necessity of 
“change" makes explicit what was implicit in Tu-ku Chi's metaphors of 
the ceremonial drum and script (pp. 254-56) . The legitimacy of “change，" 
even balanced by “return ，"  struck at the heart of升吋l/S presumption of 
umvers 
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that the style of poetry changed， but not that the Way [of poetry] had 
declined" (Shih-shih 4. I a- Ib ) .  

Directly following this i s  a peculiar passage i n  which Chiao寸an attacked 
the poetry of the capital poets of his day. 
During the Ta-li Reign the m句ority ofpoets have lived in the Southeast : Huang-fu 
Jan， Yen �蝠， Chang Chi， Liu Ch'ang-ch'ing， Li Chia-yu， and Chu Fang. These 
men have usurped the green mountains， the white c1ouds， the spring wind， and 
the fragrant grasses as though they belonged to them and them along. 1 acknowledge 
that the "decline of poetry" belongs right here-why find fault with the Ch'i 
and Liang ? The rolling wave of their influence has grown stronger and stronger 
until the present， and the younger generation has imitated so much that many 
have been swallowed up by this style. But at the end of the Ta-li， these gentlemen 
changed course一1 suppose because they realized how wrong they had been. 

The charge Chiao弋jan raises against the capital poets is one of "usurpa­
tion ."  It  is possible that the former owners of the stolen poetic landscape 
were the local poets of the Southeast， in which case Chiao-jan would be 
referring sim pl y to the infl uence and cultural arrogance of the ca pital poets. 
But the passage occurs in the context ofChiao-jan's defense of the Ch'i and 
Liang， those who had owned and written of the southeastern landscape 
long before. Thus， i t  seems likely that Chiao-jan is referring to the capital 
poets' ignorance and r司ection of the former “local poets，" those of the Ch'i  
and Liang whose literary landscape the capital poets have arrogantly usurped. 
Chiao弋jan was essentially correct : one of the strongest traits of Iate-eighth­
century capital poetry was a lack ofIiterary-historical awareness and depth， 
precisely the qualities that enrich Chiao寸an's own work. Their “reform" 
at the end of the Ta-li would be an abandonment of thefu-ku disapproval 
of Southern Dynasties poetry and the acceptance of the more tolerant and 
catholic views ofChiao-jan. Besides their literary-historical naïvete， Chiao­
jan would have disapproved of the bland simplicity of capital poetry : 
Chiao寸an often praised complexity and difliculty (Shih-shih I . I a ;  I . Sb) ， 
and in his own work he avoided the ease of capital poetry， even if the 
results were often awkward and mannered. 

Chiao弋jan's criticism was closely related to his poetry， which was not 
always the case among Chinese poet-critics. His stylistic catholicity found 
a counterpa 
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opinions were shared by the circle around him， but there is one fascinating 
linked verse， “Lecture on Ancient W riting" 講 古 文 聯 句 (43 24 1 ) ， which 
puts forward an account of the history of poetry very different than the 
�onventionalfu-ku history. This linked verse was composed between Chiao­
jan and several of the less famous figures of his circle : P 'an Shu 洛 遂， P 'ei 
Chi 裳 濤， and T'ang Heng 蕩 街. The view of literary history 0陡red is 
most eccentric and can perhaps be understood only in the context of the 
strong southern bias suggested in the passage translated above : the poets 
write favorably of earlier poetry up to the Ch'en Dynasty and seem to 
condemn everything written aft缸， evidently including the T 'ang ! But 
T'ang Heng was presenting something similar to Chiao弋jan's balance of 
“change" and “return" in his lines on the “imitations" of the Liang poet 
Chiang Yen : 

Chiang Y凹's "Poems in Various Styles"- 工 樁事奮 體
There one can see power 0 f talent ; 方 見 才 力
His imitations were truly well done， 擬之信工
Resembling without crowding [the originalsJ. f，成 為 不 i!

Chiang Yen 's imitations of his own major poetic predecessors can be seen 
as the model for Chiao-jan's catholic use of earlier styles. It also offered an 
alternative to fu-ku in the means to creatively use the literary past. 

THE LINKED VERSES 

If Chiao尹n was ambivalent about his associations with the capital 
poets， there was another group of secular intellectuals with whom his rela­
tions were quite warm : this was the group around Yen Chen-ch'ing 顏 真 卿.
In the titles of Chiao才an's poetry there is evidence of extensive poetic 
activity in this group， but apart from the collection of Chiao寸an， almost 
nòthing of i t  has survived. Yen Chen-ch'ing's collected works now con­
sists primarily of prose writings， with only a handful of poems， none of 
which are commensurate with his genius as a calligrapher. Of Li Shu's 
works only a cycle of ritual surviv的， while Lu YÜ 陸 羽， the author of the 
Tea Classic， is represented by a few songs and scattered couplets. Less well 
known writers such as P 'an Shu and Li 0 李 專 survive only in the linked 
verses. Of the luminaries of capital poetry only Keng Wei was closely 
associated with this group. 

The great anomaly in the poetry of the Yen Chen-ch 'ing circle is that 
while their conventional poetjc oeuvre survives only in fragm凹的， they 
are represented by a sizable number of linked verses， lien-chü 聯 句 一over
fifty in all. These are preserved at the ends of the collected works of Yen 
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Chen-ch 'ing and Chiao弋jan. Since linked verse was not considered serious 
poetry， it is particularly surprising to fi nd these poems extant when more 
rcspectable poetry was lost. One possible explanation is that a separate col­
Icction of linked verses survived and was latcr divided and appended to the 
Chiao弋jan and Yen Chen-ch'ing collections .6 

Linked verses and their near relations， Po-Iiang verses， appeared earlier 
in the T'ang only infrequently. The linked verse was a form associated with 
the Southern Dynasties， and it is likely that the later-eighth-century revalua­
tion of Southern Dynasties poetry played a role in the resurgence of the 
Iinked verse. 7 

The  linked verses of the group around Yen Chen-ch'ing and Chiao­
jan are mild in comparison to the rambunctious linked verses between Han 
Y位 and Meng Chiao， but they represent an even greater variety of forms 
and topics. They were， of course， written to set topics， often yUllg-wu 
topics， and usually involved a group of more than two participants， thus 
diminishing the possibility for the quick repartee found in many of the 
Iinked verses between Han Y位 and Meng Chiao. Of great formal variety， 
they include verses in trisyllabic lines (43 1 53)  and hexasyllabic lines (43 254) ， 
as well as two tetrasyllabic， archaic “lecture" linked verses (43240-41 ) ，  one 
on virtue and one on the literary tradition. The unit of alternation was 
either the quatrain， the couplet， or the single line. 

One of thc most amusing groups of these Iinked vcrses is a series on 
playful topics (43 1 5 5-60) ， between Yen Chen-ch'ing， Chiao-jan， Li 0，  
and Chang Chien. With one exception， these are quatrains in which each 
participant gives an example of the subject. 

Big Talk 

Clziao-jan : 
1 sing loud on Lang-feng， 

step over to Ying-chou ; 
Ye/1 Clzm-clz 'ing : 

ιb關注封甘合-r�y甘p-I廿白血凹，
and my dinner's still not done. 

Li 0 :  
1 go u p and down a t the ends 0 f the earth 

where nothing lies beyond ; 
Chang Chien ﹒ 

1 take a sip and instantly dry 
the streams of the dark blue sea. 

[43 1 5 5 ]  

-1:- 吉 大 吉 聯 句

高 歌 聞 風 步 減 洲

一禱，時義暮春=-�

四 方土 下 無 外 頭

一 吸領 泊 滄 溪 流

Lang-feng was a peak of K 'un-Iun， the mountain of the immortals in the 
far west ; Ying-chou， reached in a step， was the isle of immortals far in the 
Eastern Ocean. 
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Happy Talk [isJ : 

Li O :  
When thc Rivcr o f  SufIèring's crosscd， 

and the truc monk rejoices， 
Yen Chen-ch'ing : 

Or when new friends fill your tab娃，
with laughing looks exchanged， 

Chiao-jan :  
Or when an old campaigner comes home， 

and sees his wife and children， 
Chang Chien : 

Or when a student on vacation 
steals 0何 to the marketplace. 

[43 1 5 7J 

Gluttonous Talk 

Li 0 :  

297 

-l:- 古 學 語 聯 句

等 河 統 ;再 真 僧 喜

新 長。 滿 皮 笑 相 祝

戌 家歸 來 見 妻 子

學 生 放 假偷 向 市

之 言 。t 語 聯 句

Plucking a dumpling， he Iicks his fingers， 拈 從 首長 括 不 知 休
he cannot stop himself; 

Yen Chen-clr';，rg : 
He stands expectant at the barbeque， 欲 炙 侍 立 泛 交 流

the drool oozing down ; 
Chao才叫 :

Passing the butcher's shop， he chews grandly一 邊 屠 大 嚼 背 如 羞
does he feel n o  shame ? 

Chang Chien : 
Sure-he can force himself to hold back a moment 食 店 門 外 強 海 留

at restaurant door. 
[43 1 5 8 J 

In all these cases Chang Chien is the man with the “punch line ."  Though 
such verses hardly represent the glory of T'ang poetry， this kind of poetic 

i 一一-p峙且且凶江冉血。旦旦出乎乎acticed迪拉拉且品研居山n叫組I抖w:y.-

i 
wei Yinpw山 …ple， does h… pair of叫ar poems : “Hard Talk ' 
(0942 1 )  and "Easy Talk" (09422) . Bu叫1此t poems oft出his s叩or此t we叮re ofte凹n excluded

l h川……ma叫川a叩巾p戶O
Linke吋d ve叮rs兒e wa的s no叫t Iimited t切o p抖layft品Ìll tωop抖ic臼s and y仰un愕tg-wu : a group of 

poet“s might t仙u盯rn tωo a mor閃E “ "se叮ri叮ous正 " t切op戶lC， 的 in the following huai-ku 

i 
linked VEE咒 written at the temple ofHsia可 Yü ， the general who competed 
with the Han founder to destroy the Ch'in Dynasty. 
The Ancic叫r

p'an Shu : 
Windblown dust gathers in the abandoned temple， lt. 廟 風 塵 積
Years and months eat away at the grass-grown path 荒 it� 月 侯
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CllÎao寸an :
The bright soul now is grown silent， 
His guardian figures still brood darkly. 

T'ang Heng : 
Where now， his ambition for Ch'u's hegemony ?  
Still his deeds were s o  great i n  bringing down Ch'in. 

P'an Shu : 
The feudal lords submitted， then deserted him ; 
Through the histories， past lasts on to the present. 

Clriaoτ;an : 
The stars were arrayed， his fate was settled， 
Heaven destroyed him-what avail was his might ? 

T'ang Heng : 
If we may olf er him white artemisia gathered， 
W e '1I lift wine i n libation and sprinkle it 

in the deserted forest. 
[4 3242J 

其 畫 今 寂 寞
容街 0!1 森洗

請 楚 志 何 在
乎 泰 功 亦 i家

諸 侯 歸{( 背
青 史古 將 今

星 聚 分 己 定
夭 亡 力 豈 任

采 繫 如 可 !
舉 酒 i冕 堂林

According to the traditional interpretation of Shih 1 3 ，  the “white artemisia" 
was a proper ritual offering. In this verse the poets were not competing in 
cleverness but working together to produce a poem as unified as that by 
any single poet. 

顧 i�
KU K'UANG 

The mood and form of �旬's mountains and streams possess a c1ear beauteousness 
and marvelous allure : the strange stones of Great Lake， the crimson fruits of  
Lake Tung-t'ing， the c1ear c ry  of the crane at Hua-t'ing， and all the Buddhist 
temples at Tiger Hill and Indian Mountain winding in succession， a splendor 
unrivaled. From all this Ku K'uang emerged， uniting its etherial c1arity in his 
nature， binding its cold purityfw卸的 in his substance， hatching forth its fïesh 
appearance in his lines. Especially in his aloof songs and long poems he burst 
forth boldly and with extreme vigor， everywhere piercing the very heart of 
Heaven and passing up beside the moon. Not commonly attained were those 
unexpected phrases that so startled readers一-these are most pleasing. Li PO and 
Tu Fu are dead-who but you could be their peer ? 

Huang-fu Shih， “Preface to the Poems ofKu K'uang" 8 

In the mannered rhetoric of the Mid-T'ang， Huang-fu Shih excessively 
praises a poet of an earlier generation for that poet's own excess. The literary 
values of the Han YÜ circle can be heard clearly here， particularly the values 
of Huang-fu Shih. Prefaces can rarely be trusted for balanced evaluations 
of a poet's work， particularly in a case like this， when Ku K 'uang's filial son， 



Literary Actívíty ín the Southeast 299 

Ku Fei-hsiung 顧 ;I� 魚 ， had requested the preface in tcars from Huang-fu 
Shih， who had known Ku K 'uang in his youth. But if the preface errs in 
enthusiasm， it also reveals a Mid- T'ang writer looking back over the later 
eighth century， ignoring the monks and capital poets， and fìnding there a 
writer whose interests paralleled those ofhis own age. The survival of poets 
like Wei Ying-wu and Ku K'uang， relatively minor figures in their own 
age， was probably due in part to the admiration of Mid-T'ang writers. 
Wei Ying-wu's talent was more multifaceted， and his work survived the 
eccentricities of Mid-T'ang taste﹒ But while Ku K'uang's poems might 
have had special appeal to the MiιT'ang， interest in them waned as Mid­
T'ang values waned. 

Huang-fu Shih saw in Ku K'uang the tutelary spirit of the south­
eastern landscape， an embodiment of the recent literary past when the 
Southeast was an important center of poetry. In fact， Ku K'uang was one 
of the most anomalous figures of the later eighth century. Ku was from 
Su-chou and passed the cltín-sltílt in 757 ; he lived to a ripe old age and died 
probably sometime in the late 790s ( 1 3 72 1 ) .  Though in the Southeast Ku 
K 'uang developed a passing acquaintance with Chu Fang and Wei Ying­
wu， he seems to have had no association at all with most of the capital 
poets. Both in the capital and in the Southeast， Ku was closely associated 
with Confucian intellectuals Li Mi 李 泌， Liu Hun 柳 淳， and Liu Tai-chen 
劉 太 真 ; the last two were linked to the great midcentury intellectuals like 
Hsiao Ying-shih and Yüan Te-hsiu. 

Ku K'uang was known both as a poet and as an artist， but he seems to 
have been most famous for his quick wit and sharp tongue. His drollery is 
usually mentioned without supporting examples， and many of the examples 
that do survive are suspect. The patronage of Li Mi and Liu Hun obtained 
for Ku several minor posts in the central government， but after the death of 
Li Mi， Ku was demoted to a low provincial post in Kiangsu， supposedly on 
account of an 。在社nse occasioned by his sarcasm. In fact， one version of the 
story of his demotion suggests that the cause was an unkind comment on 
the death of his patron. After giving up his provincial post， Ku K'uang 
lived the rest of his life in the Southeast， in the same general area where 
Chiao-jan and Wei Ying-wu were active. 

Even if we cannot entirely trust its authenticity， the following anecdote 
probably reveals the kind of jest that earned Ku enemies. A certain provin­
cial gradu 

Breezes came， the fragrance of shit wafting everywhere. 風 來Æl氛 多
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Ku may have been referring to the literary qualities of the graduate's line 
(a common metaphorical mode in linked verses and poem exchanges) ， but 
he may have simply been intruding some playful scatology into a high 
“poetic" sty le. 

Another story， cited in the pref ace to Ku's Hua-yang chi 箏 陽 革 (Ssu­
k 'u ch '“an-shu chen-pen， ed.) ，  provides a more decorous example of Ku's 
wÏt .  Young PO Chü-yi had sent Ku a poem as an introduction， and Ku is  
said to have punned on Po's  given name Chü-yi ( 居 易 ， “reside-easy， " 
actually from the Chung-yung in the Lí-clú) : “Chü-yi-in Ch'ang-an 
everything is so expensive that 'residing' there long will not be ‘easy' at 
all ." But when Ku read PO Chü-yi's famous early poem " Grass on the 
Ancient Plain" (22409) : 

Wildfires do not burn it all away， 
And the spring wind blows i t to life again. 

rf 火 燒 不 盡
春 風 吹 又 生

Ku said， “On the other hand， with lines like these residing there may not be 
so hard. I teased him before， but now I'll sing his praises ." 

Ku K 'uang's collection was once in  twenty chüan， of which over two 
hundred and thirty poems are extant， along with some interesting prose 
pieces. Among the prose pieces are prefaces to the collections of several 
earlier poets. Ku'sfu-ku associations can be clearly seen in a series of eleven 
archaic poems in the tradition of “fì lling in the lyrics of lost ancient songs" 
( 1 3 572-8 3 ) .  These are provided with short prefaces stating the ethical 
signifìcance of the poems， and though they are of only minimal literary 
interest， they constitute a link between the archaic experiments of Yüan 
Chieh and Hsiao Ying-shih and the culmination of T'ang archaic poetry 
in Han Yü's “Lute Songs" ( 1 7780-87) .  

Ku K 'uang was singularly ungifted as an occasional poet in regulated 
VErse- In his quatrams he often aimed hr the lovely simplicity of ufang 
Wei， as in the programmatic series “Fourteen Poems on the Lin-p'ing 
Bank" 臨 平 塢 雜 詞 ( 1 3 706- 1 9) ， but Ku was even less successful in the 

一前兩 騙行tyle t偏高至一面耐mpo而后再而再而豆豆豆u's true tale泣 lay
in yiiehτfu and the heptasyllabic song. In these can be heard echoes of fìrst-
and second-generation poets， particularly of Li Po. Ku's pentasyllabic 
yiieh{u "Song of the Abandoned Wife" ( 1 3 58 3 )  was even erroneously 
included in Li Po's collection 

Ku K 'uang was intensely aware of the poetry of the K 'ai-yüan and 
T'ien-pao . The impulse to recreate and outdo his predecessors is strong in 
his poetry and particularly in his songs. His “So月 on Atte吋ant Li 's Per­
formance on the Harp" ( 1 3 650) is a tour de force in musical description and 
can bc read with Wang Ch'ang-ling's fine harp song in the background 
(06739) . Ku's "Song of Yellow Crane Tower : Sending Off Tu-k� Chu" 
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( 1 3 658) should b e  read with Ts'ui Hao's famous poem (06244) and L i  Po's 
imitation of it (08569) . Ku's “The Cascade of Lu Mountain : Sending Otf 
Li Ku" ( 1 36 59) should be read with Li Po's  famous poems on the cascade 
(08750- 5 1 )  in the background. 

If the reader of the mid-eighth century saw in Li Po's work "a strange­
ness on top of strangeness，" Ku K'uang sought an even more extreme 
strangeness : the boldness of his imagery anticipated the work of Meng 
Chiao， Han Y誼， and Li Ho. It was certainly this descriptive boldness that 
attracted Huang-fu Shih to Ku's work. Ku usually used traditional song 
them的， but his treatment often possesses an almost hallucinatory aura. 

Song ofthe Young Nobles 

A gallant and a rake， 
His face white as jade， 
ln the purple lanes the breeze of spring 

enwraps his horse's feet. 
On the hanging gold of his paired stirrups 

thread peregrines fl y ， 
His long gown， pierced b y  snow， 

strapping in living rhinos. 
Green ash trees line the road， 

their shade is just become full， 
How many joints of coral， 

the match of shooting stars ? 
Rosy fle弱， fluttered by wind ， 

and wine rays feral， 
And on the avenues at the back he pushes 

the ranks of the chin-u月� guard. 
At  dawn he strolls to the thundering roll 

的 the sound of the drums begins ; 
ln evening strolls to the thundering roll 

父 子 行

餐 車$ 兒
面 如 玉
紫 陌 春 風 纏 鳥 足

雙 發 愁 金 錢 鴨 飛

長 衫 刺 雪 生 辱 來

緣 施 夾 道 陰 初 成.

珊 瑚 l 節 敵 流 星

紅肌J串 彿 酒 光 摔

當 fJr 背 拉 金吾 行

朝 遊 槃費在敘"fl-

�遜費在擊鼓聲絕
的 the sound o f  the drums is endi月﹒ 一一一一一一一一一一一

一----Onc函孟 晶豆豆豆te而亡's unwilling 入 門 不 肯 自 升 堂
to alone ascend to the hall， 

A lovely lady supports his steps 美 人扶跨金 時 月
i n  the moonlight o f  golden stairs. 

[ I 362 I ]  

Behind this poem lay a long tradition of sensual description 0 f the life of 
young noblemen in the capital， but in Ku's  poem the rapid shifting of 
unusual descriptive details lends the theme a distorted perspective that i t  
never before had.  In seventh-century and ear1y-eighth-century treatments 
the theme usually closed with some lament for the transience of human 
pleasures， but Ku K 'uang turns to the evocative closing image of late-
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eighth-century poetry， here transformed into an eerie scene of drunkenness. 
The yüeh-:/ù "Hard Traveling" 行 路 線 often produced poems in 

which the mood was one of near hysteria ; in Ku K'uang's version the distress 
at some unnamed malaise reaches the point of raving : 

Have you not seen them 
Bearing snow to block up a well， 

spending their strength in vain， 
Or steaming pebbles to be their rice一

how shall they ever eat i t ?  
For  a lifetime a faithful heart 

has been exhausted for others， 
And those who recognized it were worse 

than those who recognized it not. 
From the winter green of trees there hangs 

the transempyrean vine， 
At the year's c10se its flowers wither， 

but the tree does not. 
Each of every living thing 

has its own root， its nature ; 
The planted grain wiII never grow 

the sprouts of beans. 
Hard traveling， traveling hard， 
Where are there level roads ? 
Whoever's heart is untroubled 

must be noble and rich 
As now 1 look on you， 

the well-being in your face. 
[ I 3 627) 

Ku K'uang's wildness is closer to the bluster of Mid-T'ang poets like Ma 
Yi and Lu T'ung than to the genius of Han Y位， Meng Chiao， and Li Ho. 
But Ku's impulse to extreme positions was the symptom of a deeper dis­
satisfaction with the limits of conventional poetry. Anà it was out of that 
dissatisfaction that the 恥1id-T'ang grew. 

君 不 見
擔 雪 塞 升 空 用 力

炊妙、 作 K主 堪 食

一 生 肝 膽 甸 人 畫

相 識 不 去。 不 相 識

冬青樹土 挂 凌 霄

�晏 花 凋 樹 木 凋

凡物各 自 有 根 本

發 禾終 不 生 豆 苗

青宮
這
當

乎
事

雞
是
無

絡
處
nM

行
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章應物

Wei Ying-wu 

An Elegy for the High T'ang 

Since the Sung Dynasty Wei Ying-wu has been considered primarily 
as a great landscape poet-with Wang Wei， Meng Hao-jan， and Liu 
Tsung-yüan， one of the four T 'ang masters of natural description and the 
reclusive mode. This view had its roots in the ninth century and became 
commonplace in the Sung. In Wei's poetry， Sung critics saw a g的 for
the limpid， serene style to which many Sung writers themselves aspired. 
According to Chu Hsi 恭 喜 ， Wei Ying-wu was superior even to Meng 
Hao-jan and Wang Wei by his “absence of sound， visual appearance， smell， 
and taste. " 1 Wei's poetry was seen to possess a plainness that did not draw 
the reader by sensual a ttraction， a natural language in which “not a single 
word was consciously ‘f ashioned . ' 可 As was often the case in the Sung， 
the “mirror" of the T 'ang was polished so brightly that the Sung reader 
saw in i t  primarily the re目 前tion of his own face. 

T 'ang views of Wei Ying-wu were more varied : Wei was a multi­
faceted poet in whom a reader easily found what he came to seek， and T 'ang 
readers brought to his work a wide range of concerns. Consonant with 
the southeastern defense of the poetry of the Southern Dynasties， Liu T 'ai­
chen wrote to Wei : 

Ku K 'uang came and showed me your "Banquet in the Prefectural Library" 
[08907). 1 was amazed that the expression of sentiments could unite such richness 
and such nobility. During the Liu-Sung and Ch'i dynasties， Shen Yüeh， Hsieh 
Ling-yün， Hsieh T'iao， Wu Yün， and Ho Hsün first reached the essence of the 
natural principles of things and their significance. Thus， in their accurate delineation 
of emotion and in their use of natural phenomena as subjec俗， they fulfilled the 
precepts of the Poets [of the Shih-chi憎] . Later writers lost the source， but you 
have controlled their tendency to break from the channel in the wrong direction. 
"Music Master Chih assuming office ; The First Shih's Coda" [Analects VlI . I S]­
these 1 see in your writing.3 

303 
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Later-eighth-century writers were remarkably frce in their variations on 
the supposedly invariable principles of戶-ku : Like a fu-ku poet， Wei Ying­
wu is seen to “restore" a lost poetic glory ;  but as in Chiao才an's criticism， 
the lost height of poetry is located not in antiquity but in the Liu-Sung and 
Ch' i .  To a fu-ku writer like Ch'en Tzu-ang or Yüan Chieh， a more un自
orthodox position can scarcely be imagined. 

Po Chü-yi saw a very di陡rent Wei Ying-wu. While still in his tee肘，
Po had met Wei ， and he greatly admired the older poet. In later years， 
Po was to see in Wei's heptasyllabic songs the antecedents ofhis own “ New 
Y泌的咧 ， " and i n W e i  's occasional poems， h e  found the gracious ease that 
characterized his own occasional poetry. It was this latter view of Wei's 
occasional poetry which Sung critics amplified. 
In recent years the songs of Wei Ying-wu have gone beyond mere dazzling 
description to c10sely approach the principles of hsillg and feng [f rom the “Great 
Prcf.1ce" of the Shih : Itsing i s  an affectivc image to e1icit moral response， while 
戶ng was traditionally interpreted as covert social criticism). Moreover， his pen­
tasyllabic poetry is characterized by a lofty grace and calm limpidity. He constitutes 
a style in his own right. Who of those who grasp the writing brush these days 
are up to his work ? And while he was alive no one honored hirn greatly.4 

In Wei Yi月-wu， Po Chü-yi heard a yüehτfu voice criticizing specific 
social abuses ; Meng Chiao， with his radicalfu-ku concerns， saw the exemplar 
of an ancient literary severity that possessed almost canonical authority 
through thefu-ku principles that informed it .  As in Liu T 'ai-chen's lett仗，
the model of Hsieh Ling-yün is important， but Meng Chiao's HsiehfWei 
is altogether di陡rent from Liu's : 
To Governor Wei of Su-chou ( 1 98 5 5) 贈 線 划 幸 郎 中 f史 君

Master Hsieh chants a single no仗， 謝 家吟一 聲
Frost falls， the ears of the crowd hear more c1early 密 落 萃 ，主 清
His writing bears the suppleness of Primal Essence， 文今元氣.t
And he drums a l l  things 臼sily into movement. 鼓 動 為 粉 經

且堅堅立堅�哩哇旦旦旦旦d且itLuatllIe←一一一 一一嘉*'像往桂一-
WiII never grow any warped boughs. 曲 技 亦 不 生
Dust specks-the lines of Yü Hsin， Hsü Ling ; 塵 埃徐 皮 詞
Gold and jade-the fame of the Ts'的法， 0 fLiu Chen. 金 玉 會 釗 名
His works are wrought with grace and uprightness， 章 句 作 雅正
So our mountains and rivers grow more luminous. 江 山 益 鑄 明
Here the terms 0 f the Confucian moral order and the praise 0 f Chien-an 
poets signal a resurgence of the strict interpretation of fu-ku and an op­
position to the contemporary tolerance for the poetry of the later Southern 
Dynasties . Consonant with Meng Chiao 's version of Wei， thc Late T'ang 
critic Chang Wei places Wei Ying-wu second only to Meng Yün-ch'ing 
的 the master of "noble ancìentness and lofty abstruseness" 高 古 典 逸 5
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Each of the preceding views can bejustifì ed in  Wei Ying-wu's poetry， 
nor are they entirely contradictory. Like Tu Fu and Chiao-jan， Wei Ying­
wu wrote in a wide variety of styles ; however， he lacked Tu Fu's strong 
unifying identity or Chiao才an's literary-historical sense of the integrity 
of period styles. But despite his failure to develop a fully coherent poetic 
identity， he was the most talented poet writing between the death of Tu 
Fu and the rise of Meng Chiao and Han YÜ in the 790s. His variety fore­
shadowed many Mid-T'ang interests， but "foreshadowed " may be the 
wrong word : Wei's poetry was admired by and certainly influenced the 
important poets of the Mid-T 'ang : Han Y位， Meng Chiao， and PO Chü-yi. 

Wei Ying-wu was born probably in 736 or 7 3 7 ;  his clan had been one 
of the most powerful capital families during the seventh and early eighth 
centuries.6 As a youth Wei served in the Imperial Guard， and after the 
rebellion he entered the Imperial Academy. But probably because of the 
Wei clan's declining fortunes， the poet never rose high in 0刮目， as had his 
forebearers. Some of his earliest poetry dates from 763 ， when Wei was 
assistant subprefect in Lo-yang. These early poems contain a new kind of 
fu-ku voice that was to be adopted by  young Meng Chiao several decades 
later. Characteristic of this style are opening evaluative metaphors used 
almost like aphorisms， a straightforward prosaic diction， certain kinds of 
repetition， and explicit statement of principles (e .g . ，  093 59，  09407) . In the 
following poem from 765 ，  Wei requested to be relieved of his post : 

The sauare bore will not admit the circular， 方 草 不 受 國
Straight wood will not form a wheel : 直 本 不 為 給
Capabilities measured， each has his own use， 且要材各 有 用
To belie one's nature is to cause suffering. 及 性 生 苦 辛
The waist-snapping bow is not my vocation， 折 腰 �� 吾 事
Drinking ice water， not m y  kind of poverty. 飲 冰 �� 吾 't
1 submit m y  resignation， lie in the empty lodge， 休告 臥 空 館
Nurse m y  illness， now free from the raucous dust. -1島 為 絕 寵 塵
The free-wandering fish form 血且且也叩1s+一 一妥L黛色長按
Birds 0而祠的o have their flo伽 利 亦 有 荐

[093 的]

Though echoes of this unmistakable style appear throughout Wei's poetic 
career， most datable poems entirely in the style came from the 760s. The 
style is neither the domesticated High T'ang 似乎ng nor the radically 
archaic poetry of writers like Yüan Chieh ; its closest analogue is in the 
poetry of Meng Yür卜ch'ing， whom Wei met once and admired greatly 
(09 165 ) . 

The events of the decade that followed Wei's resignation are cl;>.s�ure 

Wei Ying-wu 
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hutFrng style， though the metaphors ofhis earlierjh-hu poems still appeared­
Couplets like the following weze to have numerous echoes in the poetry of 
Meng Chiao (09203) :  

The white， dyed， is turned utterly black ; 
The wood， burned， is become wholly ash 

8年 白一烏 黑
焚 木 畫 成 灰

T'ang readers found a moving eloquence in such direct metaphors， a pri­

mitive simplicity that was the fu-ku counterpart of the authenticity sought 

by more "artful" poets. 
Like Yüan Chieh， Wei Ying-wu eventualIy turned to a more conser­

vative grace in his later reclusive landscape poetry， but during the 760s and 

770s (which， except for his brief service in Lo-yang， Wei probably spent in 

or around Ch'ang-an) ， his work was at  great variance with contemporary 

capítal poetry. It  was not an age for originality， and Wei's poetry seems 

scarcely to have been noticed by the famous poets of the day. The role of 

the outsider had strong links tofu-ku poetics， and i t  was a role that attracted 

Wei-though it  is difficult to imagine any member of the Wei c1an as an 

outsider in capital society. True worth is overlooked in a world that honors 

the ostentatious and superficiaIIy attractive : this theme had a long tradition 

and many guises in the T'ang， but Wei Ying-wu gave i t  a novel and amusing 

expression in a song about a fashionable tavern in Ch'ang-an. 

Song of the Wineshop 

Where men of power buy their wine 
on the lanes of Ch'ang-an， 

One morning a great building rose 
a hundred feet high. 

With sparkling emerald latticework 
fi lled with winds of spring， 

Its name in silver， brighÏ:-colored pennons 
t
.
o

. 
in

.
vite th.e honored guest. 

Behind， you look out oñ the Rose Phoenix Towers. 
Ahead， you can see Lo-yu Park一

，

Its praises are sung everywhere， 
its fame has become great， 

Horse and coach from Five Mounds suburb 
come regardless of distance. 

The sunlit scene spreads far and wide 
through the skies of M旬，

Pcach blossoms ftutter across the trays， 
willows hang over the mats-

A fturry of strings， the shrill pipes 
play together in concert， 

酒 肆 行

豪 家 治 酒 長 安 筒

一旦 起 棋 高 百 尺

碧 疏玲現今 春 風

銀趨 彩 織進 土 家

i電蟾 丹 鳳 闢
直 使. t車 遴 苑
四 方 為 實 名 已 為

丘 陵 丰 島 且已 ìIi:. 述

，青 景 悠揚 三 月 夭

桃 花 諷組柳 垂 且是

繁 綠 色管 一 時 令
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And other taverns， neighboring inns一
how silent they have become ! 

The innkeeper is insatiable， 
wants the profits all to himself， 

And the price of a hundred bushels of grain 
is spent on a single cup. 

First comes strong wine， then the thin， 
thus the c1ients are robbed， 

But the drinkers know much of fame， 
and little they know of taste. 

Deep behind another gate， an unknown brew 
to which c1ients rarely come : 

AII the year through， the finest strong wine 
whose quality doesn't change. 

But the drinkers of Ch'ang-an 
go jostling on in vain 

And pass it by on the roadside一
How can its worth be known ? 

[0938 7J 
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他 墟 郁 肆 何 寂 然

主 人且在 嚴 且 牟 利

育 齡 3萬 央 一 杯 費

初 噱 後 14- 1.品 大 偷

飲 者 壘。 名 不知味

j家 門 海t C 拿 來締

終 � 醇 司直 味 不 移

長 安 酒 徒 空 接 投

E各 傍 過去 � 得 好

During the late 77白， Wei Ying-wu held office i n the district adminis­
tration of the Ch'ang-an region， but with the fall of his patron， the prefect 
Li Kan， Wei retired to a small estate west of the capital . In 78 1 the poet 
returned to the government to serve a brief period in the central adminis­
tration. The poems from these years begin to show the “lofty grace and 
calm limpidity" for which Wei was best known in later ages. It  may be 
significant that also during this period there are indications of casual rela­
tionships with the capital poets Ch'i Chung-fou and Hsia-hou Shen. 

Though his use of fu-ku styles and themes diminished， Wei never 
truly wrote in  the capital poetic style. Wei was more comfortable writing 
ku-sh ih←not the ku-shih 0胡-ku poetry， but a ku-shih that blended descrip­
tive elements of regulated poetry， echoes of Tsin and early Southern 
Dynasties poetry， and discursive ku-slli11 modes. 

The Meditation Hut at Shan-fu Temple : For Various 
Gentlemen 

Murky and heavy， the shadows of fine trees， 
Clear dew in the night scene's gloom. 
Somberly now， all things grow still， 
And the high tower seems a shadowy peak. 
Here in this silent， mysterious place 
How can worldly fame， past experience intrude ? 
In Dharma's marvels we think not of return ， 
Alone here， embrace a pure， unanxious mood. 

尊福 符 合 禾 請 生

湛 湛 」島 樹 餘
清 軍 夜 景 沈
悄 然 毒 物 寂
高 閣 似 陰本
方 以 玄 !� 處
豈 � 名 跡 依
法妙 不 知 持
獨 此 抱 沖 樣
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In the fasting hut there is nothing more 
Than earthen vessels and single sheets : 
Often these gentlemen sit here in a row， 
Their shared passion-how wind fills the forest. 

[08960] 

Wei Ying-wu 

齊 令五真 餘4年
陶 器 $!.平 袁
均 生 特 列 坐
共 愛 風 滿 林

After losing his post i n  the capital i n  7缸， Wei served three term in 
provincial posts in the lower Yangtze region : in Ch'u-chou， Chiang-chou， 
and Su-chou. It  was during his final term in Su-chou that Wei seems to have 
developed the acquaintance of southeasterners like Meng Chiao and Chiao­
jan. Wei probably died in 79 1 ， shortly after his Su-chou term expired. By 
those last years， he had probably achieved a modest poetic reputation. The 
laudatory comments by Liu T 'ai-chen， Meng Chiao， and Chiao-jan (44439) 
indicate sincere appreciation， but it was a local fame， and there is no evidence 
that his work received the more prestigious admiration of capital circles. 
Kao Chung-wu did not inc1ude Wei in the Chung-hsing hsi帥"的 'i chi， and 
PO Ch位-yi specifically stated that Wei's reputation was not established 
until after his death. 

The poems Wei wrote in the Southeast after 782 contain his most 
famous works， among which are the kind of poems that Chu Hsi would 
have praised as having "not a single word consciously ‘fashioned. ' "  W ei' s 
small corpus of quatrains has been particularly admired. In contrast to his 
longer discursive poems in the Wen-hsüan style， Wei's quatrains have the 
controlled simplicity typical of the eighth century. The following is from 
Wei's tenure in Ch'u-chou : 

Spending the Night in Yung-yang :  To the Taoist 
Rule-Master Ts'an 

宿 永 時 寄 R學 律 師

1 know that tonight far away 逼 真， 那 喬 夜
by the prefectural library 

The freezing snow is encasing pine and bamboo . 來 雪 封 +� 竹
A t  one moment a monk from the mountains comes， 持 有 山 借 來

J起呵呵?蚣置于1甜能問持伊吋s-the-封封前--the前址。瓜， 一憨矮哥哥台宿一
[090 12 ]  

Such speculation on a faraway scene appeared ofi:en in Wèi's later poetry， 
的 in the famous : 

Autumn Night : To Ch'iu Tan 

My thoughts of you belong to this autumn night 
As 1 stroll and chant to the cold sky. 
The mountains are empty， a pine cone falls­
I'm sure the recluse is not asleep either. 

[09027] 

秋 千克 寄 丘二十二 員 外

懷君 唇 秋 夜
散 步 詠據 天
山 空 t..: 子 ;在
� 人 應 永眠
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However， in the same period Wei Ying-wu wrote lush banquet poems 
like the piece so admired by Ku K'uang and Liu T'ai-chen : 

At the Prefectural Library in the Rain : Banqueting 
with Various Literary Men 

The guards， a dark mass of painted pik肘，
As we feast reclining， a clear scent hangs in air. 
Then from over the sea， the wind and rain arrive， 
And we stroll through the cool of  pond and tower. 
A troublesome malady recently melted away， 
And fine guests once again fì I I  m y hall. 
I'm ashamed that 1 dwell so loftily 
That 1 cannot observe my people's welf are， 
When principle is grasped， dilemmas are put aside ; 
When one's nature is fulfì lled， act and form are forgotten. 
Though fresh meat is forbidden by season， 
Fruits and vegetables fortunately can be enjoyed. 
One moment 1 drink a cup of wine， 
The next moment hear compositions， gold and jade. 
The spirit rejoices， the body feels light， 
The i magination ready to soar over winds. 
Wu is rich in history and culture， 
Its many talents now pour out literary wealth. 
Now 1 realize that the land of Great Marches 
Should not be thought of as the frontier， 

good for tax and tribute. 
[089071 
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Poems Iike this su陡r greatly i n translation : the rich formality of the Liu­
Sung and Ch'i style， so admired by Liu T 'ai-ch凹， has no e陡ctive counter­
part in English. But sureIy one important reason for Ku K'uang's admiration 
was Wei's bow to regional loyalties in the cIosing praise of the Southeast. 

---w甘于血g冊的C-teIL-彷如何℃前抖了。f--over-5-JiTP前ms-i付的時社-pri=­
marily by subgenre， beginning with kuτ{eng poems and ending with 
heptasyIIabic songs . The first chüan contains two ku:feng series : tweIve 
“Imitations of the Old Poems" (08869-80) and five "UncIassified Poems" 
(08 8 8 1-85 ) .  Though some eIements of Wei's 的手ng poems are charac-
teristicaIIy T'ang， on the whole Wei was more faithful in his recreation of 
the second-century style than his T'ang predecessors. He captured the 
autumn mode ofChien-an and Wei poetry as weII as the indefinite persona 
of the Nineteen Old Poems and the tradition of "uncIassified poems" (tsa-
shíh) . The sixth of Wei's “Imitations of the Old Poems" 擬 古 詩 is a fine 
recreation of the Han and Wei shíh : 
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The moon is full， the autumn nights grow longer， 
In the north forests startled crows cry out. 
StiIl high overhead， the star river stretches， 
The Dipper's handle set to southwest. 
The cold cricket grieves deep in the chambers， 
Of the notes of sweet birds， none remain. 
Then one evening gusts of autumn come， 
One who sleeps alone thinks fondly on thick quilts. 
Past loves are a thousand miles farther each day， 
B10cked from my drifting and my sinking. 
Man's life is not as the grass and trees ; 
Still the season's changes can stir the heart 

(088741 
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月 滿秋 夜 長
費 1; 量t;1:. 林
天 河 橫 水 ;在
斗 柄 當 過 高
寒 安 慈 洞 房
主t � 無 造 者
商 織- 7 至
獨 宿 懷 重 金
1í 交 日 千 里
偽 4x. 浮 �j:尤
人 生 豈 草 木
寒 暑 移 此心

The relation between literary history and the arrangement of a collection 
can be seen in the poems immediately following the two ku-feng series ; in 
accord with the history of poetry， there are two imitations of T'ao Ch'ien 
(08886， 08889) and two quatrains imitating Ho Hsün (08 887-88) . Critics 
have often emphasized Wei's relationship to T'ao Ch'ien， and echoes of 
T'ao do occur throughout Wei's collection. But in contrast to K'ai-yüan 
poets like Wang Wei and Ch'u Kuang-I凹， Wei Ying-wu did not treat 
T'ao as the dominant fi gure of past poetry : like his contemporari郎， Wei 
had a wider appreciation of the poetic past than his K'ai-yüan predecessors， 
and Hsieh Ling-yün， Wang V;蝠， and other poets can be heard as often in 
Wei's poetry as  T'ao Ch'ien. 

The greater part of Wei Ying-wu's collection consists of occasional 
poems arranged by subgenre. The eighth chüan contains poems on miscel­
laneous topics， poems of indefinite occasion， and yung-wu. Songs and 
yüehτ(11 comprise the last two chiian of Wei's collection， and it was here 
that PO Chü-yi saw the antecedents of his own “New Yüeh-:仇 Wei，
Chiao-jan， and Ku K'uang were the only poets of the period who wrote 
cxtcnsively in the song genre ; however， the three poets used the form very 
di在èrently. Like Li Po， Ku K'uang drew on the set modal associations of 
the heptasyllabic song to project a manner of spontaneity and wild eccen­
tricity ; with his literary historical interes的， Chiao-jan sought to recreate 
the variety of the T'ien-pao song， but was particularly fond of the occasional 
use ofthe song， 的 found in Ts'en Sh凹's work. In some cases， Wei Ying-wu 
also treated traditional yüeh-:fll themes in the Kai-yüan and T 'ien-pao 
manner， but many of his yüeh-jù and songs were innovative-historical 
songs， songs of personal reminiscenc白， and songs on contemporary sub­
Je帥， such as “Song of the Wineshop." 

Topical criticism appears c1early in a few of Wei's songs (e .g . ，  09420)， 
but PO Chü卜yi's comments indicate that he saw this as the general charac-
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teristic of the whole corpus.7 To arrive at topical interpretations， the 
m苟ority of W凹's songs must be treated allegorically (as is not the case in 
the m句ority of Po's “New Yüelt:fr�") . In certain cases， a topical allegorical 
interpretation is probably justifìed， as in the songs on birds (093 89-9 I ) ，  but 
their precise referents are uncertain. Many other songs consist simply of 
the poet looking back fondly on his youth during Hsiian-tsung's reign ; 
and if there are hints of disapproval of the great emperor， these are il1-
separable from a private wistfulness that is quite distinct from the censorious 
stance of the social balladeer. Another group of songs involve immortals 
and Han themes : these might be taken to refèr to Hsüan-tsung's excesses ， 
but when these themes are used in topical criticism， their target is so broad 
that it  is impossible to know which of many inept reigns Wei might have 
been criticizing. In the following poem， the third of the "Miscellaneous 
Songs of Han Wu-ti" 漢 武 帝 錄 歌 ， a hyperbole that potentially might 
criticize martial excess is indistinguishable from a hyperbole praising martial 
prowess : 

The Han Son of Heaven 
Observed the custom，  went from his southern fìefs : 
His boat sailed the great river， 

stood mountain-fast， would not advance­
A great dragon sought combat， 

the wind and waves turned black. 
His M題jesty was in the prime of years， 

gifted with warlike powers. 
He bent his bow， shouted at wav肘，

and their hill-like ridges opened wide . 
The onlookers shuddered with alarm， 

a crowd of a milIion， 
Then， raising their pennons， they shouted together 

的 his first shot struck home : 
The dead dragon floated up， 

divinity no longer， 
For the thousand-mile line of sterns and prows 

the river's waters cleared. 
The echoes of their mighty drums 

lasted several days， 
The sea god sank deep under， 

fì sh and turtles leapt in fear. 
To his left， a tz'u-fei huntmaster 

to bring down the frost-white wings， 
To his right was the "orphan" 

to pierce the armor of rhino hide. 
So why was it He stood over the depths 

and shot the dragon himself? 

;其 夭 于
觀 風 台 南 國
j手 舟 大 江 吃 不 前

絞 龍 索 湖 風 波 黑

春 秋 方 壯 雄 武 才

等 9血 。t5良i主 山 間

愕 然 觀者 千 為 眾

舉是 齊現于 一 夫 中

兌 妓 浮 出 不 復 主

鍋鏟千 里 江 水 清

鼓 擎 餘 響 tÆ 日 在

天 其 深 入 魚 董 l­

左 有 飲 飛 落 霜 諭

右 有 孤 兒貫 hf. 竿

何 � 臨 深 .a 射 妓
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To show forth his might and thereby awe 
the spirits of feudal lords. 

His might was to be feared， 
His nobility to be reverenced， 
Of his stockade hunts in level fields 

writings still tell， 
But of this day why did his attendants not speak?  
The rcnown of his might was singular， 

spreading through all time一
Don't you see why his successor honored him， 

posthumously， called him Wu-ti， Martial Emperor. 
[094 1 2 ] 

Weí Yíng-wu 

示 威 以 李 諸 侯 魄

月起 可 畏
皇 可 尊
平 回 牧 草且 會 穩 侏

此 日 從 亞 何 不 言
獨 有 If. 學級 干 古

君 不 見後 晶司 尊$， 武

Poems on  immortals and o n  imperial history might take o n  topical refer­
ence to contemporary politics or they might treat their subjects for their 
own sake. But Wei did show a great interest in historical themes in their 
own right. His song for the famous suicide of “Green Pearl" is unusual in 
that it treats the events in a larger historical context (09394). Another 
example of Wei's historical interests is his song on “The Stone Drums" 
(09402)， ancient monoliths inscribed with poems. Wei Yi月-w的 verslOn
was the inspiration for Han Y泣's more famous and more richly developed 
poem on the same subject ( 1 79 1 3 ) .  

Like Chiao弋jan's interest i n  literary history， Wei Ying-wu's songs on 
historical subjects are a manifestation of  a backward gaze that dominated 
the later eighth century. Wei often wrote of the days of Hsüan-tsung as a 
splendor irrevocably past : even more than Tu Fu， Wei spoke with an 
elegiac voice， a voice of memories. The theme of man's impermanence 
amid the continuity of nature leaves the ruins of the huaí-ku and appears in 
a temple revisited. 

Climbing to the Heights of Pao-yi Temple : Re­
visiting a Place of Former Travels 

一 ------z'tzuæ-riùK�s�tncens-e_tern<:-e'
emerge midsky， 

Misty tre的 of a mi11ion homes 
fill the sunlit stream 

The monks live nearby. 
1 do not recognize them. 

1 sit and listen to the faint bell 
recording the years gone by. 

[09236] 

登 寶 意 寺 土 方 當 益t

萃有香華古字天

為 家 竣 樹滿 哺 }Il

論 僧 it往 不 相 ;或

坐 聽 聽史鐘記住.f

The  quatrain opens with a High T'ang vision of  a landscape， everywhere 
echoing poems from earlier in the century. But Wei sees this landscape 
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among strangers， among monks di任erent from those he had known i n  his 
younger years. Poetically and personally it is a landscape of memor帥， and 
the temple bell， which reminded so many of his predecessors of the vacuity 
of existence， becomes for Wei the occasion for retrospect. 

Wei Ying-wu's sense of distance from the recent poetic past often led 
to an ironic breakdown in the values of High T'ang poetry. “Planting 
melons" became the vocation of the Ch'in marquis of Tung-ling after 
losing his fief with the fall of the Ch'in. In the poetry of the K 'ai-yüan 
and T'ien-pao ，  he was the exemplar of the contented recluse who lived at 
peace with his changed status. In Wei Yi嗯-wu's poetry we find the fàiled 
melon planter， the man who embodies those honored traits of spontanei ty 
and unconcern， but whose very perfection of the ideal causes him to fail 
in farming. The poet laughs at himself in  the poem， but it is an ironic laugh 
of failed values， a laugh that the High T 'ang farmer-recluse cannot be 
realized in experience. It is not the gentle humor of Tu Ft且 ， juxtaposing 
grand values with personal failure ; i t  laughs at the failure of the values 
themselves. The poem strongly foreshadows the Mid-T 'ang and has par­
allels throughout the work of Han Y垃， Meng Chiao， and PO Chü-yi. 

Planting Melons 

When 1 act as my nature dicta恤， l '  m careless ; 
l 'm  too easygoing to keep my life in order. 
This year 1 tried planting melons， 
ln a garden overrun with weeds. 
All kinds of plants shared the rain and dew， 
And the new sprouts alone were shaded over. 
And just when spring work was most pressing， 
The time passed-l had no chance to hoe. 
Farmhands laughed at this foolish waste， 
As day by day the plot grew more bare. 
This really isn't work for a person like me­
so.1'l崢單明山』如啤s-4the 甜甜前言7

[09360] 

種 �

率 性 方 酋 莽
理 生 尤 自 疏
今 年 學 種 瓜
圈 間 多 對t .!
眾 1吾 同 雨 露
革時 白白 獨 蜻 壘。
直 以 春 窘 迫
直是啥 不 得 錫
田 家 笑 往 費
日 夕 轉 空 虛
信 非 尋 儕 *
](讀 古 人 會

The humorous， casual tone ofT'ao Ch'ien survives in a poem where farmer 
and reader are no longer the same person， 的 they were in T'ao Ch'ien . 
The Taoist principle of nonintervention can ruin a garden. 

High T 'ang poems often closed with an epiphany of tl}e landscape， 
a scene that seemed to embody the theme， mood， or resolutiòn of the main 
body of the poem. Wei Ying-wu also experienced such epiphanies， but 
often they are located “elsewhere，" in some other place or some other 
time， absolutely separated from the poet. The vision becomes a desire， 
a mark of something lacking. 
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Climbing the Tower 

Daily 1 c1imb this tower and gaze， 
The drifting years slip secretly away. 
Just now I'm sick of governing Huai-nan， 
Now when in autumn hills the red trees are so many 

[0924 1 ] 

Wei Ying-wu 

登縷

茲 縷 日 登晚
流 .4\; 11告 蹉 lt
坐 盾是 ?龍 舟 守
秋 山 紅樹 多

The vision of the landscape can also be placed in a larger context of a moment 
lost or to be lost. The High T 'ang poet sought the recluse， and when the 
recluse was not at home， the poet could assimilate the essence of reclusion 
simply by being in the recluse's natural surroundings (e .g . ，  08680， 062∞) .  
I n  the following poem b y  Wei， the landscape vision is a "weekend" ex­
perience， the one day off in ten ; the poet returns from the wor1d of the 
recluse not satisfìed but “marveling" ; and what Wei "marvels" 泌 的 not
a life-changing experience of nature but the subject of a poem. 

On a Day Off Going to Meet Censor Wang and 
Not Finding Him In 

Nine days of hustle and bustle， 
one day of peace ; 

1 sought you， didn't find you， 
and returned home in vain. 

But 1 marveled how poetic reverie 
c1ears a man to the bones， 

就rhere your gatc f.1CCS the cold stream 
and snow fills the mountains. 

[呵 172]

休 帳 目 � 玉 侍 御 不 遇

九 日 驅 車也 一 日 間

尋 君 不 適 又 空 還

怪 來詩忠、 f青 人 骨

門 對 寒 流 雪 滿 山

The hermit's melons do not grow， and the landscape makes you want to 
"change your life" only on your day off. The Mid-T 'ang too felt the 
diminished power of the landscape and natural order ; again and again 
they framed the epiphany of nature in the quotidian. Thus， Han YÜ found 
it di的cult to climb “South Mountains" and wanted to reach the summit 
because ( 1 7790) : 

When 1 reckon up the days and months tied to my post， 
1 want to go on for 1 won't be able to come here again. 

拘 官 計 日 月
欲 進 不 可 又

Anomalies had begun to fracture the integrated and harmonious wor1ds 
of High T 'ang poetry. Throughout Wei's poetry can be found faint marks 
of alienation from the old values of poetry. In his imagination Wang Wei 
could participate in the life of farmers ; the modern reader may see the 
difference between the sophisticated aristocrat and the fieldhands that 
worked for him， but to Wang's cool eye all were part of a harmoniously 
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functiòning whole. Echoing Wang Wei's agrarian poems， Wei Yi呵呵wu
too looked to the fundamental values of agrarian socÏety， but Wei was 
equally conscÏous of his own distance from that world. 

Watching the Fieldhands 

In the light rains all plants spring anew， 
With a thunderclap waking from hibernation starts. 
How many days can the fieldhands take their ease ? 
Plowing and planting begin from this time. 
All the strong men are out in the wilds， 
The gardens too they go to prepare. 
When they go home， the sun is always sinking， 
As they water their calves at the western stream 
Toil from hunger brings them no sulfering， 
Rich moisture in ground brings them joy. 
But there's no great store in government granaries， 
And public labor is sti1l required. 
Now 1 feel shame at men who do not plow­
Our salary， our food， comes from those vi1lages. 

[09263 1  

觀 田 家

微 雨 象 卉 新
一 會 � 蟄 始
回 家 幾 日 閃
耕種從此起
7 壯 供在 野
i華 園 亦就 1里
錄 象 景 常 晏
飲 4賣 西 洞 水
飢 韌 不 白 苦
脅 浮 且 � .t­
t- 凜 且在 宿 備
有色 役 猶 永 已
方 憊 不 辦 者
祿食 出 間 里

Wei's poem looks back to the agrarian poetry of Wang Wei and Ch'u 
Kuang-hsi， but it is even closer to the Mid-T 'ang， to the famous poem by 
PO Chü-yi which it inspired， “ Watching the Reapers" (2 1 748 ) . 

Traditional critics have been attracted primarily by Wei 's 日uency and
stylistic control， by the serene mood with its “absence of sound， visual 
appearance， smell， or taste . "  Critics could have found these qualities in 
many poets ofthe later eighth century. The true attraction ofWei Ying-wu's 
poetry may have been in something more disturbing， in his sense of loss 
combined with a clear vision of what had been lost， as in the following 
famous poem : 

To a Taoist on Ch'üan-chiao Mountain 

This morning the district library is chi1l， 
1 suddenly think on one who sojourns in the hills : 
In the bed of a stream he bundles kindling， 
And go的 back to boil white stones. 
1 would take this single gourdful of wine 
To comf ort him af ar on an evening of wind and rain. 
But fallen leaves fill the deserted mountains-
Where can 1 find the traces of his passage ? 

I旬∞31

寄 全 椒山 中 進士

今 朝 那喬 冷
忽 是E 山 中 家
洞 底 來 荊 是年
錄 象 是t 白 石
欲 持 - 串血泊
逮慰 風 雨 7
落 葉 滿 堂 山
何 處 等 行 跡

In the poetry of this later-born Wei， the deities of the upper heavens no 
longer stroll about the shimmering earth as they had at Wei Ssu-!i's villa 
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in the fìrst decades of the century. The ideal recluse still does exist， but he 
can be seen only in vision ; in the physical world he cannot be tracked down. 

Nowhere is the sense of absence and loss stronger than in the most 
famous of Wei Ying-wu's poems : the poem is often interpreted allegori­
cally， but allegory is brought to the poem only to resolve the disturbing 
enigma offered the reader at the close of the poem. 

West Stream at Ch'u-chou 

Alone I cherish the hidden plants 
that grow beside the stream， 

Above which the yellow oriole 
sings deep within the trees 

Spring's high water， bearing rain， 
comes swiftly with evening :  

A ferry in the wilds， n o  one there­
the boat crosses by itself. 

[093691 

發 州 ib 洞

獨 憐 ..， 竿 湖 邊 生

土 有 黃 星島i家樹喝

春 湖 帶 尚 昆 永 急

野 波且在 人 舟 台 梭

The poem develops like a typical High T 'ang quatrain， building to a serene， 
visual epiphany of the natural world. But the natural world the reader 
sees is all too natural-or perhaps too unnatural-as the unsteered boat 
cuts across the current. One may eXplained the image allegori<;ally ; one 
may speculate on the positions of the banks to resolve the enigma. But 
in the poem the unsteered boat occupies the place of the evocative closing 
scene of nature， and it is an eerie， animate nature that takes over the functions 
of absent humanity. That very absen臼 is the focus of interest in the poem. 

Wei Ying-wu was not a Mid-T'ang poet : he was still deeply tied to 
High T 'ang styles and themes. But many ofhis best poems are High T 'ang 
poems with cracks in them， whose beauty lies in their complicating im­
perfections. In those places where the old values of poetry were beginning 
to fail ， Wei Ying-wu foreshadowed and influenced the great Mid-T'ang 
poets. If he was the poet whom “no one honored greatly" when he was 
atì而， he spoke preα認可而the poetlc mterests of the suαeeding generation. 
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Notes to the Text 

INTRODUCTION 

1 Most traditionaI literary historians wOllld have the Mid-T'ang begin after the death ofTu Fu 
or earlier， directly after the  An Lu-shan RebeIlion. Although this  effectively severs the  great 
High T'ang poets from the叮 less vita l  successors and althollgh it does correspond to c前tam
politi臼1 changes， the poets of the later eighth century remained largely within the stylistic and 
thematic bounds of their predecessors. “High T'ang" is used in this book as a convenient term 
f or the period style; it is not an evalllative designation encompassing only the “h凹ght" of that 
period style. 

CHAPTER 1 

1 Stephen Ow凹， Poetry of the Early T'ang (New Haven， 1977)， pp. 1 4-22， 1 5 3 -223， 301 -2 
Hereafter referred to as Owen. 

2 Owen， pp. 303-24. 
3 Wang Ting-p閻 王 定 條 ， T' ang chiιyen 底 接 吉 (Taipei， 1967)， p. 9. 
4 For the seri凹 of court poems on sending off Chang Yüeh， see Wyyh 1 77. 3a-9a. 
5 0w凹， pp. 27←73.

CHAPTER 2 

1 F甘r examples and a further discus日on of Kuo Chen's poetry， see Owen， pp. 2叭 93 ， 299， 3 16- 1 7
2 Quoted in Ts白， p. 8 1
3 Owen， pp. 3 1 1 - 1 4. 
4 Hu Chen-heng， T'ang-yin kuei-ehien 唐 膏 串串1. (Taipei， 1964)， p. 39. 
5 For a more extensive discussion of Chang Yüeh's poetry， s自 Owen， pp. 387-412. 
6 For a discu目的n ofthe first poem ofthis pair (07557)，  see Ow凹， pp. 4 1 9-20. 

一于五夸.，-mq抄丹臣。車間平手昕一9'7
8 Though " Reaching the Foot of Pei-ku Mountain" is preserved in  a slightly later sour臼 than

“ Mood of the SOllthland，" other indications of the priority of the “ Reaching the Foot ofPe←ku 
Mountain" version reinf orce the sense of stylistic progression. When poe咽s became popular 
and were widely circulated， general titles would often be substituted f，研 occasional titl白﹒ I t í s  
unlikely that an occasional title ( “ Reaching the Foot ofPei-ku Mountain") would be substituted 
for a general title (“ Mood of the SOllthland "). 

9 C/，iu T'ang-shu 1 90B 
10 Ibid 
1 1  Ts白， p. 6 1 6.
12 See C口he咒en咚g C口hi甘i-占h叫s討i甘en吭， Anal佇yse)戶orm闖el/恥le de /'0冶oe叫uν仰附，阿't d 'utl auteur de盯5 T'a耐n句Ig: Zh川M帥an吟'g Ru削o-x圳u (伊Pa盯叩r口flS間s

197初0)
1 3  Because the 且pi阻1 was the ultimate arbiter of poetic taste and determined the survival of col­

lections， very little is known of 甘uly regional poetry in the T'ang. There are， however， many 
hints 0占 Iively poetic activity in the Southeast during the first half of the eighth 臼ntury. Yin 
Fan，  the co叩piler of the Ho-yüeh ying-Iing chi， also compiled the lost T an-yang c1，i 丹 陽 祟 ， a n
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anthology of poets from the region around modern Chiang-ning in Kiangsl1. Local poets who 
achieved fame in the capi個1 (Pao jung， Ch'u Kuang-hsi) were rcpresented， but therc were also 
many poets who seem never to have left the region 

Another interesting hint is found in a passage by Meng Chiao， himself a southeasterner 
( 1 9966) : 

K 'ai-yüan monks in the dialcct ofWu， 
With tones and rhymes. lofty and smooth 

Provided that Meng Chiao is not referring to monks from the many “ K 'ai-yüan Temples，" 
this suggests poetic activity in the southeastern monasteries even bef ore their prominence in 
the later eighth century. I f there was a true dialect poetry at this time， 1 have been able to find 
no examples of it. Of cou悶， dialcct pronouns and particles were common in the southeastern 
literary mode， but Meng's reference to “ tones and rhymes" suggests something more. A 甘ue
dialcctical poetry would have app凹red most c1early in the rhymes， but it is possible that poems 
could have been composed and chanted in Wu pronounciation with allo明ances made to keep 
the rhyme categories of the poetic koine. 

14 From the v盯io叫s sources， it appears that Liu Hsi-yi lived from 6 5 1  to 679 ; f10urished in the 
750s; and still managed to be Sung Chih-wen's nephew， which in the normal su凹e目的n of 
gcneratio咐， would place his  short I ife in the last  decades of the seventh .nd first dec.des of thc 
甸hth 叫叫 The dates  6 5 1 -79 have been reco凹o凹叩ns削】s前t甘n凹u叫E
Iate and unr閃eli.阻.bl扭e T'an愕'g l打s冶a副.-1但zu ιCI/U削a叫11. The f10ruit ofthe e.r1y 750s is given in the Ming-huang 
tsa-心， cited in the T'ang-sl.ih chi-.<I，;I. (SPTK) 25 .7b.  That date can be disregarded， because Liu 
i s  listed 的 f10urishing with 呵呵呵1 other poets， c1early deceased by 750. 

A d.te in the late seventh to early eighth century is sugg臼ted by the following evidence 
Three of Liu's poems appear in the Kuo-hsiu cl.i， which contains the work of no other poet who 
wrotc exclusively in the seventh centu門. Also， both the Kuo-hsiu ct.i and the Wen-yüall ying-hua 
(in its sub哩ctions) arrange poets in roughly chronologic.1 order and in both c.ses， the positioning 
of Liu's poems suggests • late-seventh or early-eighth-ccntury date. Furthermore， the recipient 
of at  least one of L悶's poems (043 37) can be identified with some probability : Yin Yao， wh自治
death was lamented by Wang Wei. (See T'ang-je/l llallg-I叫帆 p. 94.) I f， as is commonly suppos叫，
Yin Yao died in the late 74凹， an eighth-century d.te for Liu Hsi-yi's poem is strongly sllggested. 
Finally， Lill's presumed rel.tionship to Sung Chih-wen would m.ke the late seventh and e.rly 
eighth centuries likely. 

Other factors are more convincing to the literary historian than to the h叫orical biogra­
pher. Liu Hsi-yi's poe廿Y is filled with themes， structur.1 devices， .nd turns of phrase that do not 
appe.r e1sewhere llntil the eighth century ; for instance， his poem on hearing music from an 
unseen source (043 I 5) .  Taken singly， n 

CHAPTER 3 

I Compare 040 10 for Chl1ng-tsung and 03989 for Hsüan-tsung， both by Su T'ing 
2 See Owen， pp. 256-73  
3 Tscs， p .  23 1 .  
4 S.<u-k'ung Piao-c‘hellg well-chi (SPTK) 2.4' 

CHAPTER 4 

1 There was • roughly contemporary programmatic series in Ch'u song meter by • single poct， 
Lll Hung-yi 盧 濤 一 (05740-49) .

2 The WangSI阿am Col/eclion is presumed to bear some relation to • painting of the estate by Wang 
The painting survives only in copies. For a stlldy of thc relationship bctwecn thc poems and the 
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painting， 甜e Kobayashi Taichirô， σi no seigøi 10 geijllt.lII (Osaka， 1944)， pp. 202-79. 
3 Cú 8 . l a  
4 Owen， pp. 364-66. 
S There is another， radically different way in which this kind of c10sing image may be read. The 

issue is whether the last line signifies more than itself: Using "Rapids by the Luan Trees" as an 
cxample， this alternative reading would see in the egret al1 epiphany of the natural world， a 
prcscnce that is important purely for its own sake and without meaning beyond its selιcontained 
cxistencc. Such a mode of reading has roots in Sung poeti白， with its fascination with the “ac­
cidental." This theory is presented-not as  a mode of reading but as a universal principle of 
Chinese poetry-by Wai-Iim Yip in his Hiding the Universe : Poems by W""g Wei (New York : 
Grossman， 1 972) .nd later expanded in CI，inese Poetry : M句or Modes ønd Genres (Berkeley 
University ofCalifornia Press， 1976). 

The mode of reading suggested in our chapter would have the image of the egret as an 
enigma， as an indecipherable omen whose actions seem to incarnate some Iarger pattern of  the 
l1.tural order : the image cannot be reduced to a single meaning， but it points beyond itself to 
some larger significance. Though the Yip reading of such images as “Ipure phenomenontt cannot 
be excluded entirely， the strong tradition of pointed c10sure in the quatrain (often making some 
c1ever， metaphorical point through some object or scene) suggests that a T'ang reader would 
have looked for some Iarger significance. Once the issue of "other signifi臼nce" is raised in the 
reader's mind， the image can no longer stand as "pure phenomenon "; it can only be indecipher­
able， an omen and an enigma 

6 For example， the antithesis of “ love" is “hate，" but its negation is “ncutrality. " 
7 Owen， pp. 1 04→ s .  
R A serious use o fpast poetry must b e  distinguished from the natural intertextuality 0 fthe Chinese 

poetic language. The language used by Chinese poets was largely a language constituted of 
usag臼 in other poems. AII T'ang poets drew lines， i mages， and themes from past poetry; some 
of these echoes are conscious， but the majority were probably either unconscious or hal已re­
membered. A large proportion of the “citations" that catch the learned commentator's eye are 
either commonplac自 that were associated strongly with no single earlier text， or the poet's 
reading， thoroughly digested and reappearing in the process of composition 

The myth of thc infallible memory of  all Chinese writers begs challenge; contrast with 
the 
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likely .n echo of Tu Fu. See .Iso J.mes Hightower， “Allusion in the Poetry of T'.o Ch'ien，" 
in Cyril Birch， ed.， Studie， in Chinese Literary Genre， (Berkeley， 1974)， pp. 108-32.  

9 Suzuki Sh句i， Tõd耐 sh(iin ron  (Tokyo， 1 973) ，  1 :  1 1 0-25.  

CHAPTER 5 

1 M.ny modern .nthologists .nd Iiterary histori.ns (e.g.， Hsü Wen-yii 詩 文 舟 ， T‘ang-，'，ih (hi­
(hieh 唐 詩 1. 解 [T.ipei ， 1 954] ， 2 : 1) spe.k ofa “Wang Wei group，" referring to those of W.ng's 
contemporaries and “spiritu.1 間lations" who were interested in the theme of reclusion and in 
Iandsc.pe d臼cription. The grouping of c.pital poets here is • I.rger .nd looser entity which 
tries to reflect Iiterary-historical realities more accurately. 

2 車 雅 而 本 章 ， 有 大 體 ， 得 國 士 之 處 This text follows T，(， (SPTK version) 26.2.. The present 
edition of the H yylc re.ds 車 雅 而 乎 ， 幸 有 大 體 : “ Hsiang is decorous and level， always in the 
gr.nd style." Not only is X 而 不 Y a common descriptive pattern， the su-t'i 幸 髓 ， “flat style，" 
w.s a commonly recognized， though usually positive， mode. 

3 See Wen戶 文賊 ， " .9' -93.  
4 Liu Meng-te wen-chi (SPTK) 23 . lOb-! Ib .  
5 Ts白， P. 284
6 For .n ex.mple ofhow such.  qu.tr.in structure sounded to I.ter re.ders， see Chou Pi's discussion 

of “Second Couplet P.rallel " 後 fj- in the San-(i shih 三 種 詩 Murakami Tetsumi， Sant削 shi
(Tokyo， 1966)， p .  204 

7 T，口， p. 3 ' 1 . 
8 The note th.t Ch'u w.s from Sh.ntung is c1e.rly erroneous or， .t best， respresents his c1.n's 

original home. 
9 See 06471-75 .  The tone of these poems suggests fa iled political ambitions 

10 This preference may h.ve been because of several factors: provincials' lack of ease in a regulated 
poetry which was primarily a phenomenon of the capi個1 upper c1ass (perhaps related to a dilli­
culty of developing an “ear" for tonal balance in the capital dialect-compositional occasions 
dem.nding strict .dherence to tonal regulation would have been most common in the capit.I， 
.nd • poet who grew up in the South目前 would h.ve less opportunity to pr.ctice regulated 
forms and have them judged.) or the association of southeastern themes and the whole south­
e.stern mode with nonregulated forms 

" Of course， to spe.k of T'.o Ch'時n's poctry 缸 "old sty]e" vcrse is an anachronisn宜， though it 
is an anachronism true to the way T'ang readers would have heard T'ao's poetry 

12 A good contrast can be found in comparison with the rustic vignettes of the Sung poet F.n 
Ch'eng-妞 ， in which n.tur.listic det.ils of rur.l life .re celebr.ted for their own s.ke. 

CHAPTER 6 

I For instan白， 07764 for line 1 ; 07767 for line 4 ;  07752 for line 8 
2 For the m.in outlines of Meng H.o-j.n's Ii長， I h.ve followed the reconstruction of Meng's 

biography by D.niel Bry.nt in The High T'  ang Poet Meng Hao-jan :  Studies in Biography and 
Textual Hi，tory (Di啞 ， University of British Columbia， '978)， supplemented by Ch'en Yi­
hsin's Meng Hao-jan shih-d，i k'ao-pien， Wen-s/，ih 4 ( 1 965) : 41 -74. I have， however， preferred 
to leave in uncertainty certain conclusions th.t they .dmit seen prob.ble r.ther th.n cert.in . 

3 P'i-tzu wen-sou (SPTK) 7. 1 1 ' .  
4 Hou-，han shih-I，ua 彼 山 詩 話 ， 卵 ， in Li-tai ，hih-hua (T.ip凹， 1956). 
5 Bry.nt， The Higl， T'ang Poet Meng Ha，戶ian contains an excellent discussion of the text .nd 

editions of Meng H.吋.n's poetry 
Very little is known .bout the compilation .nd circl且Iation of pocm collections in the 

eighth century. Poems on social occasions were given to the addressee or sometimes writtcn 
on w.lIs， but the poet himself usu.lly seems to h.ve kept • copy. Editions of . poet's works 
were usually put together late in his Iife or posthumous旬， and the circulation of poems during 
• poet's lifetime w.s b.sed on copies of the origin.ls， on copies of copi凹， 0丸 I suspect， • poem 
w.s often written down from memory， .fter he.ring i t  recited. (The Iast conjecture would help 
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cxplain the large number of homophonic variants.) The texts of pocms prescrved in anthologies 
and anecdotal collections suggest how vulnerable poems were to tcxtual variation through 
this mcthod of circulation. Whether poets kept a comple何 set of thcir poems or not is uncertain， 
but some pocts (Li Po， f，研 cxample) did compile a collection that they wanted “published ."  
When Wang Chin noted that Wang Wei ' s  prerebellion poetry was largely lost， he  was  probably 
rcferring to such a master set of poems. To reconstitute his brother's collecti凹， Wang Chin would 
have had to use the prerebellion poems ofWang Wei that he himselfpossessed， as well as gathering 
other poems fto m their original recipients， fto m walls， and ftom copies in circulation 

It  is possible that poets willfully excluded some poems 岳om their collected works， but 
given the tendency of Chinese editors to include everything， especially when editing a posthu­
mous collection such aesthetic exclusions are unlikely. Most K 'ai-yüan and T 'i凹-pao poets 
are known to have been present at many occasions from which poems do not survive. ln addition ， 
incomplete poem exchanges indicate missing poems. Theref ore， we know that the editions 
of most K 'ai-yüan and T 'ien-pao， poets are incomplete， but whether that incompleteness is 
due to aesthetic exclusions， to the loss of master copies in the An Lu-shan Rebellion， or to the 
failure to keep complete master copi自 is. in most 臼ses， uncertam 

The master coPy， whether complete or incomplete， would be entrusted to an “editor，" 
usually a relative or c10se friend， to copy Out with a preface. The degree of textual care involved 
in such “editing" 的 uncertain. In many cases， a filial descendant would prepare the collection 
from a set of poems handed down in the fami ly ;  in such cases， the descendant would usually 
request a preface fro m some well-known contemporary writer. Then editions would often be 
prcsented to the Imperial Library， where presumably they would scrve as the stable texts from 
whichcopiescould be made. lndividual poems， however， might still be 口rculated and memorized 
qUlte apart fro m the standard text， and such very popular poems arc often characterized by 
numerous variants and sometimes by problems of attribution. Anthologies compiled during 
a poet's Iifetime often have texts quite diJferent from the st叩dard editions， and one may presume 
this was because anthologies were compiled from circulating manuscripts. 

The facts presented in occasional t 
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CHAPTER 7 
1 Wen I-to， WeJ/ 1-10 cll'iian-chi (Hong Kong， 1y(8)，  4 :  198.  Wen presumably arrived at this 

datc from a pocm in which W.ng Wci rcfcrrcd to Wang Ch.ang-ling as “clder brothcr" 
from this we may infer only that Wang Ch'ang-ling was born bcfore Wang Wei， the date of 
whosc birth is also in dispute 

2 T'an Yu-hsüeh， Wang CII'ang-ling hsil1g-flien k 'ao， reprinted in T'ang-shil， yen-c1，ill lun-wen 
的i (Hong Kong， 1 970)， vol. 3 

3 Owen， pp. 406-8. 
4 Owen， pp. 320-2 1 

CHAPTER 8 

1 The earlier Szechwanese poet is Ch'en Tzu-ang : sec 044 1 7. 5 ;  04452. 5 ;  and Owen， pp. 1 5 日 -62.
2 Kuo Yün-p'eng 郭 囊 ，萬 ed.， Fefl-Iei p ' ien-間'u Li T' ai-po wen 分 額 為 次丰 太 白 文 (Taipei， 1 969) ， 

26. 1 7a - 1 7b 
3 For an excellent summ前y of the long and heated controversy over Li Po's background， see 

Suzuki Shüji， Tõdai shUin rOl1 (Tokyo， 1 973) ， 1 :  2 53-6 1 
4 For a n extensive discussion 0 f the tradition and values of thc bravo， see James Liu， The Cltinese 

KI1iglrt-Erranl (Chic.go， 1 967). 
5 Hsi-cl!ing tsa-c1，i (SPTK) 2.4' 
6 Ibid.， 3 . 5a 
7 Kuo Y且n-p'eng， op. c祉 ， 26. 16a .
8 Ting-an wen-c1!i pu-p'ien (SPTK)， 2. 1 9. - 1 9b. 
9 For a discussion of spurious attributiOl時， see Chan Ying， Li PO sl，il， IlIn-ls'帥'g (Peking， 1957)，  

PP. 45-63 
1 0 N o  re.der .fter 755  could miss the  p.r.lle1 to  Hsüan-tsung and Yang Kuei-fei in "Song of the 

Roosting Crows." Ho Chíh-chang's comment may well have been preserved because readers 
presumed th.t he w.s referring to the .nalogy to the contempor.ry political situ.tion “Song 
of the Roosting Crows，" however， certainly .ntedates the An Lu-sh.n Rebellion， prob.bly 
by .t le.st • dec.de .nd • h.lf; there is no evidence， .p.rt from Li P。可 I.ter cJ.im to prophetic 
foresight， th.t the song had .ny topical intent. Moreover， thε quality of Ho Chih-chang's 
comments h.ve other .n.logues in  the T 'ien-p'o 

1 1 Pen-sl，ih shil， 本 事 詩 ， 7b， i n Hsü Li-Iai shil，-I!Ua (T.ipci : Yi-w凹， n .d . ) .  
1 2  For . tr.nsl.tion .nd discussion of these two poems， see Elling O. Eide， “On Li Po，" in Arthur 

Wright .nd Denis Twitche凹， “ ， Per.<pective5 011 tlte T'ang (New H.ven， 1973) ，  pp. 367-87. 
1 3  Pao-shih εhi (SPTK) 8 .3'-3b 
1 4  For • brief discussion of W u  Yün， see Edw.rd Sch.fer， p，削IIg llte Void (Berkeley， 1 977)， pp 

244-46. 

1 Here .nd e1sewhere in K.o's biogr.phy， 1 follow Ju.n T 'ing-y位， Kao Shih nien-p '帆 in Ju.n's 
Kao CI" ang-shih shil， c1!iao-cl!u (T.ipei ， 1965) ，  pp. 9-38 

2 Po-shil! Ch'ang-ch 'ing cl!i (SPTK) 3 . 1 .  
3 L u  K '.n﹒JU 陸 傀 壘。 .nd Feng Yü.n-chün 再 洗 芳 ， CI'Ut!g-kuo sltil'-sltil， 中 國 持 史 (Hong Kong， 

1 968)， pp. 440-41 

PAR T TWO : INTRODUCTION 

1 Most moder叫iter.ry histori.ns would consid甘 YÜ Hsin . m句or t.lent， but the kind of revercncc 
.ccorded to Yü by Tu Fu .nd I.ter re.ders was not .t .11 in evidcnce in the K '.i-yü.n. 

CHAPTER 1 0  
1 Cheng Chen-to， [Clt'a-t'u-pen) Chung-kuo wen-ltsüel， shil. (Hong Kong， n.d.) ，  p p .  3 24-25 . 
2 Suzuki Sh旬， op. c祉 ， " 423 . 
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3 For a detai!ed discussion of this event， see Maeno Naoaki， Tõdai tlO sllijitllachi (Tokyo， 1971 ) ，  
pp - 88-149. 

CHAPTER 1 1  

J In the biographi臼1 sections 1 have usually followed only those points on which there i s  consensus 
and good evidence. A more detailed biography can be found in William Hung， Tu Fu : Chi咐's
Grealesl Poel (Cambridge， 1952) 

2 An excellent study of the sequence i s  Kao Yu-kung's and Mei Tsu-Iin's “Tu Fu's ‘Autumn 
Meditations' : An Exercise in Linguistic Criticism，" 可AS 28 (1968): 44-80 

3 The Jen Hua poems appear first in the Yu-hsüatl chi (preface 900)， and if they are genuine， they 
are unique pieces of poetry for the mid-eighth cen叩門. In style and sentiment they seem to me 
more typical of the early ninth century 

4 A poem of“indefinite occasion" 15 one that purports to represent a spedfic moment， an occasion， 
but the de且nition of the occasion in the title and the treatment of  the occasion in the poem 盯e
general. Thus， the poem is both about the specific moment and the general case; for instance， 
“Rêcent Clearing" and “Autumn Night." The term is mine and not a Chinese distinction. 

5 This mode probably grew out of the use of yutlg-wu topics in occasionaI heptasyllabic songs， 
an increasingly common practice during the T 'i凹-戶o.

6 There was no T' ang concept of “fine arts" that Iinked dance， painting， and poetry， but they 
W甘e unified by their associations as manifestations of refinement and civilization. 

CHAPTER 1 2  

1 For Yüan Chieh's biog間phy 1 follow Sun Wang， Yüatl T;z'u-shatl tlietl-p 'u i n  Yüatl T;z'u-shatl 
clli (Peking， 1 957) 

2 We must read such heart-rending descriptions of gouging government demands with a degree 
of skepticism. We must consider the possibility that from the government's point of  view， 
local 0侃口als might exaggerate the gravity of the local situation in order to m剖ntain their 
popularity in a district (and perhaps to protect their own financial interests)， thus denying the 
central government the resources it so d臼perately needed during its struggle f，由 survival in  the 
750S and 7605 

3 Tjh Ts， p. 3 14. 
4 For an  extensive d間cussion ofthis group， see David McMullen， “ H阻torical and Literary Theory 

in the Mid-Eighth Century，" in Arthur Wright and Denis Twitchett e孔， Perspectives Otl Ihe 
T'atlg (New Haven， 1 973)， pp. 307-42. 

5 P'i-Iitlg chi (SPTK) 1 3 . lb-2a .  

CHAPTER 1 3  

1 N o  collection ofWang Chih-huan is included i n the HT s bibliography， and thus i t was probably 
not il1 the Imperial Library. 

CHAPTER 1 4  

1 Yitlg-k'uei Iü-sui， cited i n  Shen Ping-hsün， Hs品 T'atlg shih-hua (Taipei， 1 974)， 10. 13 
2 One hundred “ Untitled Poems Traveling by River" ( 12373-472) are sometimes attributed 

to Ch'ien Ch'i and are included in the SPT K edition ofhis poetry. The evidence that these poems 
are not by Ch'ien Ch'i but rather by the Late T'ang poet Ch'ien Hu is presented in the T'atlg-yitl 
t 'utlg-cllietl and cited by the compilers of the Ch'üatl T'atlg shih. To their evidénce 1 might add 
the nineteenth poem of the series ( 1 293 1 ) ，  in which the poet sp凹ks of chanting the poetry of 
Tu Fu， a most unlikely activity for Ch'ien Ch'i 

3 According to the strong authority of Ch'üan Te-yü's fUl1erary inscription， Tai Shu-Iun's death 
occurred in 789. However， several sources give the date of his chitl-shih 剖 8∞. See Nunome 
Chofu and Nakamura Takahashi， A Sludy oflhe Tatlg-cai-;zi-chuatl (Kyoto， 1972)， p .  302. Fur-
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thermo間， Tai's collection contains poems addressed to the Early T'ang poet Ts'uiJung ( 1 4320) 
and to Mid-T'ang poets ( 14325 ，  1 4420， 1442 1 ，  1 4460). I f  we disregard the poem to Ts'ui Jung， 
i t  would be possible to resolve these and other anomalies by presuming there were two T剖
Shu-Iun's :  the later T剖 would have been a Mid-T'叩g poet whose works were mixed in with 
the earlier， more famous Tai. This， however， would not resolve some strange improprieties 
in the problem poems ; for instance， addressing a heptasyllabic regulated verse to Meng Chiao. 
It  i s  possible that the poems to Meng Chiao and Liu Yü-hsi were written in those poets' yOllths， 
but there are no poems to Tai in  Meng's or Liu's collection ; had they met the famollS Tai Shu­
lun， they would surely have written and preserved a poem on the occa日on. Furthermore， Tai's 
poems to them and the other Mid-T'ang poet are suspiciously without toponymn or c1an rank. 
Unfortunately， the most Iikely explanation 臼 that T缸's collcction w抽 put together carelessly 
at a late date and may contain much unreliable material .  

4 This passage is not in all editions of the Chh缸 ; see 乃hTs， p_ 306. The passage is also cited in 
T5Cι P. 456 

5 Ssu-k'ung Piao-sheng wen-chi (SPTK) 3 . 3a .  It is uncertain whether the last part of the statement 
was supposed to be by Tai or an explanation of the metaphor by Ssu-k 'ung T'u  

CHAPTER 15  

1 Ch'üan Tsai-chih wen-chi (SPTK) appendix， pp. 330-3 1 .  Occasional exchange collections like 
the Wang Stream Col/ection can be seen as the ancestors of the ch'ang-ho chi. 

2' Liu Meng-te wen-chi (SPTK) 23 . 1 7a - 17b. 
3 See 23 1 80， cited also in Ichih盯a Kõkichi ， . ‘Chütõ shoki 削 okeru kõ.'咕 HO shisð 1 1;  tJ削te，" Tõhõ 

gakuhõ 28 (1958) ，  p. 222 
4 Kuo Shao-y苗， Chung-kuo wen-hsüeh p'ιp'ing shih (Taipei， 1969)， 1 :  207-9 
5 Though there are doubts as to the authenticity of the five-c1，iian edition of the Shih-shi h， 1 accept 

i s  as Chiao-jan's work. Many sections not in the shorter editions of the Shih-..hih raise issues of 
singular interest to poets of the later eighth century. References are to the Pai-pu 肘'ung-shu
chi-cl，' eng reprint of the Shil，-wan-chiian-lolI 的" IrIg-s/w edition. 

6 This may have been the work listed in the H1:， bibliography (p. 1 624) as Ta-Ii唔.nien Che-tung 
lien-ch' ang chi 大 M 年 站時 泉 ，聲 唱 1.

7 For evidence of other Iinked verses in the period， see Ch'iian Tsai-c1，ih wen-chi (SPT K) 39. l b-2a 
and P'i-/ing chi (SPTK) 14 .7b-8b. For an extensive discussion of the origin and development 
of the Chinese linked verse， see David Pollack， T he C/linese Linked Ve附 (Di島， Berkeley， 1 976) 

8 Huot管-fu T'e-cheng wen-chi (SPTK) 2.7b 

CHAPTER 1 6  

1 Chu-tzu 巾
，且an-shu (Imperial prefa間， 1 7 14)， 65 的b.

2 lbid 
J T<ls， p. 4∞-
4 Po_shih Ch'ang-ch'ing chi (SPTK) 27.7b. 
5 Shih�íen chu-k'o 1'11 詩 人 主 霉 國 ， 5b， in H刑 Li-tai shih-hua (Taip曰 : Yi-w凹， n.d . ) .  
6 For Wei Ying-wu's biography 1 have generally followed Thomas Niels凹， “ Wei Ting-wu : 

His Li在 and Career，" in Nielson， A Conco帥nce 10 Ihe Poetry of W，凹 的ng-叫 (San Francisco， 1976). 
7 For a topical reading of Wei Ying-wu's songs， see Fukazawa Kazayuki ， “I σbutsu no kakõ，" 

Chügoku Bungaku hõ 24 ( 1974)， pp. 48-74 



Notes to the Poems 

INTRODUCTION 

In response to the encouragement of some and the insistence of others， 1 am including my notes to 
the poems in this volume. These notes are directed both to the intermediate student and to the 
scholar. The notes treat not ol1ly factual identifications， but also discuss matters of t凹t， style， inter­
pretation， semantics， and parallels to other poems. Problems treated in the m剖n body ofthe volume 
a問 not discussed again in the甜 notes ; furthermore， with a few ex自ptions. no notes are given for 
the numerous couplets and short passages quoted. The format and conventions of the notes are as 
follows 

1. The Kyoto index number will be given fìrst to identify the poem.  Since the notes are 
given in the sequence of the poem's appearance in the text， a finding list will follow the n。但S

2 .  Following the Kyoto index number are the source texts : these will include the pagenumb盯
in the Ch 'iian T' a愕 絨的 (Peking， 1 960)， the critical editions used (whe閃 applicable)， the SPTK 
edition， and sources in early anthologies. For Li PO's poems， the poem number in the Hanabusa 
index i s  given for cross-referencing with other editions. The Harvard-Yenching index to Tu Fu's 
poems provid白 similar cross-referenc凹， correla世.d to the Chiu-chia ed此ion. 1 have used the types准t
critical editions of the 乃1， T 5 anthologies and T 5(5. See the list of abbreviations 

J .  For texts ofthe poems， 1 have followed critical editions when av剖lable， and when 1 deviate 
from those editions， the fact is mentioned in the notes. Where critical editions have been available， 
1 h必ve made comments on variants only when they were of particular interest. For poems without 
critical editions， 1 hav吃 given the early textual variants， though omitting obvious errors in poor texts 

4. The rhym白 of the poem are given with the line num bcr and the Middle Chinese recon­
structions from Hugh Stimson's T'ang P叮咚�i( Vocab嚕ûary (New Haven， 1 976). Where t'UI哲-y品11
盯e used， 1 have made a not吏 ; oth甘wise， all the rhymes are p'inji-sl，ui y伽.

5. After the rhymcs， 1 have in many cases made comments 011 the tone patterns. Rather 
than observing a strict division between reglllated and "old style" verse， 1 have treated regulation 
as ∞uplet ba時d， and note regulated passages in unregulated poems. No note usually indicates an 
l1nregl1lated poem. 1 f a poem 1S entirely regulated， 1 simply note “regulated." The term 主立些且 一一一

一一一一一-CoU計eTfefers to p mg-ð， ， 干起 couplets ; “扭 rorm ref ers to tse-ch'i 仄起 couplets
6. In the section “Title" 1 will sometimes note secondary discussions of the poem;  this is 

solely for the reader's convenience and is in no way m明nt to 

] 2 8  
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is not common knowledge， 1 cite him， 凹ther in p.rentheses or in the text of the note. However， 
such citatÎon is not given for obvious Înf ormation， such 的 pl.ce-n.mes .nd biogr.phic.1 inf orm.tion 
from the st.nd.rd h時tones.

間. To .void redund.ncy， when • problem.tic word， phr.se， or .lIusion recurs， [ will usu.lly 
ref er the re.der to • previous note. 

1 1 .  [ h.ve followed Legge's numbers f，甘 references to the A"alect.' .nd SIIU (though 1 h.ve 
followcd the comment.ries th.t would h.ve been .v.il.ble in thc T'.ng) . SlIil，-c/Jing poem .rc 
identified by their number. P.ss.ges from the Clluang-rzu .re identified by the p'ge， ch.pter， 
.nd line(s) from the text given in the H.rv.rd-Yenching concord.nce to the Chuang-rzu. P.ss.ges 
from the st.nd.rd histories .re idcntificd by thcir p.ge number in the punctu.ted Chung-hu. 
editions. Wen h.<üan texts .re cited by their loc.tion in th.t .nthology， but .11 other H.n to Sui 
poems .re identified by their loc.tion in Ting Fu-p.o ; [ h.ve used • reprint of  the e.r1y edition 
r.ther th.n the punctu.ted edition bcc.usc it 阻 to the e.r1y edition th.t the H.rv.rd-Yenching 
index of n.mes is correl.ted 
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CHAPTER 2 

0477 1 :  CTs， p. 977; Charrg Y附h-chih werr-chi (SPTK)， 5 .8a (title only) ; Tscs， p. 199 
Rhymes : 2 zh間， 4 shia心 Unregulated.

1.  For 樂無極 CT5 gives variants 方 長， 學 ( 叮叮) and 樂 無 窮 . AII havε approximately the 
same m凹ning， and the variation may be due to i mperfect reconstruction through oral circulation. 
Tzuì-hoù 碎 彼 c1early refers to drunkenness itself rather than to the end of drunkenness; cf. 0865 1 . 1 2 .  

2 .  CTs gives 金 as variant f or 到 • Mi. 彈. m a y  m臼n “incrcasingly (bett盯 than . . . ) ， "  but 
[ take it as “fully，" describing the state rather than the process. 

3. Iorrg 家 的 the po前's “rnanner" or ubearing." For the use of zhié 走 ， cf. 10539.6. The 
spontaneity of the poet's dancing and p恆的 playfully echoes the origin of poetry as described in  
thε “Great Prεface" ofthε Shih-chirrg : “ Emotions a re  stirred within a n d  take form in speech. When 
speech is inadequate， we speak them in sighs; when sighs are inadequate， we sing the m; and when 
song is inadequate， unconsciously our hands and fi自t dance and tap them out." 

。7558 : C Ts， p. 的05 ; Khc in 刃ihTs， p.  1 3 9. 
Rhymes : 1 缸n， 2 h酬， 4 q個t. Regulated. 
Title: Liang-chou was an important mili臼ry prefecture northwest ofCh'ang-an in modern Kansu 

Province. The melody of the Liang-chou Song ( 隸 州 詞 or 祿 州 歌 ) was suppo世dly first brought 
to Ch'ang-an in the K '副司y廿an ; see Yfsc 79.lOb .  However， Wang Han's two quatrains are not 
included in the 昕c versions of the song. 

1. Ch'in is the standard poetic term for the capital region. Xua-déu 1t. ""， indicatε spring. 
The use of qiarrg 應 is important， because it signals an indirect assumption， letting the read甘 know
that thε persona is e1sewhere， thinking o f Ch'ang-an. 

2. The ga ;; was a small flute or  pipe， originally imported from Central Asia and associated 
with the region. The song Ji61 icmg-/i伽 符楊柳 made its first appearance in the Liang Dynasty， 
5UppO吋Iy an impo叫on from 恥 North; see 珈 22.5b. The song was originally c1assed as  a 
“ Nomad Piping Song，" and the earliest recorded version goes 

I got on my hOTSe， wouldn't take the wh中，
Instead I broke ofl'a branch 0 f willow 
1 got olfmy horse， played the horizon阻I lIu恆，
Causing terrible grief t 0 the traveler 

土 為 本 提 揖E
且給申，神故
-fJ悔 吧k 續 當
� a 行 客 兒

Though the music may have been of Central Asian origin， the governing metaphor of the song， 
由 asso口ation with parting， depended on a purely Chinese pun between /iou flI “stay" and liðu 柳
‘ ‘willow." 

4 .  C Ts reads 意 ，l. for ，l.畫 . Though most modern texts of the song follow CTs， here [ 
have followed the older Kh( version. The c10sure is probably an echo of 02758. 

05527 : C日 ， p. 1 1 70; Hyylc in Tjh i日， pp. 108-9; KIi( in TjhTs， p. 1 8 6 ;  Tscs， p. 220 (Hyy/c version). 
Rhymes : 2 dzh凹， 4 huen， 6 肘n， 8 ben. Regulated 
Title : Pei-ku Mountain 兆 國 is on the Yangtze c10se 10 its mouth， in modern Kiangsu Province 

3 30 
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The Hyylc version， entitled 江 南 4年 ， re.ds : 南 闊 步 研 壘 ， 車 行 伺 早 天 ， 湖 于 兩 岸 失 ， 且 正 一 帆 惠
(third couplet identic.I ) . 使 UI'. íA. 車 ， 椎 尚 此 中 偏 The H yylc version m.int.ins regul.tion 

3. The Hyylc r臼ding of 失 for 悶 i mplies th.t thε river is so wide the shores c.n no longer 
be seen 

4. ThejiÈng 正 ofthe wind me.ns that it 時 blowing in the s.me direction .s the poet's course. 
7-8. The point of the I.st couplet is th.t on his tr.vels i t  will be di而cult f or lett盯s from 

home to re.ch him ; however， h i s  own letters c.n be  sent with the migr.ting geese， be.rers of mes­
s.ges， north to Lo-y.ng 

043 3 5 : C Ts， pp. 885-86;  Syhc in ηh Ts， pp. 705-6; Wyyh 207.2b-3' ; Tscs， p. 1 8 4 ;  }'j.'c 4 1 .3'-3b 
A somewh.t ditlerent version ofthε song 'ppe.rs und盯 the title “Longing for Someone" 有 所 息 ，
.ttributed to Sung Chih-wen i n  Twt 1 8. l 2b- 1 3'  .nd i n  thc Sung Chih-wen collεction (SPTK 
2nd series) 1 .2 1  b-22'. Furthermorc， ten ofthe first twdve lines 'ppe.r .s .. Longing f or Someone，" 
.ttributed to Chi. Tseng 曹 骨 ， 03 860， Ttc in Tjh Ts， pp . 590-9 1 .  For . discussion of the poem， 
see Suzuki Shü ji f守 本 修 次 ， 7òdai shU帥 r01! 唐 代 詩 人 論 (Tokyo， 1973)，  1 :  23-29. Thc Tscs n帥的
the theory th.t Sung Chih-wen stole the song from Liu， but no e.rly evidence exists to prove the 
.ttribution of the poem to eith甘 poet. Sung's .tt.ck on Liu is mentioned in the Ta-T'ang hsill-Yü 
夫 唐 新語 (Li Mu t'.ng ed. of Pai-hai 雜 海 ) 8 . 1 3 b- 14a ;  the Ta- T'ang hsin-yü .ccep臼 Liu 's .uthor­
ship ofth e  poem under the title Bhaek-dl1Ou 句yrm 白 頭 吟 .nd c1.ims th.t Sun Yi 孫 笠 considered
it the best work in his .nthology， the Cheng-sheng chi 正 學$. (now lost). In his T'ang-shilr pieh­
ts'a; chi 唐 詩 別 栽 集 ( 1973 rpt. of 1 763 ed.) 5 .軸， Shen Te-ch'ien 沈 德 滑 disput臼 the .ttribution 
的 Liu on the grounds th.t Sung Chih-wen w.s the better poet .nd th.t thε T a- T'arrg /rsin-yü 
is .n unreli.ble source. In 'pp.rent support of Ch'i凹's position， Suzuki (p. 28) notes th.t Chi. 
Tseng's .bbrevi.ted version h.s the s.me title .s the full version by Sung Chih-wen， .nd th.t 
Chi. Tseng h.d .t le.st one one occ.sion m.tched poems with Sung (03852) .  If， however， Sung 
.nd Liu were roughly contempor.ry .nd .cqu剖nted with one .nother， Chi. could just .s e.sily 
h.ve known Liu. The most disturbing .spect of thc Chi. Tseng version is how Wci H u 韋 紋 ，
the compiler of the Ttc， could h.ve included such • well-known poem in his .nthology under 
Chi. Tseng's n.me. However， in the T'ang-shih chi-clrielr 唐 詩 $. 解 (T.ipei， 1 970)， Hsü Wen-yü 
詩 文 iiJ notes 仰. 77) ， th.t Kuo M.o-ch'ien not only .ccepts thε Liu . ttribution in  thε Yfsc， he 
.Iso includ臼 the song under the title Bhaek-dhou ngyi間， one of the two titles under which the 
song is .ttributcd to Liu. Givcn thc usu.1 .stutcncss of Kuo in yiieh士后I c.tegorics， it seems likcly 
th.t Kuo discounted the Sung version. In thc fin.1 .n.lys峙， thc .ttribution of the song rem剖ns
uncert.in， though most re.ders h.ve .cccpted it  .s Liu Hsi-yi'丸 .nd his scems the bctter c.se. 

Rhymcs: 1 xua， 2 ga ; 3 shriak， 4 siak ;  5 g狗， 6 dzh扇， 8 xJi ; 9 dUflg， 1 0  biu嗯， 1 1  ziJ， 12 dlrrmg， 13 tz訝，
14 qung (note interlocking rhym臼) ; 1 5 I阱， 而 nen， 18 dzhclI. 20 úe斤， 22 b凹 ; 23 zh日， 24 si;" [25 
dh刊， 26 byi. The sixth， ninth， tenth， .nd twelfth couplets .re regulated. 

Title : He甜 I .cc
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臼se tcxtual variation takes the form of a categorical pair， 自pecial ly in thc exchange of IMeng 行 and
dzlll"j 坐

5. For the last four characters of this line， the Chia Tseng version reads l1li 零 本 侍 ， but as _ 
the Chia Tseng version omits the following couplet， the use of zh;à 侍 leaves this couplet rhymeless 
Again we may wonder how Wei Hu cotlld have included the song in this form.  

7-8 .  The Chia  Tscng version omits  th i s  couplet， probably because i t s  allusiveness shifts 
attention away from the scene at hand. Tsh commentaries note the echo of a couplet fro m the 
fourteenth of the " Nineteen Old Poems : "  

Ancient tombs are plowed into fidds， 
Their pincs and cyprcss brokcn into kindling 

古 墓 草 』耳 目
�r 柏 雄』包辦

An interesting possibility in compositional method is t h a t  the  Ku-shil. echo l e d  the  poet to  think 
of dhen 田 in the second line of the couplet. In the Ku-shil. couplet， the destruction of the ziong-bQek 
粒 柏 suggests the desecration of the tombs where they were planted ; here they are used in their 
most common function in T' ang poetry as long-Iived evergreens in contrast to the ephemeral 
beauty of peach and plum. Oceans changing places with mulberry fields， an interchange that takes 
place over vast eo肘， was a literary commonplace sugg口ting the impermanence o f  even the most 
durable topographical features 

9. For i真 使 the Chia Tseng version reads 示 其
1 0 .  For 人 還 the Chia Tseng version reads 車 室 . The poet i s developing a contrast between 

the mortality of the individual and permanence through cyclical recurrence. Thus， the ladies sigh 
facing the f10we間， recognizing in them emblems of their own mortality;  yet the situation and its 
general componen阻， ladies and f1owers， are recurrent， theref ore permanent. What differentiates 
the recurrent people from the recurrent f10wers in the next couplct 間1 of course. an awareness of 
their identity， and of that identity's impermanence. 

1 1 - 1 2 .  This couplet ends the Chia Tseng version. The Sung Chih-wen version reads 年 芋
in both lines for 年 年 ; the Sung version destroys the tonal balance o f  the couplet. This i s  supposedly 
the couplct that Sung Chih-wen coveted. The phrase IItn哨en siuèi-siusÎ 年 年 .t. .t. echoes the c10sing 
of Lu Chao-lin's “Ch'Qng-Qn : 如-yi" 長 安 含 章 (02762) ， where every year the cinnamon blossoms 
fal l  around Yang Hsiung's secluded dwelling. 

1 3 . For another example of “sending the burden" in a heptasyllabic song， see 0276 1 . 3 3  
HUI啟'-IIgall .t1: 1li  as “ruddy faces" i s  traced b y  Tsh commentaries t o  Juan Chi 's  Yung-I.uai IV "ij:.懷 ;
there， as in the T 'ang， it was an epithet for youth ; e.g.， 04148 .旬，

14 .  For 11l TSlsand C Ts read J.t. For 兌 one edition of Tscs reads ;\射1 interesting as  a n  example 
of euphemistic substitution in textual variation. 

17. G師Ig-tziS � 于 and hiua:ng-sum 玉碎 appear commonly in songs an"d yüeh�/ÎI as the 
reckless， aristocratic youth of the capital. 

1 9. Tscs and CTs read 悶 for 文 . The Chamberlain 光 祿 大 夫 referred to is Wang K en 王 椒 ，
the extravagance of whose est刮目 was said to have infuriated Han Ch'eng-t i ;  see Hs pp. 40月一句 ﹒
Parks and richly ornamen哇!些坦ÌI1gs w些世ften 金星也�d_in_t虹ms-o曲血且dL一 一一一一一一 一一」

20. The reference here is to the mansion of the powerf ul Liang Yi J興 冀 ， whose walls bore 
murals of the gods; see HHs， pp. I 1 8 1 -82. Both this and the allusion in the preceding I 
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brows." IIS mosl famous occurrence is in PO Chü-抖 's 勾1.1的.g-Iû/I gIX 長 恨 歉 . 223 3 5 . 3 8 :  "The 
gr.cefully curving molh eyebrows died bef ore Ihe horses" 宛轉 峨眉 馬 前 死 ，

24. 5io-io íij 吏 . as in line 訓 . is 10 emphasize Ihe swiftness of change. Hcxk-biart 鶴 壘 ， “crane­
h盯r，" is hair Ihal has become while wilh old age. Though Ihe cr.ne's longevily and whileness make 
il a nalur.1 aSSocialion for Ihe while h.ir of old age， Ihe phrase seems 10 be a Iransformalion of hok­
biact 4島 最 ; s自 HHs， p .  950. For a n  early usage of μcrane-hair，" see CLs 7. 1 7b .  

2 5 .  5yhc， Wyyll， and Ihe Sung Chih-wen version read 古 f甜 苦 . The c10sing memento mori 
is slrongly reminiscenl oflhe c10sing of Wang Po's 03443 : 

Look whcre high tcrraccs WCTC in oldcn days一 君 看 舊 日 禹 臺 處
Brown dust riscs whcrc thCTe was Po-liang and Copp叮bird 柏 學 鋪 在 生 費 塵
The phrase gcx-mið dllì 歌 持 他 is Ihe source for the use oflhe phrase i n  Tu Fu's 1 1 5 5 3 . 7. 

26. For 色 的Iyyh and Ihe Sung Chih-wen version read 飛 As Ihe cries of evening birds 
W叮e a slandard mark of c10sure in banquel poelry， so Ihe mel.ncholy cries of birds .1 a d�serled 
sile became one way to c1ose . huai-帥 ; cf. 0278 1 .7 

CHAPTER 3 

02949: C恥， pp. 567-68 ; Wyy/. 3 1 2ι←坊 ; CIt 'ii-chiang Izsien-sl/fng weIl-chi (5PTK) 3 . 4a ;  Ch ﹒ι 
cIJiang chi (5PPY) 2. 1 4b .  

Rhymes: 2 tz陪ng ， 4 dz/.ieng， 6 slzraeng， 8 z/zie嗯， 1 0  qzeng， 1 2  pe旬， ]4 ;'咕tlg， I6 削laet嗨. 1 8 bl，iae嗯，
Allowing for a violalion in Ihe fourlh posilion of Ihe fiflh line， Ihe (irsl four couplels are regulaled ; 
Ihe sevenlh couplel is also regulaled. 

Title : Shih-hsing 始 興 was Ihe commandery (in modern Kwanglung) in which Chang's nalive 
Ch 'ü-chiang 曲 i且 was localed. The river in Ihe poem is probably Ihe Chen i壘 ， known also in 
Ihe area as Ihe Grealer Shi扎hsing Rive重 大始興江 . Thus， from Ihe geography and senlimenls 
expressed. Ihe poem probably com臼 fro m Ihe very end ofChang Chiu-ling's l ife .  

1. 5hra-ii:n 涉 衍 are sandtlals in  Ihe middle oCrivers: Ihe line seems 10 des口ibe Ihe sinking 
of Ihe high walers of aulumn 

2. Tziεng 品 ， “crys個lIine." h3d become 3 bvorile lerm (or Ihc autumn almosphere in Ihe 
1.ler sevenlh and early eighlh cenluries; e.g.， Sung Chih-wen 0322 ( . " . ‘Chill wind in Ihe eighlh 
month， Ihe 'Imospherc crysl.lline" 八 月 球 風 天 氣 品 ; Shcn Ch'üan-ch'i 04970. 5 : “Autumn's cry­
slalline c1ears Ihe bending ravines" 我 品 是 由 塾 ; Chich Ycn寸ung 42599. 1 6 : μAI Ihc fziÉ-miai Ihe 
lovely air is cryslallinc" 1世 微 佳 j" 品 . T，叫-/zið 天 字 can ref cr 10 Ihe wholc “world " or， as here， 
specifi臼lIy 10 Ihe “sky" ; see Ihe Wu-ch'en exegesis of Wlz 26.29.-29b : 天 宇 謂 天 之 處 地對產 宇 ­
Wha lever Ihe original cosmic significance of Ihe phrase， here il is a poelicism Iike Ihe English “sky's 
vaull." The Wu-ch'en exegesis oft阱-hið was for ils use in an aulumn poem by T'ao Ch'ien， a poem 
similar in su句ecl and lone 10 Chang's poem and using Ihe same rhyme 

3 .  The phrase bhiuk-hãm 俠 種 is fro m  Ihe C/zQo-/zllll 招 魂!. : "Sil in Ihe hall hunched al the 
自福可干 luokiug dow百-IDtU-the-W而占百g-nveT且全警吹怪誰萄主工苓寸寸b"lel由衷4官而ôi聶哥 nver>-�
Ch'ü她chian哩， where Chang is al lhe lime. 

4. The line reads lilerally " Palh and ford : many dislant emolions" ; i.e.， on seeing Ihe palhs 
and river crossings， all leading back 10 Ihc capilal， Ihe poel Ihinks on Ihose faraway places， and his 
emolions are slirred. Thus， in Ihe nexl couplel， longing comes from beyond Ihe range of Ihe poet's 
vision， which is blocked by c10uds and misl. From Ihe lime ofWang Ts'an's Teng-loufJ/ 登縷跌 。口，
Ihis situalion was common in poetry : a longing gaze ffom a high vanlage poinl blocked by c1ouds， 
mists. and mountain r3ng白色

7. As so oflen in T'ang poelry， lhe physical fealures of lhe landsca pe，  once named， lake on 
到gnific3ncc in a broader inlelleclu.1 conlex!. Tcxu-tcxu 治 治 describes 3 riv白 in tlood， but  in 3ddilion 
to Ihe river b 
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42/17/ 1 ) .  Such a loss of d阻tinction is ，  of course， the threat of the “rolling flood" in 出e Analect5 
passage. 

8.  Perhaps picking up the echo of the C/削ang-tzu in the preceding line， th阻 line paraphrases 
a passage fro m  the “Equalizing Things" 脊 .fI1 ifì chapter of the Chuang-tzu : “To toil constantly 
through 0肘's l ife and see no accomplishment" 終 身 被 往 而 不 見 其 成 功 (4/21 19 )

9. The use of 50p 氧 的 “windblown，" thus  tangled， echoes Hsieh T 'iao's “How could 1 
feel pained that my dishevelled tresses are wind-shaken?" 掌 侮 蓬 車t 嵐 (CC5 3 . 1 8a).

10 .  Chang is being sardonic here. The phrase pitu hua-qiεng fl. JI. 縷 is taken from • Yung-
51，;h 巾的 詠 史 詩 by P.o Chao， where it is an attribute of "one in state service" 仕 于 ( Wh 2 1 .23b) 

". The “st.bled horse" was • common emblem of b凹ng tied down， lacking freedom， .s 
in Ts'.o P'i's “An old stεed st.bled， but its intense thoughts .re to go • thous.nd lil" 是 廳 伏 懼 ，
志 在 千 里 (CSks 1 .2.) .  

12.  As “the st.bled horse" in the preceding line， 的e “c.ged bird" was 'n emblem of c'ptivity 
Ch.ng is “c.ged" by his exi怯， but thε rnQre common "cage" 的 th.t of st.te service 

1 3 .  For 甸 Wyyh re.ds 生 SiuÈμqim .ol 會 is technic.lly • series of positions of the planet 
Jupiter， the “ ye.r st盯，" but in poetry it usu.lly ref ers simply to the “end of the ye.r." Qiualn­
m;aën ø鬼蛇 is a binomi.1 expression indic.ting evening or sunset， but it is commonly extended to 
the “evening of the ye.r" or the “evening of one's l ife ."  

14 .  For ， Wyyh re.ds 久
1 5 . D.k-5i.I1g 得 住 ， “ fulfilling one's n.ture，" w.s often spoken of in terms of .nim祉， 晶晶，

or insεct .n.logi凹. where such creatur白 were .ble to “ fulfill their n.tures" only in cert.in medi. 
or pl前的﹒ At this point the .rgument of the poεm begins to rεvεrse itself; cI.iming th.t sep.r.tion 
fro m  the c.pit.1 might .ctu.lly be a liber.tion .nd th.t his e.r1ier sense of c'ptivity w.s only • st.te 
ofmind.  

的 This ref ers to Ch.ng's former high position in  the centr.1 government 
17. For nu.i-gò 內 頓 時e Analect5 X . I 7 ;  presum.blythe poet is “looking b.ck" on the previous 

course ofhis l ife. Thε situ.tion .nd phr.sing of the line unmist.kably echo T'.o Ch'ien's “Return" 
持 安 車 辭 :
Truly 1 have not gone far on the wrong path. 
1 realize now I am right and thcn I w甜 wrong

實 建 造 其 主 進
覺 今 � ..， 吽 #

1 8 .  Though the poet .ttempts t o  resolve his sorrow b y  insisting th.t his separation from the 
capit.1 w.s “right，" thε poem ends with .n .dm時sion of f.ilure in the consol.tion， as the poet still 
feels sorrow .t wh.t is p.st 

CHAPTE R 4 

。而 1 3 7 : C T5， p. 1 306; Ch.o， p. 20扒 Wyc 3.9b; T5，白， P. 236.
Rhymcs : 2 t5例， 4 句間. Regul.tcd. 

4. The zhio-io 革 吏 J‘dogwood，" w.s p.rt of thε cerernonl白 of the Double Ninth f，自tiv.1.
At th.t timε thε berri白 were ripe， .nd these were either put in . “dogwood bag，" used in wine 
(cf. 06084.4)， or worn .t the w.ist-.II to protect and prolong life and to w.rd off misf ortune; 
sec Ywlc， p .  1 54 1 .  The vεrb cllraep 插 impliεs th.t thε dogwood sprigs .re being “stuck in" sorne­
thing， and the vcrb is used with putting things in a b.g. But even though bi 11 街 might suggest 
“everyone" was putting berries in the b.g， it seems more likely th.t the brothers .re putting them 
in their c1othing. 

060 5 7 :  CTs， p .  1 29 5 ;  Chao， p .  1 3 7 ;  Wycc 2 .7' ; Wyyh 1 79. 1 3 ' ;  Yhc in T]/，T5， p. 3 56. 
Rhymes : 2 giut旬， 4 djiu旬， 6 !Ul1g， 8 kUl1g. Regul.ted 
Title : Tji.k 劫 .re the “ imperial orders" by which the prince of Ch'i is gr.nted permission to use 

the summer p.l.ce. The Chiu-ch'eng p.l.ce .t Feng-hsi.ng w.s origin.lly built by Sui Wen-ti， 
thcn restorcd .nd ren.med Chiu-ch'eng by T'an'g T'ai-tsung as a retrc.t for his f.ther (Ch.o). 
P.ssing the site in 757， Tu Fu wrote . well-known poem on the dil.pid.ted structure (10562). 
Qi.ng-gau J.f. 教 is the technic.1 term f or a poem written to the comm.nd of.n imp盯阻1 prince 
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I . D告j-rzjJ 帝 于 refers specific.lly to .n imperi.1 prince， the child of.n emperor (cf. 03444.7) ， 
but the phr.se c.rriεs with it • divine .nd legend.ry .ur. from its use in thε Hsia .. g-ji，弋J'" 湘 夫 人 m
the “ Nine Songs" 九 � . There it ref ers to . “princess-goddess，'可he divine d.ughter of the s.gc­
emperor Y.o. The “ Rose Phoenix G.tes" 丹 ... 間 w.s the south有central g.tc of  the T.-ming p.lace 
in Ch'.ng-.n (Ch.o) . 

2. W.ng here follows one of the more common opening forms for . tr.vel poem， in which 
. the first two lin臼 m.tch st.rting point with destin.tion， while .t the s.me time giving the occ.sion 
for the journey. In later poetry the use of hiuaén 遠 and itll 進 in the same couplet 0 f. regul.ted 
poem might h.ve been considered • f. ult， especi.lly， as here， in thc s.me position in their respectivc 
lin凹• Ten-sh叫 天 書 ， liter.lly “ H臼ven's writings，" waS a T 'ang tcrm for imperial cornmands. 
Tsuì-mi刮 卑 微 m.y refer to . mountain slope， but here (.s it usually docs in T'ang poetry) i t  refers 
to the blue mount.in m時臼 (Ch.o)

3. Th.t c10uds .rc gener.ted in this spot suggests its otherworldliness. The opposition be­
tween such • pl.ce .nd the mortal world 'ppe.rs even more c1e.r1y in a pocm from the W.ng 5tream 
Col/ection (06080. 3- 4) : 

1 had no id目 that the clouds in the beams 
Would go ofr and be rain in the mortal world 

本 壘， 雄主 雷
在lt人 間 兩

Both p'ss略目 by W.ng echo thc dwelling of the T叩ist in the sεcond o f Kuo P'u's “ W.ndering 
Immortals" 道仙，詩 ( Wh 2[ .29') : 

Clouds grow in the beams and rafters， 
Winds come 0世 the windows and door. 

宮 生 暴 除 開
風 也 蔥 戶 主

4. For .nother ex.mple of . I.ndsc.pe “entering" 入 something in W.ng's e.rly poetry 
(in this c.se • decor.ted， perh.ps reflecting screen)，  see 06 [ [  [ 

8. 5yhc .nd some other texts re.d 實 for 笙 . In th.t 臼se the linc would refcr to the story of 
Hsi.o-shih 普 夫 .nd Nung-yü 弄 玉 ， who rode otfto he.ven togcth叮 on • phoenix. In the us.ge of 
court poetry， th阻 .lIusion would be proper ifthe prince were .ccompanied by his  wife. 

05848 : CTs， p.  1 2 50-5 [ ; Ch.o， p. 5 3 ; 肘 .ya 6.3b .  
Rhymes : 2 nga， 4 ga， 6 ma， 8 ha. Unregul.ted . 
Title : Ch'ing-ho Comm.ndery I.y in modern Hopei 

1. Piaèmjiou )凡舟 echoes 5hih 泊， “Drifting， th.t cypress boat" 沈 從 柏 舟 The M.o-Cheng 
gloss for piaèm 間 “floating manner" 或 鈍 ， with the implication that in drifting， the bo.t m.y not 
make it across the stream 亦 沉 沉 具 或 不 以 濟 技也 . The Little Pref.ce to 5/，ih 26 suggests the pro明
priety of the echo for .n exile poem: “ ‘Cypress Bo.t' tells o f .  good [oflìcer of st.te] who did not 
find f. vor [with h阻 rulerJ" 柏 舟 吉 仁 而 不 過 也 . The exegesis of 5/'i/， 26 m.kcs it c1e.r th.t the 
concern in the tr.dition.1 re.ding of the pocm is whether the bo.t will “get across" or n ot ;  in other 
words書 whether the oflìc盯 will be successfülly εmployed. Thus， the íìood tn.t W.ng W凹 first
sees m.rks the d.nger of not being .ble to “get .cross，" to bc of use ; cf. AlIa/ects XV1I1 .6 .  The “Gre.t 
River" 時 the Yellow Riv盯

2. Tzitk-.<hur 積 水 usu.lly ref ers either to • deep pool or to the depths of the oce.n ; in this 
c.se， bec.use of Ch'ing-ho's proximity to the se.， the .ssoci.tion is prob.bly the I.tter. 

5 .  Zhitng-zhiJ 成 申 自 the w.lled-in m.rket are. 
6. Qiuaén-句ÎBn 鬼 蛇 usu.lly me.ns “right here/thcre，" “CI凹rly." Kob.y.shi T.iichirõ (σ 1. 

Tokyo， [ 964) otfers the .ttr.ctive suggestion th.t here the phr.se is uscd in .nother ofits me.nings 
.s “swelling" or “full，" .pplied to the mulberry .nd hemp (p. [ 30). Though 1 h.ve followed th阻
interpretation in .n e.rlier tre.tment of the poem， 1 .m no longer cOl1vinced this re.ding c.n be 
justified， .nd here take the phr.sε simply .s “CI臼rly."

8. Mif.u-ma/l 森 沒 describεs a vast expansc of water， 凹thεr the sca  or a very wide river 

06087:  C恥， p. [ 3 ∞ - [ 3 0 [ ; Ch.o， p. [92 ; Wycc 4.4' ; Tsc.<， p. 24 [ 
Rhymes : 2 tzi.壘， 4 .<hi.k. Unregul.ted. 
Titl e :  Ch.o gives • brief discussion of djhaek 是. According to the Ch←yün， 建 (.Itern.tely written 

略) is the n.me of . hill ; others take it .s .n old form of 宅 " miswriting of thc proper form 兒也



3 3 6 Notes to the Poems 

Hcre 1 h.vc followed thc I.tter interpretation. H.r.d. Kcnyü (δ l. Tokyo， 1 964， p.  3 2 1 )  notes 
th.t prcscnt copics of the W.ng Stre.m p.intings h.ve for this • sm'lI hill with • cott.ge. 

1 .  For ex.mplcs of why this must me.n ‘go 0仟 to" r.ther th.n “go off from，" scc 0824 1 . 5 ; 
08367. 1 ; 08394. 1 ; .nd 08462 . 5 .  

3 .  T h e  English “shorc" refers to  .nything rc.son.bly c10se to  thc w.tcr; t h e  Chincse pð 油
站 narrowcr. Thus， g.ιpð 的 浦 nlcans “on thc other sidc of the (f .r) shore." 

4. Here is .n excellent εx.mplc of . c.se where .<Í<xng 相 must m.rk • di間ct 0峙εct .nd not 
mean “mutually" : the poet is gazing at  the homes， but there is no hint that the homes are g.zing 
b.ck .t  him.  

。5984 : CTι p. 1279;  Ch.o，  p. 1 2 1 ; Wyι 6.3b;  WyylJ 296.8b. 
Rhymes: 1 b帥， 2 呵11， 4 甜n， 6 11Yεn， 8 句iiεn.

1 -2. For the opening couplct WyylJ givcs : 

With royal mandatc 1 wìthdrew from Heaven's gates， 
In a singlc coach I visÎt the frontiers 

街#壘于 天 闊
單 車 欲 阿 通

Harada Kcnyü (δ 1. Tokyo， 1964， pp. 2 3 8 -39) gives . long .rgument defending the WyylJ version 
on the grounds of geographical accur.cy and .Iso on grounds of the tone pat甘rn. In  fact， the Wyyll 
opening m.y bc • good ex.mple of the kinds of modific.tions that occurrcd in earlicr pocms .ftcr 
regula甘d verse was codified. In the form given in the text， the poem begins with two “A" form 
couplets， very common in Early T'.ng regul.ted verse， but  I.ter considered a violation ; see Stephen 
Owen， Poetry of tlJe Early T' at哲. (New H a ven， 1977) pp. 429- 3 1 .  In  the WyylJ . new， fillcr line h.s 
been .dded， the second linc h.s been sh的“ to thc first position ， .nd • linc h.s bcen removed to 
m.ke the opening conf orm to st.nd.rd regul.時.d pattern. ZlJi叫-giu 早 車 站 a “single carriagc." 
indic.ting the poet's solitude I.cking .n entour.ge. Its use here， however， strongly echoes Li Ling's 
“ Letter to Su Wu" 答據 或 書 : “Long 'go， .n envoy in • single co.ch， you wcnt to the b.rb心nan
ruler" 且 足下昔 以 軍 車 之 lU . 鴿 乘 之 庸 ( WII 4 I .7b). jiok-guak 4\ 圓 rcfers to the non-Chinese 
kingdoms that .cknowledged H.n suzer.inty. In T'ang litεr.ry texts the term might apply to 
.ctu.1 c1ient st.t潤， but it w.s .Iso • liter.ry fiction. Chü-yen 店 是 問fcrs to both • riv甘 .nd . c1ient 
st.肘， but the term is uscd herc less for geogr.phic.1 .ccur.cy th.n to ccho thc cxploi臼 of the gre.t 
H.n gencr.1 Huo Ch'ü-ping 霍 去 病 who p.ssed Chü-yen whcn hc .chicvcd • gre.t victory (5ι 
pp. 2930-3 1 ; HJ， p. 2480). Notes to both these versions t.ke Chü-yen .s thc river， .nd thus in this 
context W.ng's poem might be s.ying th.t he will “cross the Chü-y凹 ， But Ch.o citcs .nothcr 
version in the H s where the notes t.ke Chü-yen .s • place .nd not the river. Though the 位rst line 
suggests th.t the seco咽d line m.y be • speculation on thc futu凹， i t  is not c1ear whether W.ng is 
gomg to p'目 the 目'gion or the river. In  either case，just as the phr.sing of the first line c.sts him in 
thc role ofSu Wu， so hcre the poct thinks of rctr.cing the steps of the g問.t H.n gener.1. 

J. The bllun，l! îi is a pl.nt th.t dries up in .utumn .nd whose top bre.ks loosc in  the wind 
.nd blows away; “rumbleweed" is • bot.nic.lly in.ccur.te tr.nsl.tion of conv目前前已 though the 
H而I說e wced does have a sl ml1盯 llle cyc妞. Howev凹， m poetry thc bl間，啥 became . 甜t met.phor 
for the tr.velcr， torn from his “roots" .nd carried here .nd therc by the v.g.ries of ch.nce. Ch.o 
notes this p.rt止ul.r phr.se， 'voy.ging bhung" 但 是 ， .s h.ving a source in a poem by W u Yün 
(CLs 8. η.)，  but the phr.se is simply one v.ri.tio個 .mong • number of simil.r dcscriptive epithets 
.pplied to the bhung. Thc met.ph啊， of <;our間， .pplics to W.ng himself .nd shifts the tone from 
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dcnsε column of smokc. or th.t thc dust devìls of thc desert causcd thc smoke to stay togcth盯
Ch.o then praìses the excellcnce of Wang's firsth.nd observatìon. Wìthout dcnyìng that the scene 
ìs .pproprìa間， 1 mìght .dd th.t ìt was .lso a st.ple poetìc ìm.gc and not confined to bordcr sc叩臼
(e.g.，  02832.6) 

7 .  Hsì.o r.mp.r臼 聶 閻 w.s one of the fortìfied p.sses to the fron!Ìers， somewh.t less th.n 
thrce hundred kìlometers northwest of Ch'.ng-.n. HòlI-gl，yi 候 騎 echoes a couplet by H 0 Hsün 
(CLs 9. [ 2') : 

A mounted patrol emerges from Hsiao rampar阻，
Thc pursuit troops go oH' to Horseburg 

候騎 t 昔 闖
進兵赴 " 色

One c.n only m.rvel .t W.ng W凹'5 propcnsity to sce in real frontÎcr sccncs the imaginary frontÎer 
scenes of Southern Dyn.stìes poct . 

8. lf the gr.nd m缸shal were ìndeed at Mount Yen-j.n and ìf W.ng werc ìndeεd seekìng 
hìm， thcn the poet would have • long w.y to go ìn • somewhat dìffcrcnt dìrcctìon. Mount Y cn寸m
w.s whcre thc H.n gεner.l Tou Hsìen 實 惠 made a commcmorativc inscription for his victory 
ov叮 the Hsìung-nu (HHs， p﹒ 8 1 4) .  Thus， thc patro ] 's  news marks a Chìncsc vìctory and the deep 
penetratìon of cnemy terrìtory. Howcv口， H盯.da Kenyii (op. cìt. ，  p. 399) cìtes thc closìng lìne ( ?) 
of a poem by Wu Yün whìch shows that even thìs stìrrìn萃， surprìsìng news has ìts poetìc past 
“The gener.l ìs .t Jadε G.te Pass" 將 軍 在 玉 門 (CLs 8 . [ .) ; though thcre thc surprìse seems to bc 
that thε general ìs too far out to mcet .n ìncursìon) 

05968 : CTs， p.  [273 ; Chao， p. 28 ; Wya 3 . l I b ;  Wyy11 250 .5a， and 3 1 8 . l b  (tìtlc only) ; Hyylc ìn 
巧" Ts， p.  59; KI，c ìn 71" 恥， p. ' 59 ;  7 酬 的B.3b

Rhymes : 2 z!Jiuε， 4 dj時， 6 zh缸， 8 glJiJ. The  thìrd couplct ìs rcgulatcd . 
Tìtle : The vìlla ìs the Wang Strcam Estate. Hyylι and one ìnstance in the rVyyl1 give thc title as 

“Entcring the Mountains : Sent to a Fricnd in thc City" 入 山 寄 成 中 救 人 也 This v訂iation accounts 
for the pocm's doublc classìfication in Wyy!J. Thc KI，c titlc is “ First Reachìng the Mountains" 
初 至 山 中 The freql1ent anthologizing of this poem and thc numcrOllS echoes of its third couplet 
attest its popularity 

[. To “ love the Way" 待 這 was no modest in terest but a passion th.t might 凹rry a person 
away from home and into thc mountaìns ; cf. L帥I-I!eng (SPTK) 7.3b，  and the “Tale of Liu Yì"  
柳 毅 ， whcrc the  dragon-princess ìs born into  a human fa mìly in which thc  father “ latc in lìfe grew 
to love the Way， went wanderìng alone among clouds and strcams， 的 that 110 onc knows whcrε 
he iSH 晚 我 好 這羽 邊 當 泉 今 不 壘， 所 在 桌 ( ra".�.于rn '，s;ao-sllllo‘ p. (7). Indecd， the phrase can have 
an .lmost p句orative sense. a religious motivatioll that contrasts to rnore disp;1ssionate forms of 
freedom from society， as in WII 22.30b 

I t  wasn't becausc his heart was in Jove with the Way. 
l t w 肘 only becausc h i s  mood w a s  endless 

事 6， 心好it，
直 由 輩 無 窮

O f  course， the “W.y" to wh止h Wallg rcf凹 的 Buddhìst， and thc pocm doc�Q!_ÇQJJfC5Laíccr.eL一一一一一一一一
一一一一一子而高而汀or Taoìsm. DK W cìtes the Y的，-c/，i cl!' ;-c1lim 雲 芷 毛 籤 to thc cflèct that thcre are three 

categories of Tao明t devotces， and that thosc of “mìddlc yc.rs" (in thìs casc 中 年 rathcr than 中 歲 )
are in th凹r fortìes and fifiìes 

2. Miaén 僥 ìs clcarly used ìn contrast to the “ 'mìddle .ge" of the first lìne and suggests a g.p 
betwecn thc stìrrìng of his desìre and the tìmc whcn hc was ablc to fulfill it . “South Mount.ìn" 
ìs thc Chung-nan formatìon， just southwest of Ch'ang-an. 

3. XiJl1g 興 IS an “eXCl世mcnt" 叫 “clatìon，" but I have translatcd ìt  as “mood" to retain 
the sense of followìng one's whìm. Wang's emphasìs on goìng sìghtsecìng alone should be under­
stood ìn thε context of thε usual T'.ng practìcc of grotlp outìngs 

4. Thìs ìs a notorìously dìfficult lìne. SI!i}lIg-jr!Jiì 勝 事 ìs lìtcrally a “wondrous 0目前rcnce"
or “excellent experìencc，" though the qualìty of “wondrousncss" was commonly associated with 
b臼utìful landscapcs心 Thìs may havc been a phrase commonly uscd at thc tìmε to descrìbc sìgh卜
seeìng ìn thc rcgìon， as ìn the lìnε by Ts'cn Shcn from thc mìd-74由 (and thus bcf orc the date of 
thìs poem) “l 've hcard tell that at  Wang Stream there are m.ny cxperìences of wondεrs" 開 這銅
川 多 麻 事 (09 8 1 7) . Thc use of djiε � may have bcen suggeted by rhyme， but  ìt w.s • felicìtous 
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suggestion， because it calls to mind the compound ψε-jr1!i) Þ， 事 ， an emincntly practical “knowledgc 
of how things go，" which becomes wry in this context. To take klmg 空 as 可mptiness，" the object 
of “know，" would be highly unnatural. But k.mg does describe the mode of knowing : “emptily，" 
suggesting lack of purpose， motive， or attachment. Dzllì 自 likewise suggests solitude and that 
thc “knowing" occurred quitc in its own course. The emphasis on spontaneity here may be to 
counter the implications of motÎvation in “loving the Way，" from the WII usage cited 凹r1ier

5. The line means that the poet followed thc streams to their sources， an act of emblematic 
significance. 

6.  Thc antith白is in this couplet is a transformation from activity (lIaellg íi ) t 0 rest (dzllllli 坐)
This  is thc only tonally rcgulatcd couplet in thc pocm and is an cxccllcnt cxamplc of catcgorical 
parallelism producing problcms for English translator whilc prescnting no difficulties for the Chinese 
rcadcr; onc can “walk to a place，" but it is difficult to “watch timcs." However， the catcgorical 
matching in the couplet is perfect. Clouds are generated from the heights of mountains. 

7. The poet may go 0仟 alone with no prearranged plan， but human companionship can 
be rccovered if  i t  is “by chance" 偶 然

。5906 : CT" pp. 1 263-64; Chao， p .  6 ; Wycc 1 . 鉤 ; Hyylc i n  1]/. T" p. 6 1 ;  TWI 1 7A 功 ; 吵c 47.9b. 
Rhymes:  1 dzllclI， 2 峙11 ， 3 tljllil酬， 4 sllr&tl， 6 1.帥1 7 <1肘1I， 9 /，y"W
Title ﹒ The Hyylc includes the name of the goddess， misnaming her Ch ïung-chih 建 智 ; her proper 

name is Chih-ch ïung 智 瓊 Though the story of Chih-ch'iung exis臼 e1sewhere， Chao cites a 
vcrsion in the SI.u-cll凹.g c!li 這征記 in which she appears to a certain Hsien Chao 鐘 超 in the 
mid-third century. is denounced as an evil spirit and cast out， then rcappears to Hsien five years 
later on Y位 Mountain (in modern Shantung). 

1 .  P;JU 紛 often appeared as the first word in Ch'lI-lz‘u lin凹， glossed byWang Yi variously 
as “abundant" 委 統 or “disorderly" 再L (t. Presumably this rcf ers to thc templc dancers. Yfsc gives 
* as a variant for 拜 (to c1asp hands and bow slightly as an act of respect) 

2. GyIÈII-gy"剖 轟 轟 occurs twice in Han CJr'lI-lz 'u， once in Liu H日ang冶 “ Nine Sighs" 
九 默 ， whcre i t  rcfers to the soul's mclancholy gaze， and once in Wang Yi's own “ Nine Longings" 
九思 . Howcver， Kobayashi Taiic泌的 (op. ci仁， p. 1 36) is probably correct in referring to a Li Shan 
gloss for gyuÈII-lillèn 事 態 as “longing" ( WII 19 .2Ib) .  The “ mats I ike jade" II Jt are a conventional 
synecdoche f or a fine feast， here the 0仟cring. Though there are no verbal echoes， the situation of 
the song is very reminiscent of the “Lord of the East" 章 孝 in the “ Nine Songs." 

4. That the goddess “is the evening 目in，" tzæk "，ò Ir而 作 革 繭 . 1S a clear ref erence to the 
goddess of Wu Mountain and her sexual liason with the king ofCh'u ;  sce Wh 19. J a- I b 

5-6. Th呵 呵 in fact one line with the lIei 兮 omittcd. The llei is included i n the Yfsc version 
I havc taken the “grieving" and “longing" as at甘ibutes of the mmic， but if  one follows the modcl 
of the “Lord of the East，" with the goddess reluctant to depart， the lincs could just as easily read 
“She griev臼 for the shrill pip臼 and longs for the Ilurried strings." 

7. The "carriage of the goddess" 畫 之 駕 appears commonly in prose and poe甘y in the form 
If/I�gà 畫 駕 and in numerous altemate forms such asjllill-gà 神駕， 只削-gà 和 旬 ， 前 leng-cllia 畫 車

9. The jrll凹-"y.晶11 濤 這 of the waters after thc goddess's dcparture cchoes its use in the 
H，iallg-c/，ülI 湘 君 and the H.<iall�fll-jell 湘 夫 人 ofthe “Ninc Songs";  in the case of the Hsiang妒'�I凹，
it is what onc sccs when gazing for thc absent goddess. Pocms on immortals often c10sed with marks 
of absencc or lingcring reminders of thcir visi t ;  for instancc， the dosing of Pao Chao's “Song of 
Hsiao-shih " 蕭 史 曲 (CS.< 4-7') and 03224.8-10. 

05902: C T.<\ p .  1 262 ; Chao， p. 4 ;  Wycc I .4a-4b. 
Rhymes : 1 I/I"Ji， 2 I!iu月， 4 gi!lJi.
Title: Becallsc of the mcntion of the Secretariat and the use of Chung-nan， Kobay站hi Taiichirò 

suggests that this pocm is from Wang W凹's last years; see Harada Kenyü， op. c前 ， pp. 344-45. 
(fthc sllbject ofthc poem w叮e Wang himself (“One evcning I came out . . . ")， such dating might 
be warrantcd by  Wang's tcnure in the Secretariat. But more suggcstive evidence occurs in the 
USC of the term Tz;é-m;a; 華 微 for the Secretariat， its 0伍口al title between 714 and 717. This in 
itsclf do凹 not constitutc cvidencc for an earlier dating， because the tcrms was sometimes poetically 
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applicd t o  thc Sccretariat after 7 ' 7. I t  sccms likcly， howcvcr， that this pocm was dedicatcd t o  Hsü 
Ch'u-pi 徐楚學 (bettcr known by his latcr namc， Hsü An-chcn 妄 自 ) ， who was grand se口etary
中 書 合人 in the K 'ai-yüan : in fa口， grand secretary 阻 given first in a list of ofl iccs Hsü held in thε 
K 'ai-y位an (HTs， p. 5690) . This would make thc poem a vcry early one by Wang， eithcr from the 
time that thc Sccrctariat was callcd thc T.剖É-miJi or shortly thcrcaftcr. At that timc Sung Ch出­
wen's cxpcrimcnts in the Ch'u song style would have bccl1 very rcccnt mcmo門; scc Ow凹，
op. cit . ，  pp. 364-66. Morcover， .sso口ation with men such as Hsü Ch'口 阱， later of the Li Lin-fu 
party， would hclp to explain why Wang had so 長w di前cnltics whcl1 Li Lin-fu camc to powcr. 

1 .  Hsii is cvidcntly Icaving work b缸， exaspcratcd by thc dcmands of “worldly afl'.irs" 塵 事
2. SIo枷"0間a由酬/1

which Sakyamnni à缸ch“licvcd c盯凹n叫】，Ii喀ght缸C叩n】mc盯n叫】，t. Thc trcc sccms to havc an illspirational clfcct on Hsii 
as well 

4. I t  is unc叮臼in whethcr girlJi 歸 rcfcrs to “going back" to thc Sccretariat， “gOlng 0仔"
to the mountaÍ肘， or actually "going homc." 

06090 : C E， p. ' 3 凹 ; Chao， p. '93 ; 仰'ya 4.4b : Ts日， p. 242
Rhymcs: 2 .<ià， 4 "à. Unrcgulatcd. 
Title : LUI1.I1 is a name applicd to several kinds of tre凹 ; 1 am uncertain which is meant hcrc 

1. Sóp-sop 斌 斌 is a descriptive binome， pcrhaps onomatopoet止， describing thc wind. 
2. Ts;é，，-ls;Érr 道 ;t is a descriptivc binomc for thc swift Aowing of water. Wa嗯'5 line is in 

f.Kt a reworking of a line in thc Hsioll，(!-ji，.-jen of thc “Nine Songs" 。 石 海 兮 ;t i主 . Similarly， thc 的rst
linc ccho白 the S"mr-ku，，; 山 鬼 in thc “ N inc Songs." 

06lO余 C T、 p. ' 303 ; Chao， p. 1 96 ;  Wya 5 . 1 2a 
Rhymcs: 2 .e"iak， 4 .<iJk. Unrcgulatcd 
Titlc : Chao notes that W.< Tja docs not havc Ur何刷一d"，i "" 禹 臺 ， and indced 'rJ<( does not includc 

this quatrain under its versions of the song : 叮S( ， 8 .2'-4'， Moreover， none of  the songs quoted 
undcr thc titlc in the \'f<( .rc qllatrains. On thc othcr hand， almost all vcrsiol1s ofthc yiic"τ(u havc 
thc poct secing birds in Aight and Aowing watcr as hc looks down from thc tcrr.cc. Though 
Wang kccps the spirit of the yiie"τfu， the Um g酬-dl/Ji part ofthc titlc may havc bccn added from 
thc tcxt .  Note that thollgh lim 臨 時 usually followed by what is “ lookcd dowl1 on，" it i s  clcar 
from the contcxt of this yiiel':fr' tradition that in this case /im means “look down 仕om." Rcminder 
Li is probably Li Hsin 事 研 ; sec Tsuru Haruo. 01 (Tokyo， '958 ) ，  p . 29 

J. The situ.tion .nd phrasing εcho T'ao Ch'icn's famotlS " Drinking Winc" V 缺 油 :

Thc mountain 剖r is finc il1 the Sllns凹， 山 j" a ý 佳
Birds i n 肩ight jo;n and return. 壘 ，已 祠 ，專 ;f.
05 86， : C Ts， pp. ' 2 5 3-54 ; Chao， pp. 5 6 - 5 7 : 吟')叫 的.5b-6a
Rhymcs: 2 壘的， 4 g.品 ， 6 作的. 8 så， I O J!å ， 12 d，的， 川 的， ， 6 g品. 1 R mò. This pOCtll US臼 t'Ull�i!-y;l"
Titlc : Ngðu-，廿缸" 偶 然 indicat臼 that thc pocm was stlpposcd to havc bccn compo咒d without any 

prcmeditation or purpose (espccially social purposc). Though this  is onc of the earliest works 
using this titlc， which w.s lat盯 to become a common subgen凹. Întcrcst in this compositional 
mode can be traced back to thc pref.1Cc o f T 'ao Ch '的1S “ Dril1king 現fine" serics 

1. The T溢-hang Range runs between Honan and Hopei. The poem is probably from Wang's 
Chi-chou exile 

2 月llim-句y，m 沈 吟 ， “fall into brooding，" means literally “going ‘hmmmm' deep down，" 
with the implication of confusion or uncertainty. The phrase may also mean “to chant a poem 
broodingly，" and 此 時 possible that that meaning is ap阱icable hcre. 

J. The enallagc in thc unmarked in甘oductiol1 of an intcrlocutor is typical of poctic narrativc 
litcrally， “ I  ask yon why that 阻 50."

4. M的'g 網 15 a “的前，" which as leu-mi品'X 天網J‘ Hcaven's nct，" catchcs up all things and 
ensnares malefactors. and as djl，;rr-"，;卻.g 塵鍋 ， “the dusty nct，" or as 沾沾;-mid，嘻 嘻F 綱 ， “the net of 
the world，" entangles al l  who are involved in human society. Thc final gò 哎， “bccausc，" is prosaic 
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5 - 6 .  Thc mcntion of fo mily  o\ld fa mily conccrns WJS a fcaturc of rccJu日vc poctry from 
T 、 a o C h ' ， c n  to Wong Chi 

7-H. Indccd， Wong's sabry in Chi-chou would not havc bccn grcat，  but  it  is lInlikcly hc WJS 
in any TCJI  povcrty. as 1 5  i m p 1 i 日 t i n  thc mcntion of thc fa m i l y  storcs in  thc cighth Iinc 

1 1 . Sl1n Tcng 孫 R- C l 、;/1， p.  2426) WJS a Tsin rcclusc cncountcrcd by Juan Chi 阮籍 。n Su-mcn 
MountaÎn. WhcnJuan tricd to discuss occult questions， SUI1 ref used to :tl1swcr， and ]uan final dcparted 
\vith a long sè" 嗡 J ‘whistk" (or "yodcl") .  Soon .ftcr Juan hCJfd thc hills ond vollcys rcsounding 
with a sound l ikc thJt of a phocni丸 and this sound turned out to be Sun Teng's whisthng ( T，阱，
p .  ' 3 的2). Chao notcs that thcrc actually was a “ LOl1g Whist l il1g Tcrracc" i l1 thε rcgion. 

1 4 .  Just who thc “old triel1d" or “old friel1ds" might be is unccrtail1 
1 ) . This  couplct cchoes thc second of Tao Ch'iel1 's “ R eturnil1g to Dwell  i l1 my Fields and 

Gardcl1" sf;、 闊 田 屠
rhc mulbcrry 3nd hcmp dai ly grow tallCT. 
扎1y Jand daily grows broadcr 

QJi-，廿iém 愛 3年 ， “staÎned with dcsire，" Î5 a Buddhist tcrm for onc of thc carn�ll passiol1s 

串 鼻 目 已是
4'( 土 日 已 廣

1 6 .  Zllitn-dzlrek 禪 哀 ， “ mcditotiol1's st i l ll1css，" is a Buddhist tcrm for thc cOl1ditiol1 of dhy訓，吭
("'(111 

/ 7 - 1 8 .  Wal1g's cxhortotion for himsclf to go off is c1carly rcminisccnt of T'oo Ch 'icn's 
cxhortatÎons to himself 1 11 thc Kuei-石/，'ü-Ia; 缸'/1 歸 去 求 辭 W al1g's “ Wh y wait" 軍 候 picks up 
Tao's " W h y  tarrγ 011 hcrc" 胡 島 遑 遑 ( Wh 4 5 .29a ). In odditiol1， thc l i l1cs ccho Ch'ü Yiial1's rcsolvc 
to 凹capc an unapprcciativc world h y  flight 111tO the wildcTncss or  world of ì nl mortals. "1 rcsolvc 
to go" or “ I 'm about to go" 吾 將 iT occurs thrcc ti mcs in  thc Ch '/I 阻'''' twicc prcccdcd by “sud­
dCl1 ly" 思 乎 In thc Li Sao Ch'ü Y 位 叫 “sclccts • IlJck y d o y 叩d is ;‘bOllt to go" 慶 幸 日 乎 吾 將 行
WOl1g Wci wil l  110t wait  that 1011g. Al1d a t the c10se 0 f Sllc-Clliallg 涉 iL i l l  the CI，;/I-d，呻吟 九 章，
thc Ch'廿 Yüan pcrsona gives a fìnal  complaint that his worth 的 not apprcciotcd and “suddcnly 
rcsolvcs to go" 忽 乎 尋 將 行 ，于 (Chao). Thc same l ine recurs i n  the Yiian-}'ll. The passionatc scriousness 
of thcsc cchos bclics thc casual discursivcncss o f  an “oflhand composition" .nd adds dcpth to thc 
poctic voice. The bst l ine may s imply mcol1 “ w h y  wait until  the year's end，" rather than “walt 
l 1nti l  btc in  l i fc ， "  

。5969: CTs， pp. 1 2呎白;-7 7 ; Chao，  p .  96; Wycc 4.7叭 Wyyl， 160.3b一4 a

R h y mcs : 2 "蚓 、 4 Imal/， 6 sfl悶lI， 8 gl/all. Looscly rcgulatcd ; pcrmittcd violation in thc fo咽rth position 
of thc first IiI1C， al1d ul13Cccptablc violatiol1 i l1 thc fourth positiol1 of thc third Iil1c. 

Tit lc :  Sllng Mountain lies cast-sollth凹st ofLo-yang， and whcn Wang might have bcen “ rcturning" 
thcrc is a puzzlc. As thc journcy from Chi-choll back to Ch'ang-an wOl1ld probably h.vc tokcn 
Wal1g " bmcath thc hcigl】ts o f  MOl1nt  Sung，" one would I ikc to tokc thc t i t lc  as “ Returning 
I'JSt Mount Sl1ng" and rcod thc last lincs JS: “ Far，  tàr fro m  bcncath thc hcights of 伽!ount Sl1ng I 
1 will return . 可 " Howcvcr， g;1I月 綺 most natllrally takcs thc dcstination of thc rctllrn JS i的 objc泣，
Jnd cvcn if V/ ang mcont only to pass Mount Sung，  gCl1erations o f  rcoders hovc probobly h3d h i m  

一一一一一一一-n�T{fn耐用幸而司E
1 .  Choo c口1此tc白s two P叭a站s自sa苟gc口s fro m  t出h】c poctry of Lu C h i ， t出h】c first 0占 which】 r吋cp伊roducc口s th】刊'阻s 

Ii，刊n肌1t缸c cxactly ( 1付1/山F
I昀1茍jl仙11叫t用α引1/叩1吹f 長 most likcly rcf ers t 0 t仙h】阻吋eir continuous growth a 1 1  along thc banks o f  thc strc3m 

2. Hf.Iι-lllHl 閃 閃 is a binomc dcscribing thc swaying movcmcnt of carriag凹， 丘。m 1的 usc
i l1 S/，;1I 2后 Notc that thc postpositiol1 ofthc advcrbial bil10mc is a poctic usogc. Thc rclation bctwccl1 
thc tirst and sccond lincs of this pocm is problcmotic :  thc tcrms in which thc sccnc of thc first l inc 
is dcscribcd crcotc barricrs for thc movcmcnt in  thc sccond I inc.  Thc rcadcr moy intcrpolatc 0 bridgc， 
ford. or movcmcnt 叭rollcl to the str凹m in the mind's e阱， but the juxtaposition forces us to call 
il1to qllcstiol1 thc physical rclationship of thc c1cmcl1臼-

1 “To have purposc" 有 意 suggcsts that thc strcanl， in  knówing t。 “return，" PO!前前s the 
sembJancc of conscious intention 

4 .  Echo ofToo Ch'ien's “ D rinking Wine" V ;  see C T..im 6. 1 5 '  
8. Though “closing onc's gate" h a s  a broader significancc i n  W a n g  W c i ' s  poetry. the terms 

in which i t  is  exprc臼ed here， b在l-gua" 悶 闕 . are particul盯Iy resonant. As Haroda Kcnyü points 
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out (op. c尬 ， pp. 1 8 卜82) ， thc phrase i s  uscd ; 11 thc IJs間Ig 象 。f thc hcxagram 1'1/ f( ，  . ‘ Rcturn"  
“011 thc tìrst d a y  of wintcr， thc formcr ki l 1gs  doscd the gates al1d mcrchants did 110t travcl " 先 王
以 至 日 悶 悶 ， 使 商 祿 不 ít . But 1110間 thal1 its s('asonal al1d ritual s igl1 i fìcal1cc. thc l i l1k  with thc hc閥­
gram Fu is  s ignific'J1t， adding a dimcnsioJl  o f  ul1ivcrsal pattcrn bchil1d thc privatc act .  

。596 1 : C T." p .  1 275 ; Chao， p .  " 7 ;  Wyu 5 . 1 9b-20a ; WyyI1 2 3 4 . 2 a - 2 b  

R h y m c s :  2 zlI ir.rrg ， 4 /J!.iamg， 的 兩間，嘿， 8 .<lJra軒'.�. RCglllatcd 
Tit lc :  Thc precisc' loc.tion of I'ien-chiieh Tcmple i s  ul1certai且 Harad. K C l 1 y u  (op. c;t刊 pp. 2SH ← 

6 1 )  110tes t h . t  Ch'll K l1al1g-hsi has  • poem 011 thc s.mc tcmplc (的 5月) 肘ld citc荒 somc p盯.1Ic1
pocms that  strongly suggest the tcmplc is 011 M0l111t H凹， which also has a “ lotl1s I'c. k "  (111( "1 1-
tioned il1 lil1c 2).  The ol1ly problem with having thc tcmplc 011 Mottl1t H lIa is  th.t i t  m.kcs thc 
gcogr.phy of linc 3 otttr.gco\lsly hypcrholic.  

1 .  Thc use of Jzl.iol/.� 從 in this  line Î s  sonlewhat troublcsomc. ln sornc cascs i t  can n\can 
呵。 come from，" uSll.lly with • direction followil1g it. 111 this lIs'ge the lil1e rcads : “ A  bamboo 
path le.ds ol1e Ollt from the First Stage." ßlIt with "path" il1 thc 阻mc lil1C， thc most l1.tur.l  way 
to t.kc dzlIiong i s  "fol low，" .s of . p.th : however， this creatcs . poctic hypcrb.tol1 : “ The bamboo 
path i s  followed il1 the First Stage." 1 pref er the secol1d intcrpretatiol1 bccat耽 1 gcncrally givc 
probabilities of compoul1d-determinatiol1 p悅目del1自 over probabilities of syntactic detcrmil1atiol1 : 
the semantic vallle of a gi間11 lIs'ge is morc l ikely to be dctcrmil1cd by a ""t compoul1d relatiol1 to 
a I1car-by word thal1 b y  sy"tactic positiol1. ClJrill-JM 初 他 J‘First St.gc" 叫 “First l a n d ， " '  'ppc.rs 
i l1 variolls  sutras .s the first o f  the "Tcl1 Stages" 十 他 il1 the prog阿ss tow.rd cnlightcl1mcnt. The 
“First Stage" i s  that o f  “sCl1sual delight刊 歡 喜 地 . The fìl1al stage app白白 il1 lil1e 8 a s “Clollds of 
law" 按 當

2.  The ‘ 'City of l llusiol1" 化 成 is fro叫 a par.blc il1 thc Lotll-' SlItra i" which . 11 expedition， 
011 its way across a desert， becomes discouraged al1d w訓1Is to tllrn back. Thcrcupon the leader uscs 
m.gic to create a gre.t city， i l1 which the tra velers refresh themsclves .l1d 間gail1 heart.  Whel1 the 
expeditiol1 扭扭 out .g剖11 with rel1ewed purpose， thc city dis.pp臼rs . Thc rcfcrcl1cc i s ，  of cour時，
to expediel1t m臼l1S to dr.w the so咽1 towards enlightel1mel1t， .nd i l1 this po目n the l1atllr. l  beallty 
of Picn-chüch Tcmple 間presents just sl1ch cxpediel1t mea肘. The use of thc vcrb d，";t 曲， herc 
"to make comc OU丸" (what mountail1s do to clouds)， intcl1sifics this SCI1SC of magical production 

3 . “AII Ch'lI ，" sc"n-CI"itl 三 楚 ， is litcr.lly "thc thrce regiol1s of Ch'l I"-east， south， 肘l d

wcst  (Chao). Thc rcgions covcrcd arc well to t h c  south of M O lll1t H u . .  al1d ' l <  Sl1ggcstcd c.rlicr， 

eithcr the poet's gaze h.s becn extel1ded b y  hypcrbolc， or  I'icn-chüeh Tcmplc 凹 loc.ted somewhcrc 

il1 the Ch'u regi間，
4. “ Nine Rivers，" CiólI-gang 丸 泣 ， refers to sevcr.l .re.s， all il1 thc lower Y.l1gtze rcgiOtì 

The geographical problem is  thc sa mc as i 



3 42 Notes to the Poems 

Taoi日甘， of “not Iiving and not perishing，" mio-slrraeng 削。-n，r.t �在 生 品 或 ; Ì.e.， transcending the 
world of birth and rebirth 

05845 : C 1弓， p. 1 2 50 ; Chao， p. 49 ; Wycc 5 . 1 8b 
Rhymes :  2 góu， (3 dhou)， 4 kóu， 6 hóu， 8 móu 
Mctrics : Chao includ臼 this poem a mong Wang's "old style" verse， while Tsuru (op. c此， pp. 

1 24-25) tr凹ts i t  as regulated : neither category applies. The poem begins with two “A" form 
couplets in a tse rhyme. The  fifth l ine  begins wi th  a proper “ B "  for m  regulated couplet， but  
violates the pattern by shren 山 in the  s ixth line (though it is a matter of debate how strong the 
violation is). The fourth couplet， if  taken as regulated， not only contains violations， i t  also is 
another “B" form couplet， and though “B" for m  couplets occasionally fol low one another in 
tse-rhynlc pocnls， “ß" form sequences a re  uncommon. Metrically， the  poem “falls out of re命
gulation，'、nd that proc自s parallels the regression described in the text 

Title : For the more original MiaÉn-m缸ng 晚 輩， Chao cites the variant Ið-m阻，頃 !t 草 ， an established 
subgeneric title. Though we might εxpεct tzèi 露 rathεr than dzhi"'g •青 for ski臼 c1earing aft叮
a ra恤， earli叮 usage supports this interpretation， 的 in p'an Yüeh : “After light rain， newly c1eared 
skies" 微 雨 革時 ，青 ( Wh 16 .8b) .  Moreover， the usage appears often in Tu Fu ; e .g . ，  1 1 655 .  

2 .  PÜII-gðu 氣 垢 is probably a variation for t he  sake of rhyme o n  piJll-q3i 氣 埃 ， used with 
thc associations of “the world's filth"; cf. Y帥fI-yU， "To gct past thc drifting dirt and εxceed in 
goodness" 員色 氣 埃 而 主k 尤 . G/.i3k-miuk 極 目 is an 臼tabl問hed compound meaning “to gaze as far 
的 thc eye can see，" as in the coda of the Chao-llUll : “The eycs strctch a thousand liJ， wounding a 
spring h凹rt" 回 極 千 里 兮 傅 春心

3. This is a bvorite Wang Wei scene ; cf. 05969.5 
5 .  Bhaek-shuí 白 水 probably refers to the silvεry c1arity ofthε water rather than to the “white 

watcr" of凹戶品; cf. its metaphorical use in T呵， Hsi 24. This interpretation is reinf orced by Chao's 
口tation ofLiu Chen 's ‘ 'Thε square pool holds white water within" 方 塘 合 白 水 (CSks 3 . 8b). Note 
how Wang's descriptions all take the for m  of spatial relationships. 

7 .  NOllg-ngillaer 農 月 are the months of summer whcn farm work is busiest. Mcng Chiao 
may have becn ironically echoing th時 line when he wrote ( 1 9920. 1-2) 

Thcy havc ground grccn mountains 1nto dust， 
Undcr thc bright sun nO one takcs h i s ea se 

青 山 報 $， 塵
台 目 無 閑 人

Thc readcr， expccting a description of farm labor， may be surprised to find that these hard-laboring 
folk are men greedy for wealth and pow盯， hurrying through the mountains to Ch'ang-an. 

8 .  Ki"εng-ga 傾 家 is an interesting phrase ; it can mean “the entire family" (cf 08726. 1 5 ) ，  
but i t  also m凹ns to "ruin the family，" a compound o n  the model kiuellg-guek 傾 國 and kiueng-zhieng 
傾城 Howεver， thε kil/訂'g-ga， “family ruin盯，" is more often a wastrel than a lovely lady. The use 
of jrhiJ 事 as “work on" 的 formal and archaic. In addition to the SI，;II pa括age cited in the text， nOm­
móu 品 執 OCCU凹 e1sewhere in the Shih and other early texts as the fixεd epithet for "the fields." 

。59 1 4 : CTs， p. 1 266; Chao， p .  95 ; Wycc 3 .4b 
Rhymes: 2 hyε11， 4  zhi間， 6 g'/!， 8 dzl"n. Regulated 
Titlc : H削τ�III 肉 店 IS a set poetlc top眩， from p'an Yüeh's “DwεlIing in Ease" 問 居 賦 ( Wh 1 6. la­

loa) ，  also abotlt Iife on a private estate outside the  capital 

1 .  This linc is clearly a reworking of Hsich T 'iao's (CCs 3 . l oa) 

In azurc bluc 1 g控C On chiH mountans 
To\V叮ing high. thcy pccr down on lcvcl land 

苦軍 軍 軍 山
崢 啥 陳 平 陸

Hsieh i s dcscribing winter mount恥的 ; Wang， autumn ones. 1 n his pocm Hsieh mentions the ever­
grecn bamboo. which pcrhaps explains the “azure" of winter hills. but the context of Wang's 
poem suggcsts that thc azure is a mist a fter the rain. The only oth盯 way in which autumn mountains 
cotlld grow “cver morc azurc" is by the presence of evergree肘， which might seem to get brighter 
in contrast to the rest of the sccnc. 

4. Lim-bitmg /J;. 風 凹 的 “facc Înto the wind." 
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5-6. This very common poctic cOllStruction may  be  callεd， for want for a bctter tcrm， a 
“Frcd" (Thε arbitrarincss of a pεrsonal namc may rcdcεm thc construction from thc qucstiollablc 
applicatioll of W臼tcrn grammatical tcrms). Onc may dcbatc in English whcthcr a Frcd is an in­
version， a transitive (sometimcs causative) vc沛， a modifying constructíon. or an impcrsonal vcrb 
Since none ofthese distinctions do or can appear on the level of Chinesc poctic word order， wc may 
dispensc with thcm as syntactic catcgories. lf analogous distinctions occur on the levcl of“nlcanìng，" 
we should perhaps look for those distinctions in dcterminations f rom contcxt and from the hi曳tory
of spccifìc usage of lcxical items. Usually a Fred occurs when an antcpenultimate vcrb is followcd 
by what the reader would assume is the sub ject of the verb. A Frcd 叮 distinguished from normal 
word ordcr and does have its own valuc， though that value 時 not a detcrmination of transitivity， 
invcrsion， modifying construction， or impcrsonal vcrb. It is rathcr a much broadcr category within 
which the det盯minations above can occur. Essential旬， a Fred weakens thc syntactic spacc of the 
caesura and implies somc necessary rathcr than accidental relation bctwccn the two parts of a lin巳
Thc use of iu 餘 in line 5 的 particularly striking and implics some spccial relation bet wccn the spot 
and thc lingεring ofthc last sunlight. Such a rclation would bc missing (and the tone pattern ruincd) 
if thc linc wεrc dl.ò-dltou lak-lIjit 仰. On thε oth叮 hand， iu's “having thc sunlight lingcr th叮e" 的
di仟erent from a topographical feature that "catches and keeps" thc last of the Stln， for which the 
proper poetic term is /iou 留 (tonally jl1st as acceptable as ill in  the third position). Except in thε 
spccial cas臼 of causativ凹， which usually fall within thc domaill of Frcds. thc Frcd-construction is 
臼sentially untranslatablc. Line 6 cchoes T'ao Ch'icn's fìrst " Rcturning to Owell in  my Fields and 
G盯dεn" 鋒 周 四 屠 : “ Faint in thc distan凹， smokε ovcr a villagc" fR fR 墟 里 煙 (Chao). Thc T 'ao 
Ch'ien echo seems to lead the way into the last couplct 

7-8. See text. 

。6072 : C Ts， p.  1298 ; Chao， p. 1 46 ;  Wycc 4. 1 I b- 1 2a ; Wyyl. 3 1 9.8a 
Rhymes: [ dj衍， 2Jr間， 4 1悶， 6 glrui， 8 IIgia. Regulated 
Title: 1 剖.k-lrið 積 雨 ， 1叮叮ally "massed rain，" probably suggests a pervasive sogginess and appcars 

to be a new construction on the model of tziek-sl，u l 積 水 and tziek-5illet 精 雪

I .  Dj1.i ì! describes eithcr thc “slow" rising o f  thc smokc or the “slow" burning o f  the damp 
wood. 

2 .  Lei 草 is a goosef oot whose sprou臼 can be steamed. A soup of lei was supposed to havc 
been eaten by  Confucius when he was 

From now on yOtl  will  bc rich in furs and horscs. 
Surcly no longcr wiH you 凹t gooscf oot and bracken 

從 挂 宮 是 馬
車 使 品 草 鞋

51.i<illg 伽 refers to scnding food to field laborcrs. Jria 茁 are ficlds just rcccntly put into usc ; i t ma y 
also refer to fallow fìel白， but that does not seem to bc the case hcrc 

3-4. Chao cites a famous dispute abotlt this couplct: according to the Kuo-slrilr pu 茵 史 補
Wang W刮 目s supposed to have pilfered and modified this couplet from Li Chia-yu'， 水 田 飛 台 雯 ，
夏 朮哨 實 體島 . Yeh Meng-te 葦 夢 得 ( 1077- 1 143 ) in his 5lrilr-lin slril.-lrllo 石 株 待 站 (Ltsl. ed. I . I I a­
I l b) responded that  thε real genius of Wan草's couplet lay in thc first two characters of each line， 
and that Wang had taken a dull couplet and transformed i t  into a grcat couplet. Howevcr， the 
couplet does not survive in the prescnt version of Li Chia-yu's collcction， and while i t  is possible 
Li Chia-yu did write the couplet bef ore Wan草's version， Li's poetic activity generally postdates 
Wang's. Furthermore， i t  is unlikely that Li Chao 丰 箏 ， the compiler o f  the Kllo-sl.ilr p"， cotlld have 
had any grcatcr authority for his c1aim than vcry old gossip. 1\4αk-lIIak 漠 漠 probably camc to 
Wang's mind from the mention of the "臼stern acrcagc" in linc 2: a Hsich T'iao poem cntitlcd 
" Wandering in the Eastern Fields" 赴 東 田 (cmphasis minc) contains the line “ Ri日ng mists sprcad 
out in disorder" 生 煙 紛 漠 漠 ( Wlr 22.25b) ，  with the Wu-ch'en glo何 for "，ak-III祉， 的 “spr凹ding out" 
布 散 也 . The context of the H日出 T'iao usage makes it likcly that in Wang's linc i t  is “mists" that 
are lIIc<k-mak， and not the birds themselves. . 

5. Chao cites two Liang poems as earlier examples of zip-dzlúf."g 習 好 ， 苦 ß CL.< 9.9a ; 
封 面 CLs 1 3 . 5a .  The phrasc does occur 凹rlier and c1early possesses somc rcligious valuc， but it 
is cqually c1ear from the Liang poems that “practicing stillness" 的 an cscape fronl thc hcat of summcr， 
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cqll.lly .ppropri.tc in this pocm . Thc giil， 往 is • kind of hibiscus whosc blooms last only a single 
d.y ; i t  thus scrvcs .s . medit.tivc emblcm f or thc impcrmanence of things 

的 The “ fasting" hcrc is obviously not complctc abstinence but r.thcr eating only pure 
foods such as m.llows. Thc poet litcral1y “snaps 0仟 thc dcwy mallows，" thc seventh-month food 
of 5lr ilr 1 54. Wang's calmness， coolness， and gathering wild plants as food contrasts strongly with 
thc t:1 tm labor in thc first h. lf 01" the poεm， 

7-8. Scc tcxt 

。有829 : C Ts， p. 1 246;  Ch.o， pp. 5。一 5 ' Wycc 5 . 2 I b-22b 
R h y m c . :  2 "，illk， 4 1illle， 6 ，�lIk， 8 "'''巾， 1 0 φ仙，k， I 2 /，巾 Unrcgulated

1 .  Though “going out the c.stcrn g.tc ，" druir d，，，，，�-附311 出 車 門 ， is a poetic act with a long 
history (c 旱 ， 51，i1， 93 ) ，  t h c  pr im.ry association of the l i n c  would b e  with yiie1l:!í， a n d  the Ninetecn 
Old Pocms、 c . g 、 for 步 出 . . 門 ， see )你 3 7 狗 ， 如 出 車 門 、 sec Yfsc 3 7.7b-8a ; see also 的-sl，i1，
X V l 驅 車 土 車 鬥 Thc line tha t follows “gomg out east g.肥" is usu.lly somc for m  of gazing. That 
W.ng h.s indccd gonc out of thε capital's eastcrn gate is obviol1s from lincs 5 and 6. I t  m a y  bc 
ohjcctcd th前 if W.ng did indccd go out the c.pital 's c.stcrn g.te when he wrote the poem， the 
linc would bc st.ting t:1ct r.thcr than echoing p.st poetry. But it sccms morc likely that the poetic 
p.st w.s thc stimulus for the historic.l experience and its transform.tion into a poc m ;  Wang probably 
did not go out thc c.stcm g.tc becall.<C it occurrcd so often in past poetry; rath凹， past poetry lent • 
specia l significancc to his h.ppcn ing to go out the c.stcrn 伊拉

2. Thc “thouSOlld-liJ cyc" 千 里 目 的 an eyc th3t can scc a thol1sand l iJ ;  scc n。但 to 058的，
linc 2.  1'jitng 騁 J ιg.llop，" “lct frec，" forms a compound with v.rious e y c  and sight words，  .s 
U;{;"J!-tnillk 騁 目 or tjiF:Il，，?-mi的'g 騁 冀 ， and dcscribcs a swceping g'zc， unobstructcd by anything 
ncar at hand 

4. C1，iεL 非 is thc color ofthε south and high Yang (.s wcll .s  of rcddish soil， in which shade 
thc transbtion “cri mson" would be singularly inappropri.tc) . Ch.o citcs . linc by Ho Hsiin “ Thc 
crimson slIn dcsccnds ovcr the city rO\lnd ， . 非 日 下 � 00 (CL.， 9 .8.) . Wa嗯's fondne目 f肘 simil盯
l InagC$ ma y bc 間臼llcd fro m  05984 的， Wya notcs thc cxccllcncc of Wang's usc of d抑制 悶， p問­
sum.bly b凹甜甜 Wang avoids its m叮叮 common synonymn Ilym:11 同

5一的. Thcsc lincs dcscribe thc historical gcogr.phy 0 f 現I.ng' s g.zc. H.n-t.n was the capital 
o f t h c  .ncicnt st.tc o f Ch.o、 in Hopei， and hcrc Wang's gaze is survcying thc roads north ofthc Wci 
.nd Yellow Rivcr to thc c.st-northc.st， Han-ku Pass lay dircctly 凹st on thc road to Lo-yang and 
w.s onc of thc f.， mous p'sscs tha t creatcd thc distinction betwecn E耐-of-thc-P.ss的 .nd Within­
thc-Passcs 

7.  Th is rcfcrs to Ch'ang-an's symbolic position as thc ccnter ofthc cmpirc .nd ofthc world. 
8 .  ;\'1i"k 紋 ‘ litcr.lly “P站在or，" was thc arch訓c tcrm givcn to thc governors of the Nine 

Rcgiolls . Hcrc thc 世rrn is a poctic anachronism f甘 the T '.ng provin口.1 governors and probably 
suggc�t� thc cmbassics sent by provincial governors to court every Ncw Year. 

9- 1 0 . Hsicn-y.ng， thc old Ch'in capital whosc nrins lay just outside T'ang Ch'ang-.n， i$ 
一----h且且牌d-1'=C缸且今且必ClL主k且且抖的也持且全J�，-o_th至立直通c ofo的cials-t哩旦旦出g立詛笠

2 9 ' 的0 : C 1了， p. 6 1 56 ;  Li Yi-s1帥It W口，-<I，i 丰 拉 山 文 集 (5P1'K) 而 8b ; Yii-1Isi-slreng sl，i" (/'icn-d附
玉 ，其 生 :守 主 注 (SPPY) 2 . 30b ;  Li Yi-s1，on .，/， i1，-d，i 丰 義 山 詩 集 (Chu H.o-ling commentary rpt 
T.ipci， 1 967) 1 . 27a-27b (pp. [ 5 7-5的

R h y m c s :  1 gill， 2 ，1，; 1 1 ， 4 "1川 Rcgu latcd
Titlc : Thc .ddr臼scc is Ling-hu T'ao 令ji.. 鉤， son of Ling-hu Ch'u 楚 ， For Li's rclationship to 

Ling-bu T ﹒刊 ， scc J.mcs Liu、 1'1" Poelry of Li 5I，a"，�-y附 (Chicago. [ 9(9) ， pp， [ 8 一 旬 ， 23 -24 
Ft'ng H.o ( Yií-I，si-.<I'C/lg .<I，il， cI，ierr-clII') dates the pocm 843 -44 
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1 .  L i  Y;-sl，m' wr，，-c/Ji reads 晶 晶r 島 島 is nccessary for the internal parallelism. Feng notes 
that th間 refcrs to Li's prcvious activitics in tbc two capitals. Cb'in stands for Ch'ang-an ; Mount 
Sung， for Lo-yang. At  thc time of composition， Li was away from the capitals ; see Liu， pp. 20-22 

2 .  As both Fcng and Chu notc，  thc carp-form Icttcr-casc， literally thc “paircd carp" 雙 鯉 ­
is • reference to the yiie/.-{u “Watering M y  Horse a t a  Watering Hole b y the Great Wall" fk.鳥長*
:<< 行 ( w/. 27.20b). Thc Icttcr in thc pocm is probably from Ling-hu T'ao to Li asking thc kind of 
qucstion Li forbids in thc  third l inc ;  but it is possiblc that  i t  rcfcrs to thc mcssagc Li is scnding to  
Ling-hu T'ao. 

3. Bεf ore Ssu-ma Hsiang寸u becamε a poet in thε court ofHan Wu-ti， hε 妞"吋 in thε court 
o f Prince Hsiao of Liang (Sι p.  2999) . The prince， known as a kind and generous patron， gathered 
about him many ofthc famous litcrary mcn ofthc day， and in this pocm Li uses thc allusion to rcfcr 
to idyllic earlier times， probably wben he was still e叮oying tbe patronage of Ling-hu T'ao's fa th肘，
Ling-hu Ch'u. 

4. See notc to 05日29， lines 1 3 - 1 4. 

。5797 : C Ts， p. 口39 ; Chao， p .  2 2 ; “'ycc 3 . 8b 
Rhymes : 2 .，/.i.， 4 旬， 6 /悶， 8 z間， lO b戶， 1 2  jie， 14 z/，i.. Only second couplet regulated 

1. Bi，mg-gia/'ng 風 景 ， “sccncry" or “atmosph叮c，" had becomc a fairly common tcrm in 
the T'ang， but occurred only occasionally earlier ; i t  does not， for example， appear in the Wrn 
/rsüan. In one way thε term “scen叮y" is an appropriatε translation， because bírmg-giaéttg was a term 
for a sccnc and ambicncc linkcd to an apprcciating subjcct. I t  dif!ers from “scenery，" however， 
in that i t  is • quality of “good viewing" which onε particul盯 placε can possess or lack depending 
011 the w凹thcr， season， and so forth. The quality of the term can be seen in the following early use 
from the biography of the famous Tsin magistrate Yang Hu 羊 禱 : “He took joy in the mountains 
and waters， and whenever there W3S a 'scεncry，' ( 每 風 景 ) he would go 0仔to Mount Hsi凹， 但t out 
winc and chant poetry， ncvcr tiring thc whole day through" ( T叫" p. 1020). Hcrc biu"g-giai'r'g 
is almost synonymous with “good weather，" and it does not entirely lose tbat dimension in T'ang 
usages. For 旬;it-ziek}!ei 日 7 佳 I see tcxt 

3. DIrà."Htjiε11 海 !!( ref ers primarily to thε mood of pcrsons， though i t  could conceivably 
rcf cr to the skies as well . 

4. Thc njiu-qi且 如 意 ， “as-you-plcasc，" was a kind of rough staf!' uscd to scratch oncsclf with 
(Chao). 

7. Q)i-q曲i 吱 吱 IS a “ hazincss，" probably rcfcrring to thc sun shini啥 through thc ste.my 
summer sky. C/lei 悶 is usually thε women's chambers and tends spεcifically to implicate womcn 
It is not a place where Wang would be entertaining p 'ei Ti， and Wan宮's inferential description of 
its su1triness sεεms stragely out of pl.ce. 

8 .  D/.rn-ga 田 家 can cithcr rcf cr to somconc of a farm family or to thc homc itsclf. Thc 
former i s  slightly more common in poetry， and the transl.tion re目前的 this interpretation. lf， however， 
the second m臼ning applies， thε linε becomes: “To thε far m  homε thεy bring word. " Thε lines 
that follow may be the news of spring th叫 is brougbt. 

伊文i1n�諦Ir欣欣一田間封γ-rclers-sÍn平均相j的由扭的訂七前--the-甘甜ge-h軒們甘聞電恃-effieer-一­
its spccial application in T'ao Ch 'i凹's Kuei-c/，'ü-/ai IZ'Il : “ Thc trccs arc joyous and almost in full 
burgeoning"本欣欣以 向 學 ( W/. 45.28b). From this x阱'I-x;all bεcomes a descriptivε metaphor for 
vegetative growth. 

10. For d/.師.-d/，ãrn 捨 滄 Chao citcs Li Shan gloss “f ull and Icvel，" applicd to its usc in thc 
Kao-t'angJu 禹 唐 賦 ( Wh 19 . 3a). In  fact， thε gloss cited by Chao is to dlrò:rn-dlròm. 淡 淡 ， a descriptivε 
binomε closely relatεd to d/rr;rn-d/，帥.. Soon after thε usc of dlrà.rn-d/.à.rn in thε Kao斗，由I}!j/l， d的m­

d/.à.m occurs ( W/. 19 . 3b) ，  where i 
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1 3 . Chao feels constrained to note that chr改 革 開fers to p'ei's walking stick rath甘 than to 
"plans" ; the line could easily， but perhaps incorrectly， be read “make ready plans to return." 

1 4. GIÌtII-g<Ìu 敢 告 m凹ns Iiterally "to be so bold as to inf orm you." The “ boldness，" g<Ìm， 
was conventionally used with conveying opinions and information to the court or superiors. Its 
use here is surely playful， a mock 甘epidation in telling P'回 he should go home because Wang， the 
"farm白，" has to attend to his seasona1 duties. P'凹， indeed， has a special obligation to leave Wang 
alone bccause rrorrg-zhi， 農 吟 ， “time for farming，" is something one should not interfere with， 
a ttme “not to be missed" : 不 違 農 時 (Mencius IA.3) .  

CHAPTER .'> 

。5732 : CTs， p. 1 22 1 ; Wycc 4 . 1 3 b ;  Ts，凹， p . 243.
Rhymes : I 10， 2 djio， 4 njio. Regulated. 
Title : Ts'ui of the title is Ts'ui Hsing-tsung 盧 興 索， onetime Omissioner of the Right and at this 

time living as a private citizen. Lu's quatrain i5 one ofa seri白 written during a visit by Lu， Wang 
Wei (。“44)， Wang Chin (。“ 59)， and Pei Ti (06 191) . There is .Iso a quatrain in  the s閉目 by
Ts'ui himself (06 197) ; see Tsc.<， p. 243 

1 .  Qiaèrr，(! 映 means "to cast l ight on" something， “to have I ight cast on" something， “to 
reAect，" or to h.ve two colors or forms “otfset" one another. Probably from the meaning ofhaving 
one o�iect showing up through another. it can mean "screen" or "concea1." However， in  

.
specific 

poetic u阻E凹， it is often very diflicult to tell wh凶 of these rel.tionsh恥 is implied. In m.ny cases 
h seems to refeT to something “ half-hidden" (e 忌， 07 1 0 1 . 6 ; 1 803 1 .2) ， but it is often very diflicult 
to tell which of the objects is in  the foreground ; e.g. ，  in 1 0064.6 映 竹 正 視 村 ， we do not know if 
the villages appear “ag;inst . background of b.mboo" or if they .re “h.1叫世den in the bamboo." 
As qiaèng suggests， the juxtaposition of colors and forms

.
is seen as “c.sting Iight." In the case of 

this 
'
Iine，

� 
bec-;�se the vi�itors 

'
must rely on the evidence of their e.rs， qiaèng， usually • visual word， 

must m凹n either "hiding，" or it must be something like “5un]it." From other us目 。f qiaèng-djiuk 
映 竹 ， the former interpretation seems more likely. 

2. The point of this couplet is that while .ppro.ching Ts'ui's dwelling， the visitors he.rd 
evidence of human presence， but when they came c1oser， the house seemed to be deserted. Peering 
in the windows and seeing no one there was part of the theme of “seeking the recluse and not finding 
him in" (cf. 06200.4) ; this is somewhat out of place in this situation. 

3. Gxu-→吋F
of moun叫t臼a刮m肘S WI此th the moral " height" of noble v.lues and an “.Ioofness" of disposition which 
keeps its distance from the common world. The connection between “resting on high" and sickness 
can be seen in the titlc and first lines of Wh 26.8b-9a 

4. Huan-dð il 樁， the “circling wall，" h.s canonic.1 echoes as the humble dwelling of a m.n 
of le.rning ; see the )u-hsing 筒 行 chapter of the Li-chi : .. A man of learning possess間 組 白白te of 
one mðu [c.. 1 .82 acresJ， a dwelling with . low circling wall" 備 有 一 敬之 宮 環 緒 之 室 (SPTK edγ
ι 旬. section 叭 ， p. 的0). The implication is that a scholar should live in humble circumstances， and 
indced， the “low �ircling wall" characterizes the dwelling ofthe anonymousrecluse ofT'ao Ch'的l's

協'u-/iu hsien-sheng chuan 五 柳 先 生 14 . Mung-Iung 蒙 i. sugges話 n

。6270 : CTs，  p. 1 3 3 4 ;  Hyylc in ηh芯， p. I IO ;  Khc in 巧hTs， p .  1 8 8 ;  Chc in ηh 1"." p. 324 ;  Yhc in 
ηhTs， p. 376; Wyyh 3 1 8.2b-3a ; Ts，口， p . 285 .

Rhymes : 2 封閉， 4 1i酬， 6 qi阱， 8 ghyim. Regul.ted. 
Title : Hyylc .dds 道 before the title ;  for � Khc reads 門. The frequent e.r1y anthologizing of this 

poem attests to its popul.ri旬， due largely， 1 suspect， to its third couplet. 

1. For � H yylc re.ds 本 and Khc reads 在 ; nOte th.t Khc ag.in unimaginatively reads 在 for
映 in line 4 
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2. QiJn-.<im fl 心 is . new compound， prob.bly • v.riation for the sake of rhyme on the com­
mon qiJn-Jzl，ign，� 感 情 • SI"acng qiJn-sirrr 生 誰 心 literally m凹ns "it gives rise to a rcclusive mindf 
heart." 

4. The Feng runs into the Wei just upstr臼m from Ch'ang-阻， and its course lies between 
the capital and the Chung-nan Mountains. For the problems of qiaèng 唉 ， see note to 05732，  line 1 
either the Feng “reAec臼 the g.rdens and groves，" or it reAects light back upon them 

5-6. This famous couplet is an excellent example of poetic diction : 1iterally " Roof covers 
pass-through-winter sno w ;  courtyard darkens not-yet-evening shadows." It 阻 clear that the snow 
is what 阻 doing the covering and the shadows are doing the darkening. We have a Fred that resolves 
nicely into a passive， with the qiu 於 marking agency implied after the verb (see 0591 帆， 11 . 5 -6) . 

7. The d目criptive binome leu-leu 寥 寒 implies vastness .nd tranquillity ; its primary 世manttc
element 1 s  “empt悅目s." The njin-giaé戀 人 堤 ， which the Su villa 1ies beyond， echoes the “re.lm 
of men" within which T'ao Ch'ien built his reclusive dwelling in " Drinking Wine" V 

。629 1 : C芯， p. 1 3 3 7 ;  Hyylc in Tjh T.<， pp. 1 10- 1 1 ;  Twt 的A. 1 1 . ;  Wyyh 1 55 . 泊 ; Ts口， p. 284‘ 
Rhymes : 2 duem， 4 hl%n 
Metrics : Note the violation on tz計 算 in the third l ine :  it is interesting in connection with Tsu 

Yung's .s目前的n ofthe pocm's completeness， th.t this viol.tion would bc acccptablc as thc seventh­
line， fourth-position violation that often occurs in .n eight-line regul. ted pocm 

3. Under the pr白sure of composition to a set topic， a poet can always raid the WI" 的 Tsu
Yung has done here and in the second line. What com白 to Tsu's mind is a couplet of Hsíeh T'iao 
( Wh 27.7b) :  

At tl，ee，旬'e '!ftlre c/ou缸1 Ch'u's mountains appear， 
Bqond the w由前" Wu's peaks are tiny. 

章 迪 楚 山 見
林 在 其椅眉吐

Though the use of bi旬 在 would not have puzzled .nyone with much education， its form.lity is 
evident in the fact that Li Shan felt it nec白叩門 to gloss it as “beyond" 外 也 The more common 
nguài 外 would have served Tsu Yungjust as well in the tone pattern， but it lacked the formal elegance 
of biÉu 

064 1 7 :  C 芯， p. 1 36 8 ;  Hyylc in  TjhTs， p. 89 ;  Yhc in Tjh Ts， p. 380;  Wyyh 1 66.6. 的 ; Ts白， p. 288 .
Rhymes :  2 ngðu， 4 kðu， 6 dðu， 8 hðu， 10  sðu. 
Metrics : Note that this is one of those "old style" poems that willfully avoids any couplet that 

might seem regul.ted. Occ.sional “old style" verse tended to slip into regulation in one or more 
couplets during the seventh and eighth centuries， but during the eighth century there were 
more and more poems like this which avoided regulation even beyond the probabilities of random 
tone distribution .  Nor is it  .t1 y accidct1t that the poet is a southe.sterner writing of a southeastern 
10catiot1 Ot1 a theme that stands opposed to the public demat1ds of capital poetry. 

Tit!e : Jo-yeh Creek rüns beneath jo-yeh Mount.it1 in Sh.o-hsing County of modern Chekiang， 
and from there into Mirror L.ke. This is the f.mous “Washing G.uze Creek" ;lt 紗 濃 where
the anciet1t beauty Hsi Shih was discovered 

3. For 曉 Wyyh reads 好 ，
4 .  For lE. 13- W yyh reads 進 ft . The trail of Aowers coming out ofthe creek's mouth indicates 

that blossomit1g trees lie upstream， and the poet， Ot1 enterit1g the creek， will be going up toward 
the source. The association with Peach Blossom Sprit1g is particularly strong here 

5. The phrase tziti-ià 際 吏 ， “to meet night，" ".t night's edge，" is very unusu.1 for this use 
of tzii;j as "reach" ;  it usually occurs only with "r臼chit1g" physical thit1gs 

6. For 南 Yhc reads 此， presumably to have the poet gazing w耐心lly back toward the 
capit.l-an incongruous sugg白tlon.

7. long-悶rg 溶溶 was a binome from the Cl，'，←位 'u， not then in common use in s1rih. long­
iOllg d凹的b自 由e rollit1g ofw.ves ; see Wang Yi's gloss 波 哥兒 . Underlying thc usc here is the commot1 
compound “mists and waves" or “m阻ty waves，" qen-ha 煙 波 已

8. For 月 Hyylc it1comprehensibly reads 風 .
9 .  Here I follow the interpretatiot1 0 f tsiá 且 的 正 ， • 'just now a t their most，" suggested by 



3 48 Notes to the Poems 

Chang H叫ang in 5tcyt缸， p. 86. In T'ang poetic language the real values of some poetic p.rticles 
.re perh.ps the most difficult elements to recover. The general pr.ctice of those studying poεttc 
particles is to list the classical glosses， then see which makε the most sense in a given line. Chang 
Hsiang， in contrast， often extrapolates from contexts， sometim臼 successfully and sometimes not 
But particles .dd a subtle quality of tone or mood to a line， and we should not feel securε with 
cither system of resolving th凹r mcaning. There is a gre.t diflercnce bctween the true and the 
plausible. Equally plausible resolutions f or tsið here are glosses likc 梅 ， “still a rolling flood" or 己 ，
“have become • rolling flood." 

的 Liter.lly ‘'1 want to be • fishing-pole-holding old man." 

0伽 利 C T5 ， p.  1 3 1 3 ;  Wycc 4 .2 ';  T5C5， p. 2 4 1 .  
Rhymes : 2 /i品 ， 4 gò. Unregul.ted. 
Titk : Mim-haéng is an .pricot wood with straight grains， poetically .ssociated with the beams 

of . fme dwelling ; e 息， WIr 1 6 . l 2b. As in most of the poems of thc W副哩 5trratn Co/lfction， 
nothing in p 'ei's poem could be constrlled .s a response to W.ng's poem on the s.me topic. 

06229 :  CT 5， p .  1 3 26; The poem occurs in the T'的'g-yin t'ung-chifn (which w.s probably the 
source for the CT5 version)， .nd the Tytc h.d . source for • number ofTs'ui Hao's poems which 
is either no longer εxtant or which 1 h.ve not been .ble to loc.te. 

Rhymes: 2 S蛇n， 4j/，i"...; 5 gén， 6 ghiJn， 8 dzhrn. The second rhyme group in this poem is t'ung-y帥，

2.  This suggests she 間 going to meet a lover. 
5. Cén 繁 implies . special keenness or sharpness to the win d ;  cf. 08027 . 1 5  for a simil盯 us.ge
6.  Heng-t'ang 橫 塘 could be the Heng-t'ang near Hsiang-yang， thus evoking the .mbience 

of the y，irl'-:fu “Songs of the West" 面 db ; cf. 20662. 1 ，  where Heng-t'.ng is obviously near Hsiang­
yang. But here it is most likely the Heng-t'ang 凹nbankment near Chin-ling， 自 in Ts'ui's 062 5 1  

7 . A river's being /iok 碌 ， “d.rk gr白n，" suggests a southern 0 r south臼stern river and evokes 
the .mbiencε of W u ;  cf. 05539. 3 月6650.1 .

8. 5itn-ziú ，� 綺 with related compounds l ike dzhiE ng-zÎl' 情 緒 • qil-ziú 章 緒 . and 5;J-Z;Ú 

:f: 緒 ， are a group of terms describing emotions. Members of the compound group fìrst appear in 
the Southεrn Dynasti凹， and the group becomes common in the T'ang. Ziú 阻 used twice by Lu 
Chi in connection with emotions， in WI， 的 . 19b and 24.25b.  Th臼e tcrms do not so much describe 
general emotions as refer to εmotions about something or stirred by something. 

。6244 : C 刃， p. 1 3 29 ;  Khc in ηh T5， pp. 1 5 5- 56 ; Yl，c in ηh T5， p.  365 ; T，缸 m 乃h T..， p. 6 吟 Twt
16A;9b ; 阿'yyh 3 1 2.6a;  T5C5， p. 3 1 1  

Rhymes : 2 /ou ; 4 iou， 6 ji帥， 8 jrhiou. Second half regulated 

1 .  CT5 notes 贊 皇島 as a variant for 台 囊， but no early 世xt supports It. 
主...&.生 Khc空空空空l'.l'1， read 挂 . For 餘 Ttc reads 作 and Wyyh reads 進
4. F肘 載 Khc reads 里 . The i mage is of the skies m而恥而l1tI1eC而正正而r returns 
5. Han-yang is near where the Han Riv叮 empt阻s into the Yangtzι 
6.  Parrot Isle li臼 in the Yangtze near this spot. I t  is supposed to have recei間d its namε 

because Mi Heng， .uthor of the “Parrot Fu，" was killed there 

06522 ﹒ CT5， p. 1 3 87 ;  CKI!.'c 2.9a 
Rhymes: 2 m肉， 4 "iðu， 6 tziðu， 8 tz旬， 1 0  /iðu， 12 iðll， 1 4  dóu， 的 biðu. Unregulated. 

2， The T'.ng mðu was .bout 5.8 acres， so Ch 'u's f.rm is approxim.tely 174 .cres. 
3. 111 other words， silk from mulberry-e.ting silkworms and millet for food. 
7. As in the Chεng interpretation of 5hih 82. C T5 gives 善 as . v.ri.nt for ... . 
10. As in line 1 1  of T'ao Ch'ien's first KUfÎ-yüm.-t'ifn c/，ü 歸 因 田 .% (CT.<i削 6.5a)
1 1 . The use of jl'img 車 herε is somewh.t strange. Onε can jI.iang-ngiudft 東 月 ， jl，img-5hia 

來 峙 ， or do something jllÎmg-可ít 乘 目 ， but in these c刮目 jI，iang does not re.lly mean "during." 
One par.llel usage occurs in an “ Uncl.ssifiεd Poem" of Ho Shao ( Wh 29. 3 1 ') ，  where a chi1l wi

'
nd 

rises jhimg-ziε赴 東 � ， but the usage 臼 sulficiently unusual for Li Shan to glossjltimg as 役 。r 俊 .
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Jhiang means to “carry" or “ride， "  and thus t。 “go along with. " 111 Ch 'u 's poem it must m凹n
that the friends return “with the coming of night." 

12. Lit盯ally， the winds blow through "door and windows." Note that the “chill winds" 
are what jhiang-zisk in the WI， passagε alluded to above. This is a good indication that Ch 'u had 
Ho Shao's poem in mind when he invented jl呻吟，叫 車 夜

1 3 .  Tsilin il applies to water and 間 appropriate here because the Milky Way 間 a "river." 
Ch'u's compositional techniquc was strongly associativc， and his asso口ations here move among 
the “unc1assi面εd poεms" and related Old Po凹ns in chüan 29 of thε WIt Here Ch 'u is unmistakably 
echoing “Old Poεm" X : “The riv盯 of stars is clear and shallow" ( Wh 29.6b) 

14. Again we have a line that is a transformation of a linc from an “ Unclassified Poem" 
in  WII 29. Fu Hsüan's “The Dipper swiftly rises and sinks" J�斗 忽 1t. 昂 ( Wh 29.26b). The intrusion 
ofthe solitary and pensive modε ofChien-an and Wei poctry into a georgic vignεtte is characteristic 
of T'ao Ch'ien's poetry 

的 This is reminiscent of thc closing invitation of T'ao Ch'ien's “Drinking Winε" IX or 
of Wang Chi 02606. The closing invitation to have a drink becomes common in T'ang poetry， 
the most famous examples bcing 1 1 1 3 9  and 2276 1 ，  the lattcr bcing particlllarly close to Ch'u's 
ending here. 

06503 : CT5， p. 1 3 85 ; CKh5C 2.3b 制 ; Hyylc in 乃hTι p. 9 7 ;  Wyyh 3 19 . I I b ; TSC5， p. 323  
Title : Hyylc omits Ilf'; Wyyh reads 書 情 for 即 事 -
Rhymes: 2 tzia， 4 zl，旬， 6 jria， 8 biai\ 1 0 giai， 12 b抖， 1 4 giuai， 1 6  is. T'llflg-yiin. The fi fth and sevel1th 

couplets are unregulated. The first line has compensatory violations in the fourth and fi丘h
pOSItIO肘， and the second and third couplets are two “ A "  form coupl帥 ，

1 -2.  This is an echo of T'ao Ch'ien's Kuei yüan-t' ien chii 歸 國 田 /l; 11 (C T5ins 6.5a ) . BIIO-isp 
itt 葦 are the leaves of a kind of cattail or 臼lamus (c/Ji(X叩-lJI.o 昌 論 ) . Lines 3 and 4 suggest thcse 
serve primarily as s凹sonal markers， but the white parts of the roots a間 also edible. For 杏 Wyyh
give 詩 as a variant and notes that this is the reading in Ch'u's collcctcd works. Though this is  not 
the readiI1g in the p間sent version ofCh'u's collection， there 間 no πason to suppose that the collection 
as pos扭扭ed by the Wyyh editors w的 supεnor

4. Injun叫ons not to miss the prop盯 time for farming 0目前 often in early texts ; see note 
to 05797.14.  

5 .  Though D K W  gloss怎s ngiaeng.jl.in ;ft晨 as “toward dawJl ，" flgiaeflg has al1  almost ritual 
significance， as when thε 叮叮p盯or “greεts" the seasons， the new y臼r， or thε sun 

6. The dung-jri， 車 苗 are referred to elsewhere in Ch'u's poet門 (065 1 2) and may be 問­
membered as the scenε of farm labor and repo盟 in Wang Wei 06072 ; sεc n間建 06072

8.  Here and in line 13 Wyylt reads 島 for J!， 
9 .  There i s a question whether the hop 合 refers t 0 the “joining together" 0 f the cro啊正

開ices or their actual “coming toge出er" to form a flock. The former seems mo問 1ikely. Duk-5帥
一一掌嗓J.La且血♂nal且1D-P_O_1J咀旦旦旦包血g三世達墊g for food" and塑. the �ucous sound of many 

birds. 
阻 Though ng<X'1-f侵ClU 敬 敬 originally had the association of thc sad cries of geese fro m 

5hil， 1 8 1 ， it came to be associated with any sad cri肘， esp凹ially from groups. It is i mpossible to tell 
i f 這 訊 問 dl，地u-gi訓， “telling of th凹r hunger，" or dl，也←g.訓， “'hungry on their ways." Onε does find 
some remote parallels for 出e second， but 1 suspect dhð.u-giai is the m凹e likely here 

1 1 .  The discussion of chriak-qian jia 5im 輛 白色 之，之二 臼n be found in Men<Íu5 I I A .6. It 間 出c
“origin of humaneness" 仁 之 鵡 色 ， which makes a person respond to a child about to fall into a 
well， 問gardle自 of knowing the pa閃nts or hoping for personal advantage. We may doubt， 
however， that Mencius would have approvcd ofthe application ofit Ch'u Kuang-hsi has made here 

1 2 .  The 間ferent 0 f Iiting 雨 ， “both，" is uncertain， but I takc it as the poet's sympathy for 
both the starving crows and f or the earthworms that are about to be 凹ten

1 3 .  Wyyl， reads 發 食 街 田 鳥 The use of hClt 檢 here is di仟icult. Since the poet has becn 
plow 



3 50 Notes to the Poems 

thε crows. 1 prefi前 to take it in thε sense of bidet 發， .s “dis甘ibute，" to cast the seed grain out for 
thε birds to 臼t

1 5 . For �有 Hyylc reads the equally pl叩sible 笑 .
的 Iε-sim 移 ..:; i 5  a variation 0 n the more common ;ε-dzlriEng 移 情

06446 : CTs， p. 1 3 74 ; Ckhsc 1 . 2a-2b. 
Rhymes: 2 liou， 4 gou， 6jiou， 8 bhiou， 10 iou， I 2jiou， 時 xiou. Unregulated， except for second couplet 

1 -2. In oth盯 words， each loves to be c10s盯 to the source 
4. Zltillε-gou 垂 鉤 ， literally "to let the hook hang down，" is a conventional kenning for 

fishing. The question of the line lies in dzhiεm 潛J‘hide，" whcther the hook is hidden fro m  the 
sight of the fisherman (as it obviously is)， hidden fro m  the sight of the fish (as the bait is  not)， or 
the fisherman's position is hidden from the sight of thε 晶晶 or of oth盯 people ; s凹 line 6. 

7. Dzhi&ng-ngiden 靜 吉 is probably simply “calmly" or “silently，" with the ngiden inter­
preted .5 a particle， as in Shjh 26 “Silently brood on it" 靜 吉 思 之 Shih 26 begins with the image 
of the “drifting cypress bo.t，" which is  comparable to the fish甘man's 51tuation herε ; furthermore， 
Shih 26's j手 吉 思 is c1early parallel to Ch'u's 靜 吉 á? ， though the m阻盯y implicit in the Shih line is 
inapplic.ble. In Ch'u's poem the parallel with q酬-dzhu 安 坐 might suggest that the ngiden is 
actually “speaking，" but it is interesting to note that a Lu Chi use of dzhilng-ngiaen in parallel to 
“long whistle" 長 會 h.s Shih 26 given 晶 晶 source by Li Sh.n ( Wh 28. lb) .  What this suggests 
is that a sophisticated T'ang commentator like Li Shan saw p訂allelism simply as a matching of 
characters. whether those characters formed a semantic pair or not; i元 ! ngiaen used a� a particle 
in its Shih sense can be set in parallel position to • verb of the same kind like dzhuci and still not be 
forced into the m臼nmg “sp臼k." This is  all the more remarkable here since dzhitng and qa.n form 
such a perfect match. jiung-shJ !怠始 時 Iit盯ally “ending .nd beginning，" commonly used fro m  
earIy texts On to  mean “from beginning to end，" “continuity" of an event 

8 .  DjI.im-bhiou 沈 浮 is a common .ntithetic.1 compound 伽 “quíessence and activity." 
“hiding oneself .w.y .nd coming forth." Precisely wh.t objcct in thc scene scrves .5 thc contem­
pl.tive emblem of djl.im-bhioll is uncertain 

的 Liter.lly， "H間 mind， f.raw.y， w.nders with the c1ouds." In liter.ry Chinese， if  one's 
mind is "on something，" the mind is “out there with it." Cf. Lu Chi， Wen-:fu 文 壘起 : “Intention
go凹 far， f.1r，  .nd looks down on the c\ouds" 志 吵 吵 尚 昆 囊 ， or in the Shen-s珊 神 思 chapter of the 
WCII-h.<in tido-Iung : "Thus， when thε principle of thought is at  its most essential， the spirit wanders 
with things" 故思 理 其 妙 神 與 物 遊 (p. 80)

1 1 . Ngioek-Iàng 這 i，. is used to describe waves that cause ditficulty for bo.ts， presumably 
“wav凹 which run .gainst" the boat. It may also be 叫巴en as a verb疇。bject compound， “to go 
a 

10384 : CT.<， p. 22月 ; ) u.n， pp. 1 19-20; KC.，c 5 .3.-3b.  
Rhymes : 1 .<ðll， 2 51.;ðll， 4 kðu ; 5 qi.衍， 6 giJi， 8 gi，"i. Unregulated. 

2 .  DJò-ng&1I 駐 ø{l is not the usu.1 way to say “fix on亡's gaze" (but cf. 10793.5) ，  and the 
construction scems to be an expansion of the paradigm of compounds like !jiing-miuk 騁 目 . Note 
that following the verb-Iess first Ii肘， there are three verbs of motion in th臼 line.
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3. Liter.lly， “he w.nts to get to know his f.mily n.me .nd given n.mc." The wordiness 
of this line is .ppropri.te for the hept.syll.bic song style 

4. The use of t<J. 他 .s • third-person-pronoun direct object is strongly colloqui.1 .t this 
period;  its use con甘.sts to old style .nd pros.ic ji. 之 ， .nd to the tendency of poetic diction to 
omit the dircct-objcct pronoun .Itogether or use ..i叩g 相 See also the t1Se of Iip-tzi. 笠 于 in line 5， 
.nd lèu-tbk 料 得 ， mst臼d of the more poetic qi'flg 1t 

7. For mio dhèllg-j故 無 定 止 ， sce 08070. 1 4 ， where it d臼crib臼 the “nev白-resting" ch.nges 
o f fortune 

06469: C肘， p. 1 377; CKhsc 1 . 7'一7b
Rhymes : 2ghi泊， 4 shriak， 6 si紋， 8 jriak， 10 djhi.k. Unregul.ted cxccpt for the third couplet 
Title : M.o Mount.in 芽 山 was， of course， the cent盯 of one of the n105t important Taoist covens 

The ref erences to the “pe.k of immort.ls" .nd t。 “pines .nd cypresses" in the end m.y suggest 
the coven， but on the whole， the poem is • str.ightforw.rd I.ndsc.pe poem. 

1 -2:.
.
Note how

.
m�ch c10ser Ch'u stays to the Hsieh Ling-yün model th.n Meng H.o弋pn

3 .  Chriu-qialng 初 景 refers to the "new light" of spring， Or to the “new sccne，" chriu-giaéng. 
fro m  its use in • I.ndsc.pe poem by Hsieh Ling-yün ( WI. 22 . 12.)  

4. This  use of 110m 今 as a vegetatlve scene “holding in" some color or qu.lity like “ moisture" 
IS common m poetry 

5 .  The initi.1 句i. 而 is de口dedly pros.i巳
6. Besides indic.ting wish or fulfillment of w凹h， 的 1 t.ke it here， leu 聊 may mcan “for 

• while . "  

0664 8 :  C T5， p. 1 4 1 8 ;  CK/.5( 5 . l lb 
Rhymes : 2 mim， 4 ngiaen. Regul.ted . 

1 .  In common poetic us.ge， gu� 通 may mean “stop by" .s well .s “p.ss." 
2. Huèn-bl.iuk 棺服 .rε robes of bl.ck .nd yellow (the primal colors of H臼ven .nd E.rth)， 

and werε .ssoci.ted with we.lth .nd glory. 
4. Hom-dzhieng 含 情 usu.lly does not m凹n simply to "h.ve feelings" .bout something， 

but to “keεp on亡's emotions hidden ";  see Li Sh.n gloss， Wh 22.26b. P切-ngi.en '* 吉 is .n incomplete 
statem目前， the full me.ning of which must be inferred. 

。6649 : CT." p. 1 4 1 8 ;  CK/.5C 5 . l I b 
Rhymes: 2ji品， 4 Iò. Rεgul.ted， tse rhyme， sequence of two “ A "  form couplets， with compens.tion 

in the first line. 

4. This is • striking use of the evidence trop亡， perh.ps serving .s the model of Tu Mu's 
f.mous (28 14特 色

Who would h:lve known on the Wcst of Bamboo Road 
That Y:mg-chou is there， whcre thc songs :md piping are 

““。 CT5， p. 1 4 月 ; CKI'5C 5 . 1 3 ' ;  Wyyl. 204.9' ; Yf<( 29.6b 
Rhymes : 1 b阱， 2 q例， 4 giuai. Regul.ted . 

誰 梅 竹 i!J l盔
>11: 吹是 揚 r.t

2. ÚI.-qi.i 羅 衣 .re the m.rk of . f.ir I.dy， but singul.rly in'ppropri.te for the f.r north 
3. For 殿 句�'\( reads 帳 . GI.i伽g-I.i 強 求 does not me.ns th.t h甘 .ttend.nts dr.g her 0叫，

but r.ther th.t they urge h 盯 or insist. She may， in fa口， bε compelling h盯self to go out. 

CHAPTER 6 

0595 1 : C口， p. 1 273 ; Ch.o， p. 209; Wyyh 268.6. . 
Rhymes : 2 51"叫， 4 Iiu， 6 51.叫， 8 xill . Regul.ted. 

Attribution : This poεm is .ttributed to W.ng in thε Wyyl.， .nd Meng H.o�戶口's collection is 
given .s the source. It should surprise us neith盯 th.t such • poem does not 'ppe.r in the e.rly 
edition of W.ng Wei's collection nor th.t it  does not 'ppe.r in the SPTK edition of Meng's 
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poems. Occasional po凹115 Iike this were often excludcd froI1l collcctions， and it ma y even be 
th社 Mcng retaincd the only copy; furthermore， Wa嗯's collection was compilcd froll1 what 
could bc gathered together of his works after thc An Lu-shan Rebellion. The Ying-k'wi Iii-s削
attributes thc poell1 to Chang Tzu-jung;  however， the Wyyh， for all its faul阻， had access to 
bcttcr and earlier sou，c凹. and În this case is precÎse about its source 

1. For � Wyyh notes that the "collection" (presull1ably Meng Hao-jan's) reads 彼 Blrioù .fJ.. 
is c1early the easier reading 

2. ShiU-d zhi肘')1 1!!"情 are feelings Iike desire for advancell1ent， famc， and profit. 
l The structure 阻 unusual here : thc pros剖c cxhortation in this line is cxplicitly a comment 

on thc topic of thc first two lines. Though Wang uscs 司i/，i(1.n<�-d"Ek 長 革 e1scwhcrc (05922)， thc 
phrase has a h間tory of political usage， Iike "policy." The quality of the statement here is “Do not 
think to make public policies-the only policy you should form is to return home." 

5 .  D/len-sl!ià 回 合 was a hut built in the fields during the the season of tieldwork. 
7. This line is strongly colloquial. 
8. Xiaèn � is Iiterally to "prcsent [thc “ Master Emptiness"ji. to the throneJ . " In the context 

of parting poct門， this piece by Wang to Meng Hao寸an is singularly cool. The expected statement 
of pcrsonal loss at departure is totally absent. Even the praisc of thc private Ii在 is directcd spc口且cally
to Mcng's case， and there is no general statement in favor of the private over the public “This is 
best for you." Indeed， it may not be overreading the poems to see a distìnct indifference in Wang 
Wei's poem and a petulance in Meng Hao寸甜's (see 07698) 

。7而23 : C Ts， p.  16月 ; Yu， pp. 1 -3 ;  Hs帥， pp. 1 - 2 ;  M均口 l a ; WYY" 2 1 9.4b. 
Rhymcs: 2 Isuì， 4戶， 6 ki，ì ，  8 ghyè (t'ung-yiin)， 10 sllì， 12 mì， 14 ià， 的 ziJ， 的 qià， 20 kì 
Titlc : Yu notes threc differcnt Fragrance Mountains， two in Honan and one in Kiangsu. Though， 

的 Yu notes， i t  is uncertain which is meant here， thc landscapc describcd best suits thc lower 
Yangtze region. Furthermore， in another poem to thc monk Chan (07609)， Meng speaks of 
his “late ( in lifc ?) path" 晚 遂 ， which if  referring to his  I ife， would more likely bc fro m  the time 
of one o f  his visits to the lower Yangtze region than to the time hc was in Lo-yang (Honan) 

卜2. This couplet is modeled on the opening of Hsieh Ling-yün's 登 臨 海 矯 韌 榮 獲 中 作 與
使 弟 急 速 可 見 羊 何 共 和 之 ( WI! 2 5 . 3 5←35b) .  As Y u n ot白， kung-tsuì 空 軍 appcars in. Hsich Ling-yün's 
且藍 色 岸 亭 (CSs 3 . l I b - 1 2a)，  but not only does the usage there suggest the phrase was already il1 l1se， 
it had gained even greatcr poetic currency during the T'ang. Kung-Isuì is Iiterally "cmpty (formless 
or ofthe sky) azure，" and the Isuì refers either to mists or vegetation. Thollgh Meng's own “Empty 
azure lets fall (sinks to) the yard's shadow " 空 軍 ;在 農 陰 (07755) tends somewhat to th臼ide ofvege恤，
tion's azure， Wang Wei's “Empty azure soaks a person's robes" 空 軍 �. 人衣 (06 1 23) almost surely 
ref ers to mist (because with lamg vegetation would require a distant perspectìve， which is not the 
case here). Also sllggesting the predominance 0 f the sensc of m臼t is P '凹 Ti's “ Mountain azure 
brushes a person' s robes" 山 學 摔 人 衣 (06 1 70) ; c10uds and mists are more often sa泊 的 “brush"
and “swccp" than vcgctatìon. One cOllld say that the mountain was "in" the aZll主空三哩哇空空空空L一一
utìt seems而ore p區位ioIetc于h而e it ín az.r言而豆豆豆. This t長n would be picked up in the pim-qium 

氧量l of the following line. 
6. The uincense in air，" xia.ng-kiaì 香 氣 ， by which the poet recognizes the pr臼encc of the 

temple， is also the “fragrance，" xillng 香， of Fragrance MOllntain 
9. Zlri.k-mm 石 門 w凹e standard elements of a secluded mountain dwelling. The use of 

"/';0 球 here is peculiar and is without c10se analoglle in the W/， or contemporary poetry. I t  could 
rclate the two elements that Sllπound， having the gate “h盯d by" the 閻明肘， but it seems better 
to take it 的 1l10difying x(1.k 塾， a "she叮 ravine" or a “strange ravine." 

10 吋illf" 轉 is the standard way to mark continuous change of state in poetry. 
1 1. Biaep-lúí 法 侶 ， as noted by Yu， is  a kenning for a monk; see CLw 6 . 1 6b. It is only one 

of scveral such kennings appearing in  the Southern Dynastics ; e .g . ， 法 徒 (CLw 1 3 . 1 3b)可
12 .  T.<iε1l)1-dl!αm ï青 袋 ， translatεd freely as "speculative discussion，" i s  the 
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1 3 .  Mò 革 3150 carrics the sense of uadm叮e." Thus， thc line could 口口ly rcad “ 1  have admircd 
the truc recluse. " The genuineness of true rcclusion is 110 hollow attributc; thc altern.tive " f"lse 
recluse，" who pretcnds to lead a herm此's life while .ctually aw剖tmg an tnvl臼tlon to serve， was 
satirized in the Pei-shan yi-wen JI:; 山 移 文 ( Wh 43 .35b-40b) 

14 . Leng-i� 主 異 initially referred to specifically supernatur.l phenomen.， but like man y  
such words， i t  was steadily diminished until it came t o  refcr only t o  what was "extr.ordinary，" 
great men .nd fine landscapes. ln the tr.nslation 1 have kept something ofthe otherworldly qu.li .ty， 
even though Meng 阻 not hoping to find feys. R.thcr， the bucolic scencs of the next couplet are 
a spiritual leng-i •. 

的. Gιq，且 古 ;t is di的cult: it is t1st1ally cithcr a significal1cc cmbodicd in thc past or dcrivcd 
from thinking on the past. DI"i-b改 善 壁 might be taken as “mossy cliffs，" but these would seem 
to provide cternal verities ; gð-qi� would more likely come from remindcrs of mort.l impermanencc 
on moss-covered walls. The use of Iυiεu 饒 is particularly striking， and the line a s  a wholc h.s .n 
element of catachresis which is rarc in Chinese poetry 

19. Ngiua加-ng;aetl 噸 吉 is a Shilt phrase interpretcd as "constantly，" which w肘 occasional ly
borrowed in later poetry. (lIgiaell serves as . particlc， as is common in the SI，;I.). Dl，ou 杖， howcv叮­
usu.lly rcf crs to only tempor.ry lodging， .nd thus runs .t  cro月 pllrpos白 to ".'!;uaè"-rlR;a阱. 1 h.ve 
decided to keep the more orthodox intcrpretation of ，，�illaèll_lIgiafll， but it is possible th.t Meng is 
using the phrase in the sense of a Wu-ch'en gloss .s "longing" 相 思 (an int甘pretation based on 
its context in the Sltil，) ; see gloss to use in a letter by Ts'ao P'i to Wu Chin， r，vlt 42. lOb. ln that 
臼se the line would read， “ 1  ye.rn to lodge on th臼 mountain ."

20. As Yu notes， the last  linc here is idcntical to  the J，st  line of Pao Ch.o可 Y，mg-5ltil， s1，il. 
1j:. 史 詩 ( WI， 2 1 . 23b) . The CllUallg-lzu passage cited by Yu (dεriving from Li Shan's note to Pao 
Chao's line) is not directly relevant 

。7644 : C 恥， p. 1627 ;  Yu， pp. 79-80 ; Hs帥， pp. 5 5 - 5 6 ;  M均， 1 . 1 5 b  
Rhymes: 2 dl!ep ; 4 Izi6p; 5 xi.訓， 6 qiai， 8 gÎlui. Rhyme shifts a間 rare in poems as short as this. Often 

when rhyme shifts in a long heptasyllabic song， a rhyming couplet will mark the shift; this occurs 
here， but the effcct is strange in a short pent.syllabic poem. Thc tone pattern is equally unusual 
the first two couplets avoid .ny hint of tonal balancc， then whcn the pocm shifts from • t5e to 
a p'ing rhyme， a regulated rhyming couplet appcars (appropriatc 0叫ly at the beginnil1g ofpocms) . 
Then thc seventh line breaks that pattcrn lIP violcntly with • scrics of four levcl tones il1 • row. 

Title : Yu quotes a poem by Shen Yüeh and a tetrasyllabic poem of p 'an Yüeh， cited by Li Shan， 
asso口ating the phrase t5Ji-d zl.i甜 採 if. with p 'an Yüeh. Th間. however， s凹ms unnecessary; "gath­
ering firewood" is simply • bucolic activity. 

2 .  The djltiollg..dltep 曹 壘， “layering，" of thc streams occurs bccause the poet encounters 
stream a fter stream as he go自 lIP and down the hills. The 甘rm is mo間 commonly applied to the 
mountains themselves. The linking device whereby sltim-sltrε11 深 山 is invertcd .nd repeated h.s 
been seen earlîer in 076勾 and is a strong m.rk of “old stylc" poctry. 

3. m，埋 扇， markm哇� the collapse<正而已豆豆面函豆豆刮目， 口ty w.lls， and the deaths of emperors， 
is • powerful word in this contc訓， and i t  indic.tes th.t the bridge secms to h.ve f.llen in onc c.ta­
strophic crash， rather than • gradual crumblin哩 Ng'帽子Ita 趴 查 ， a “recumbent log，" is an unllsual 
phr.se ; as jrlta usu.lly ref ers to a log in the water， Meng 時 using the log to get .cross the stream. 

5. The bltá.n 伴 may suggest that Meng went g.thering firewood with others， but more 
likely the “comp.nions" arc figurati咐， other people enco叫ntered by chance in  the mount剖ns.
The emptying out of the mount.in l.ndscape with the coming of evening w.s onc of the evcnts 
commonly noted in reclusive poetry. 

6 凹的-qiai 童年衣 are not really “burl.p robes" but robes woven out of a kind of creeping 
vine; these form the mantle of • true recluse. 

7. "Long songs" are • specific yüe/，-Ji， category on the brcvity of human life， but here， .s 
often in T'ang poetry， the poet is simply singing • long time 

。7646 : C 恥， p 的28 ; Yu， pp. 40-4 1 ; 峙的， pp. 32-33 ; M均'"c 1 . 8.-8b; Wyyl， 2叭 的
Rhymes: 2 guat， 4 b剖， 6 的αt， 8 m叫， 10 t耐， 12 XUl1.t. Meng H.o寸an tcnds to intrude one or two 
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regul.ted couplets into his longer “old style" poems ; here the fourth couplet is loosely regul. ted 
(如5 � being • moder.te viol.tion in line 7)， .nd the fifth couplet is perfcctly regul.ted . 

Titlc : As Yu not白， Yü-p'u rec.lIs one ofHsieh Ling-yün's finest .nd most f.mous I.ndsc.pe poems， 
“ Fu-ch'u宜， Isle" 富 春 i者 ( Wh 26. 3 3.-3 4.). I t  is h.rd to im.gine th.t Meng could h.ve written on 
this I.ndsc.pe without Hsieh's poem in mind. Both poems derive • spiritu.l liber.tion fro m  the 
cxpcriencc of the I.ndsc.pc， but in contrast to Hsieh's strenuous description of the I.ndsc.pe's 
physic.1 form .nd complex medit.tion on its signific.nce， Meng H.o寸甜's poem is .Imost 
willfully rambling. 

4. &1 檢 is • problem : in this context it should mc.n t。 “punt" the bo.t. If shi.f1g 學 is the 
sub jcct of ""，， thcn it must me.n something Iike “issue forth，" but if thc bo.tmen .re the implied 
subjcc阻， 叫 t.ke 祉， then it is used for "h.ndle (the o.rs) ." Thus， the line is Iiter.lly， “O.rs' sound­
in d.rkness they mutu.lly ply them." 

5 . Kiili-zi，曲g 氣 車 站 . term suggesting both “.tmosphere，" in the sense of .mbience， .nd 
“we.ther，" specific.lly the signs of the we.ther. 

10. As Y u notcs， “otters offcring fish" .lIud凹 to two p.ss.gcs in thc Li-ch i :  one， in the Y，ïeh­
Iillg 月 令 ， .ssoci.tes the event with the first month of spring ;  the other， in the Wallg-c'，ih 玉 樹 ，
expl.ins th.t otters take c.rp. displ.y them i n  .1 1  directions， then offer them .nd d o  n o t  e.t thcm. 

。77 34: CTs， p. 1 645 ;  y，且， pp. 1 58-59 ;  Hs帥， pp. 79-80 ; MHjc 3 - 3 . .  
Rhymes: 2 dl，酬， 4 gl/IVI， 6 kl/rt.lI， 8 hrt.lI . Regul.ted 
Titl c :  Ch'icn-t'.ng County w.s in the .re. of H.ng-chou (modern Cheki.ng). As Hsi.o notes， 

Ycn， otherwisc unknown， must be the county m.gistr.te. lú Ji!. m.y indic.te siinply “.ccomp.­
nying" • pocm of the s.me title by Yen. 

1. As Yu notes， the first line involves .n e1.bor.te pl.y on bhaek-li5 百 里 .s the dom.in of 
• county m.gistr.te， • common reference. This  is complic.ted by • double reference to the Judge­
mcnt under hex.gr.m 戶 ， jìll 裳 ， “Shock":

Docs not make onc Iose ladJe and fragrant winc. 

值觀
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The Shock com白 terrifyingly，
Then laughter， ho-ho : 
Thc Shock 咽rtl自 a hundrcd milcs. 

Through this text 恥 伽nder shock is  .Iw.ys 伽ught to h.ve • r.ngc of. "hund時d miles川Iraeι
旬， .nd .s Yu notes， when Mei Sheng describes the met.phoric.1 thunder of the Ch'ien-t'.ng bore， 
its sound c.n be he.rd . “hundred miles." Yu cites the Po-K'ulIg liu-I'ieh 台 孔 夫 松 ， showing how 
thc .re. of. m.gistr.cy .nd . thunder shock .re combined in the kenning Luai-biollg 會 封 ， a uThun_ 
der fief，" for • county m.gistr.cy. Thus， if we were to try to incorpor.te these .ssoci.tions in the 
甘.nsl.tion， the first line would re.d， “Across your dom剖n of . 市undred miles: the thunderous 
sound of the tid.1 bore rolls， in its .ccustomed range." 

2 .  As Yu notes， this .lIudes to the common story of Fu Pu-ch'i � 木 齊， • disciple of Con­
fuci帥， who when he governed T.n-fu spent his time pl.ying his ch'的， .nd still T.n-fu w.s well 
governed. This 院 ofcour咒 . compliment to Yen， .nd Iikewise . justific.tion of the entertainment 
th.t seems to be in progress when the tid.1 bore comes. 

4. If  syntactic p.r.lle1ism is m.int.ined， the second hemistich of this line .will re.d， “g.ze 
out， awaiting the tide." 

5 . The Isiou-Iriu，" 秋 雲 m.y ref er to the spume of the tide r.ther th.n to re.1 c1ouds. 
6.  Thc Po Sc. usu.lly ref ers to the se. off the northern co.st; hcre it is simply . metaphor 

for the se.like bre.dth of the tid.1 bore. 
7. Snow or snow-c.pped mount.ins were common met.phors for whitec.ps .nd I.rge 

billows .  
8. Qil-dzllU� - 坐 refe目 to “everyone present in • group." The c10sing evoc.tion of chill 

i s  strongly reminiscent of Tsu Yung's 0629 1 .4 

。7770 : CTs， p. 1 652 ; Yu， pp. 1 64-65 ;  Hsi.o， pp. 83-84 ; MHjc 3 .4. 
Rhymes : 2 i訓， 4 djl，iw， 6 ghyeu， 8 bi.". Regul.ted 
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I . M阻旬 章 ， the “view" of the title， unites “gazing，" direction， and “hope" or desire. Here 
m.，αng is not only the poet's southeastern “gaze，" but the southeastern “heading" of the set sails 
Ziεh 席 are speci自cally “mat-sails，" and guèi t主 is the proper verb for “setting" them (Yu， citing 
Li Shan) 

2. 5/rur-gu淚 水 國 was a common poetic term for the lower Yangtze region 
3 . Yu cites the advice of the Y; : “It  is advantageous to cross the great stream" 利 J曹 大 川 ，

This 間， a t  best， an 叮onic echo. The second hemistich divides more naturally jr叩g-lì z/riep 爭 .H i膏，
“to cross， struggling fc賀 advantage."

4. Njim 任， translated as "at the will 0[，" is actually a more personal “trusting themselves 
to." 

5 . The intrusion of an imaginary interlocutor in the middle of a poem was common， but 
mOTe common in “old style" poetry than in regulated verse ; here it  strongly violates parallelism 

6. T'ien-t'ai Mount剖n 夭 台 山 ， with its f.1mous stone bridge， was one of the most famous 
scenic spots in the Southeast. The perilous ascent of the mountain had long been associated with 
the quest for immortality， most notably in the imaginary ascent described by 5un Ch'o in the 
Yu T'ien-t'ai-J/ran Ju 遊 夭 台 山 賦

7. 1 have preferred to take dzlwà. 坐 in its basic mealling "to sit" ; howevcr， scvcral of the 
colloquial poetic usages given by Chang Hsiang in the 51.i/r-峙'，，-(/r ';i yü-位'u I.ui-J/ril. would be 
applicable here， especially "and so . . . " or “at this moment. . . . " 

8. As Yu not白， this line echoes Yu T'ien-t' ai-J/.an fi. “One Redwall Mountain rose clouds 
rise， setting up a marker" ;t. ä. lt 起 而 .tt 標 ( W/r I l .4a). Li Shan 口tes thc T';rn-t' ai_shol1 t 'u 天 台 山 間
to the effect that Redwall Mountain w自 the “south gate" on the journey to T'ien-t'ai. Li also 
gloss自 bieu t車 as “something (set up) by which a thing can be recognized." Seeing rose clouds 
from his boat， the poet is 間minded ofthe rose clouds that Sun Ch'o wrote of rising from Redwall 
Mountain， a stage on the journey to T'ien-t'ai Ngia-z/rit 且是 是 could be taken as a slightly more 
dubious "1 wonder if they are，" but the quality of the phrase is closest to "they seem to be. . . . 刊

的729 : C 1弓， p. 1 644 ; Yu， pp. 168一旬 ; Hsiao， pp. 85-8 6 ;  MHjc 3 .4b-5a .  
Rhymes : 2 zl.iε旬， 4 miaeng， 6 /raeng， 8 IlUaeng. Regulated. 

1. On the advice of Oaniel Bryant， 1 have decided here to follow Yu's suggested reading 
of :t for Æ. The “Master of Ultimate One" 太 一 于 refers to a Taoist adept， also mentioned in 
07640 and probably the adept meant in 07683 

2. See note to 07770， line 8 .  T咽n-ha 1t lt ，  . ‘feeding on rose clouds，" or more properly 
“gulping rose clouds，" was a form of Yang-ingestion commonly used i" poetry to refer to an 
immortal or to someone aspiring to be an immortaJ. 

3 . The Peak of Flowers was the highest ridge of T'ien-t'ai. The su均ect of the line could 
possibly be the Master of Ultimate One， but since the verb zim 卒， “seck，" is the same as the “visit" 
of the title， it most likely refers to the poet's s凹rch for the adept. 

4. As Yu and Hsiao note， Evil Creek was indeed the name of a prodigy-infes<e過 creek near 
T'ïen-faÎþ but 的 Hsiao suggests， the line 3150 ref ers to a common story found i n  various versions 
that Conf ucius or Tseng-tzu would not drink from Robbers' Spring and{or stop at a village called 
Conquering Mother because they “hated the name" 惡 其 名 ; see Wh 2 8 . l a - l b  with comment盯y.

5. BI.img !. is an elegant variation on the poetic location-marker qii1Î 帳 ， >5 “among."
6. The use of dz/ret 哉， “to cut straight through，" for a water journey 臼 rather unusual， 

bu t not without some precedent 

z

 

yr‘五三ρ學、

。7727 : CTs， p. 1 644 ; Yu， p. 1 47-48 ;  Hs帥， pp. 65-66; M均< 3 個 ，
Rhymes : 2 gyi酬， 4 lim， 6 shim， 8 gyim. Regulated. 

1 .  D/r)i-zià 代 謝 is a compound describing one thing taking the place of another ; in the 
translation 1 have decided to keep both components， the “10白，" ziil， of one thing and its “replace­
ment，" dh剖， by another. I t  is possible to take 叮in-jr/ri) 人 事 simply as “human life，" 的 does Frankel， 
but here 1 have taken it as “human affåirs" to emphasize the events and experiences in life .  The 
line strongly recalls T'ao Ch'ien's “([n the relation) of winter's cold and summer's heat there is 
succession， Joss" 寒 暑 有 代 謝 (CTsins 6 口的
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2.  HilUi"月-IJi 往 永 m.y 凹f甘 to the restless physic.1 movement of people .s well .s， by cx­
tension， to the “coming .nd going" of their Iiv凹， the ch.nge of gener.tio咽s. It is pre口自Iy this 
pro白白 which “forms p.st .nd p閃sent."

3. Fr.nkel t.kes slri)l1g-fziek 耳串 連 as referring to the be.uty of the I.ndsc.pe which is  "kept" 
.Ionc; Yu takes sl，iiJ/lg-fzitk 站 the “甘.ces of glorious men." Tzíek 造 is usu.lly .n .rtif.ct or identi­
fi.ble n.tur.1 thing 凹 sc凹e th.t reminds • viewer of someone th缸 h.s been there bef ore. Though 
my tr.nsl.tion str.ddles sever.1 possibilities， 1 think sl'íilng-fzíεk ref ers to the “tr.ces of men p.st 
in the glorious scene." 

4.  N�-b，i 我 章 is simply “we， “our group，" but the group 阻 c1e.r1y defined in distinction 
fro m  those who h.ve been to the pl.ce in the p.st， hence the tr.nsl.tion 

5. As Yu notes， Fishweir Islet Iies in  the Mien River (p.rt of the H.n River) .nd w.s the 
dwclling of P'.ng Te-kung 龐 德 仗 ， • f.mous recluse of Hsi.ng-y.ng to whom Men喧 refers often 
in his poetry. Fishweir is thus • fziek， • “site" that reminds the viewer of someone past 

6. Yün-meng M.rsh would be .ssoci.ted not only with the .ncient kings of Ch'u but .Iso 
with Ch'ü Yü.n. 

7. Like Yu .nd Fr.nkel， 1 must here quote the relev.nt p.ss.ges in the Tsin Hislory : 
Yang Hu ddighted in the mountains and rivers. Whcnever the atrnosphc間 W甜 particul:uly fi肘. he WQ咽Id
always go 0仟to Mount H臼凹. and there would drink and recite poetry. nevcr tiring the whole day through. 
But on間. Qvercomc by emotion and sighing. he said to Tsou Chan and others ， “As long 15 thc universe has 
be凹， 的 long has this mountain been. Many have bem the worthics and great mcn who.just like I and you now. 
h.v可c climbed herc to gaze af ar. They have all perished and are hcard of no morc一晶的 is what giv目 me SOTfOW 
If after my lifetime 1 still havc any consciousness， then surcly my sou) wil1 stil1 dimb to this spot. " And Tsou 
Ch.n s.id， “ Your virtue crowns thc wholc world; your way continues that of thc wise m心n of the past. Such 
noble rc仙tation and admintion wiJl su問ly continue on with this mountain. But for people likc myself. it will 
bcju社 恥 you h.ve s.id." . . . [Af間r Yang Hu' s death). the people ofHsiang-yang crectcd a ste1e and built a temple 
at the spot where Yang Hu used to take his case on Mount Hsie官司. and every ycar they would make sacrifices 
to him. And not a single person who looked on thc ste1c could help shedding tears. so that Tu YÜ gave it the 
namc “the stelc of te.rs" ( Tsin， pp 的扭， '022). 

。7767 : CTs， pp. 1 6 5 ←5月 Yu， pp. 1 5 1 -52 ; Hsi.o， pp. 69寸2 ; Mf守門 ， 巾 ; Hyylc in ηh后， p. 92 ; 
Yl，c in ηIrT 5， p. 3 8 1  (incomprehensibly .scrib吋 to Men嘻 Chi.o!) ; Wyyl， 
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7 . Though 1 have translated /Iillaëng-/lllad 永 懷 ;;l S the characters arc giv凹， “constantly with 
som thing on onc's mind，" 1 suspect that the prop叮 interpretation hcrc i5 Iriuaèng-/maeí. taking 永
in the sense of 味， “to sing ofwhat is on one's mind." 

8 .  The relations between the string of images in the last line are willfully indeterminate 
Thc window suggests either the poet is gazing out or that light and shadows are being cast in. The 
“emptiness" of the window indicatcs that it is unblocked， but it also suggests the insubstantiality 
of moonlight and shadows as well as thc “lack of purposc" in the poet's Iif e. 

。7的 5 : CT.<， p. 泊的 ; Yu. p. 279;  H訂閱， p. 205;  MHjc 4. 1 2a- l2b ;  Wyylr 291 .6b ; E口. p. 348  
Rhymes: 2 sin ; 4 njin. Regulated 
Title : The Chien-te is the name givcn to thc Che River abovc Chicn-te County in Chckiang 

For a discussion of this poem and 078抖. which follows， scc Palll Kroll， “The Quatrains of Mcng 
Hao-jan." MS 3 1 ( 1 974-75) :  344-74. 

1. le-jiou 移 4年 implies volition. 
4. The proximity of the moon's rctlection is probably what is mcant here. 

。7848 : C亮， p. 1667; Yu， pp. 279-80 ; Hs帥， p . 205 ; MHjc 4 . I b ;  WYY/I 1 57 .5b 
Rhymes:  1 X初， 2 dëJl， 4 shiiu. Regulatcd， with two “A" form couplets in succcssion 

1 .  C，均 勢 combines thc notion that thc poet was “unaware" of dawn and that he did n叫
“wake up" with dawn. To qualify men 眠 with cllUin 卷 is rather unusual，j ust 的 “sleeping in spring" 
is in English : the intcresting circumstance of the poet's slceping is not that it is daytime， nigl凹， or
darkness， but that it is in spring. 

2. This is the moment， the first perception， and pcrhaps thc cau呵 of waking
3. IÌl-13i 夜 車 is a bound form， usually meaning “last night." 

。7630 : C 恥， p. 16坪; Y口， pp. " 一 口 ; Hsiao. pp. 1 0-口 ; MHj什 .2b-3a .
Rhymes : 2ji甜， 4 1話. 6 IIi品. 8 ngill. The first  two couplets are looscly rcgulated， tse rhyme: the 

second two couplets are unregulated， with the final line， a quotation fro m thc Nineteen Old 
Poems， made up cntirely of detlected tones 

Title : For Jo-yeh Creek， sec note on titlc， 064 1 7. 

4. LiI1l-piaèl1l 臨 泛 might conceivably bc taken as “about to sct o u t  tloating，" but /il1l i s  so 
ofì:en used with looking down into 出e water， that it probably hcrc mcans "Iooking down into 
the drifting current." long-iú 家與 describes a contented carefrce wandering， which. as Yu notes， 
hearkens back to the itineraria of the Ch '恥悟，“-

6. The “girl washing gauze" is to be a beauty like Hsi Shih， discovercd washing gauze 
in Jo-yeh Creek 

7. 1 have here followed Yu's suggestion to read 似 instead of 丰 -

《�"肉。 . r T.. ... t"�有� _ V . . __ ﹒ ' ‘ ， . 貝 .L.�' ���自 �←....LU.I心一律一、+←---l，lL自」←�7'" - - 叮 r - L "� 7 . L �. rr 且 Y:Y-.J"h 且 ， 祠 ， ...p. /j- 斗 . J VI J tjl j . �<l . V f' f )'''  .0;.0電九 yu
Rhymes: 2 giu.i，  4 /til帥. 6 xi訓， 8 b巾.i. Rcgulatcd 

1. [ ha開 chosen to read 寂 寞 here with Yu， rather than thc 寂 寂 of MHjc and some other 
texts. The repctition of this compound in line 7 violatcd later prohibitions against 問dundan句，
and the variation is the sort of “improvement" 。叫 a tcxt that wc should regard with extrcmc 
caution. Dzllek-l1Il1.k implies silence. isolation. and a sombcrncss that belongs both to the sccne 
and to the person in the scene. The giaèng "11. z/û， 竟 何 特 1S a variation on a yi何It-jil tag 

2. Though it is tempting to make Meng's “白turn" one of those spiritual returns that 0凹凹
的 o ften in Wang Wei's poetry， it may be that every morning Mcng returns fro m a futilc search 
for employment. The line is suprcmely vague. 

3. As both Hsiao and Yu suggest， this line sugg白白 Ch'甘 Yüan's going 0仟 to pick fragrant 
plants， without involving any specific textual allusion. Picking fragrant plants 時 an cmblem of 
cultivating one's goodness 

5. Dang-lò 當 路 means to “hold power in government，" from Mellciu， 11 A . 1 . 1  (Yu) 
6. As Y u notes， this echoes the 晶晶h of the Nineteen Old Poems ( W/I 29.40) :  
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Onc piti白 not thc singer's sutferíng itself， 不 惜 ，史 事 苦
Hur fccls pain that those who understand are few.  1!!. iI 壘， 奇 特
“Thosc w h o understand (the tone)，" dji.ε-qyim 壘，膏， are thc “true 仕icnds" ofthc translation. Meng's 
line is taken vcrbatim from a Lu Yün poem， Wh 25 . 5b 

7. This I ine seems to respond directly to Wang Wei's injunction to Meng in 0595 1 . 
8. The gesture of returning home and c10sing one's gatc occurs very often in Wang Wei's 

poctry 

oó89 1 : CT.<， p. 1 4仇 ; Hyylc in 1]hT.<， p. 5 1 ; Yl，c in 乃h T.<， p. 3 5 7 ;  Twt I 7A.2b-3a ; Wyyh 234.9b ; 
TJc.霄， p . 486

Rhymes : 2 Ii削， 4 .<him， 6 .<im， 8 qyim. Regulated. (Note that the poem was nevertheless included 
in TII，t.) 

Tit1c : This was probably the Hsing Fu Temple 興 福 寺 on Broken Moun個in 吸 血 in Kiangsu. 
The poem was so popular in later centuries that it was carved on a stele and set up in the temple 

1. It is ambiguou， as to whether the poet is “entering" the temple or the dawnlight is 
"cntcring." Njip 入 would more likely refer to the human， but there are cases where light and 
scenes enter places 

2. For 照 Twt reads Ðfl and Wyyh reads 喔 ，
4 .  I n  Iater poetry i t  became a commonplace t o  contrast the austerity of Buddhist meditation 

to thc scnsual distractions of a spring garden. 
6. The reflecting surface of a pool is the Buddhist emblem of the illusory nature of the 

scnsuotls world : its forms are kWlg 雯 ， “empty，" “insubs臼ntia l ." Thus， the mind that meditates 
on sllch iIIusion becomes itscJf kllng， “void." 

7. Thc lIIiaèn-l�i 為 錢 ， translated as “nature's sOlmds，" 盯e litcrally the “ten thousand pipes" 
。f Hcaven and Earth， d白cribed in the Ch'i-wu lun 齊 #申 請 chapter of the CIIIlang-tzu. 

8. Jiong-kèng 鐘 聲 are Iiterally “bells and chimes，" a p問-Buddhist musical category here 
used for thc tcmple bell， whose insubstantial tones remind the listener of the vacuity of existence. 

ooR78 : CT.，. p. 1459. 
Rhymes: 2 k，叫， 4 m.呵， 6 kiua叫
Title : “Drifting at White Dragonhole : Sent to One Studying the Way on T'ien-t'ai" 台 龍 窟 沉

舟 寄 天 台 學 正甚 者 . The first six of twenty Iines are quoted 

5. This image is based on the common poetic assertion that the color of waters joins that 
ofthc sky 

6. Ch'ang Chien's use of I，illan-kíuael 雲 闕 is unusual in that thc phrase usually ref ers to 
“palacc gatc-towers like clollds，" rathcr than to “clouds like palace gate-towers." 

06875 :  C Y" p.  1458 .  
Rhymes : 2 .<I，i， 4 ι缸， 6ji'， 8 幼時，
Title: “Ancient Stirring" 古 典 The first eight of twenty-four lines are quoted 

CHAPTER 7 

。6725 : C 芯， p. 1 433 ; Li， 帥. 3 7-3 9 ;  Hyylc in 乃hT.<， p. 100; Wyyh 2 1 2 . 1 2a-12b. 
Rhymes : 2 zi阱. 4 sll;阱， 6 .<im， 8 qyim， 1 0 gyi阱， I 2 ngyi削， 14 qim. The first four couplets are regulated， 

with strong violations in the fourth position of the third line and the fifth position of the seventh 
line. As the poem breaks into the yiieh-fu mode in line 9， regulation disapp個時， but reasserts 
itself in the last couplct 

1. The IlIIaeng-dhek 橫 � was a seven-hole flute blown fro m  the sidc Iike a Western flute; 
it was often asso口atcd with fronti叮 music. Qiuaèn 息 . here translated as “中臼ks complaint，" is 
a difficult emotion to translate， involving “grief at" something， often with an element of anger 
or resentmcnt. It is possiblc that the river moon is the object of the flu妞's “compl剖nt，" in which 
case thc moon would be the remind盯 of mortality or the player's separation from the Northland. 



Notes to the Poems 3 5 9  

2 .  The translation given i s  the most likely i n the context o fthe expectations o fth時 間bgenre
The "small boat，" however， could be the ob ject of the poet's scarch 

3. The “long-drawn-outness，" djlliang 長 ， of the notes bccomcs the “f ar distance" thcy 
travel， going from the southern river scene out beyond "Ch'u's moun臼ins."

4. Passing beyond Ch'u's mountains， the melody reaches its dcstination in the Tartar passes : 
this journey is the enactment of the figurative "distance" between the fronti叮 mode of the music 
and the place in which it is being pla yed . 

6. As the music goes out， so the thoughts of the player go afar to the Tartar passes 
7. The shores' chill may be the due to the affective inAuence of the music and its northern 

theme. Li's note that pð寸iü 浦 議 refers exclusively to a sea or lakc shore is in error. 
9. Thc phrase zlrui ga-tziJ 誰 家 于 and the situation belong to thc world of yiieιIu ;  cf. Ch'en 

Tzu-ang 04380 
10. The most common association of Han-tan， 的c capi臼1 of the ancient state of Chao， is 

with beautiful womcn， but it often can evoke a conviviality that includes knights-errant， sec notc 
06741 .  Furthermore， it 凹 a northern city whose northerliness stands opposed to the southern 
boating scene. 

口 • Qiðng 擁 involv白 either “squeezing" (often used with crowds) or “taking something 
lJ1 01呃's arms，" "hugging" : the point here is that the people on thc boat clasp thcir oars and forget 
to row， so entranced are they with the music. 

12. The northern music affects both spirits and weather. Gyim 樣 unitcs the emotional 
and the sartorial 

1 3 .  This seems to be a scene or thought evoked by the mus院 echoing the first of the Nineteen 
Old Poems， where “The Tartar horse leans into the north wind" 坊 � 依 Jt 風

1 4. Following the order of the couplet from the first of the “Nineteen Old Poems，" a 
mention of Yüeh is appropriate herc. The theme of "longing for the north" is brieAy abandoncd 
for the more general point that each thing longs for its home. The line alludes to a story told by 
Ch'en Chen to King Hui ofCh'in : 

Chuang Hsi， a native ofYüeh. served the state ofCh'u as a minister. A ftcr a whilc， he grew sick， and the King 
ofCh'u 血泊， “Hsi w晶 晶rmerly a commoner in Yüch， yct nQW he serv目 前 a mÎnister in Ch 'u. He has becomc 
rich .nd noble， but 1 wonder if he still longs f or Yüeh . "  An .ttend.nt s.惜， “甘lC avcrage person thinks of his 
p.st 口rcumstanc臼 when sick. If  he's thinking of Yüeh， you will hc.r thc sounds of Yüch ; if he's thinking of 
Ch冶. you will  hear the sounds ofCh'u." Thc king sent someone to listen to hìm， and Chuang Hsi w晶 making
the sounds of Yüeh" (Sc， p. 230!)  

Ch'en Chen's story was prohably  speaking of dia lectical differenc凹， but W.ng Ch 'ang-ling is 
using the a llusion ， based on the paradigm of many similar stories ， to refcr to thc music. The "exiles，" 
tsien-旬的 運人 ， apply neither to the case of Ch'εn Chen nor to Chuang Hsi ， and hcre probably 
serves only to Íntensify the mood of displacement. 

1 5 .  This 甜fers to the fa mous white gr甜甜S of Central As悶， mcntioned in Hs， p.  3 8 7的
1 6. Lung was located .lmost directly west of Ch 'ang-an， in modcrn Kansu. The position 

of the troops on the “north side，" qim 峰， of the city walls suggcsts preparation for a campaign 
into the frontier region . 

06726: CTs， p. 1 43 3 ; Li， p. 22. 

Rhymes: 2 mi抖， 4 glli1i， 6 bi1i 

4. This line could also be interpreted "the soul dreams of return." 

06694 : CTs， pp. 1425-2 6; Li， pp. 23-28 ; Ts:日'， P. 364.
Rhymes : 2 h酬， 4 xu帥， 6 的酬， 8 dl，阻tJ ， I O '。悶U， 1 2  "�II 
Titlc : DhJi '1'(， herc is 110t thc markcr of a yüc":fiJ， but rathcr a pocm writtcn “011 bchalf of" somconc 

e!se : the poet invents what they say; cf. 041 50-5 I. The discourse attributcd to the host begins 
at line 1 3 . The first twe!ve of thirty-eight lincs are translated 

I. The “breath of killing，" or “Înterficient pneuma." Jhraèi-kiJ; 殺 氣 ， is the quality of 
atmosphere asso口ated with the second month of autumn in the “Ordinances of the Months" in 
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the Li-c1ti. From the .utumn .ir's destruction of the vegetation， the s"ra訓-ki.i is further .ssoci.ted 
with warfarc and the hunt 

3 . Literal1y， "Drifting dust rises on al1  four  sides." On the one hand， sl-ben 由 進 means simply 
“al1 .round" and the line is purely descriptive of the visual scene ; on the other hand， 5ì-bm i s  more 
commonly thc “frontiers th.t surround China，" .nd thc drifting dust is .n  cmblcm of fronticr 
warf are. The second .sso口ation remains only an ominous overtone behind the predomin.ntly 
vi.'iual scenc. 

5. Qi1i-句iε11 總 然 mcans “.s .Iw.ys" 叫 “.s 1 used to" : thc implication is cithcr that W.ng 
Ch 'ang-ling has been there bef ore or that he lodges there while traveling in the regíon. The second 
possíbílíty seems the more likely. Fu-feng was located about 1∞ kílometcrs wcst-northwest of 
Ch'ang-an ; íts strongest liter.ry .ssocí.tion w.s the Fllc.fet，g ko 扶 風 歌 。fLíu K'un ( Wh. 2 8 . 3 8.-39.). 

6. Ðzhì-如聞 自 寬， transl.ted .s “目前 my spírít，" dcscrib凹 a re1axed mental state， an “expan­
sivcness" th.t contr.sts wíth terms o f “cr.mpedness，" “pent-up emotions，" .nxíety. 

7.  The compound cmbeddcd ín  thís líne ís 1iI-5;III J重 心 ， to “regulate the mind" or “control 
thc hcart." The cpíthet 1"".. 寸， “squarc-inch (of thc mínd)，" ís used to emph.sízc thc .pp.rent 
tíníness of the uncontrol1.blc font of cmotíon. 

8 .  The line ís liter.l1y “Who c.n r.p the long sword hílt?" The líne .11udes to the f.mous 
story of how Feng Huan bec.mc • ret.íner of Meng Sh.ng-chün : lodgcd ín • guest housc Feng 
beat Ollt tíme wíth hís sword hilt (or sword) .nd sang of wh.t he I.cked ín hís povert y ;  ín each c.se 
Meng Sh.ng-chün províded thc thíng míssíng ;  see ClwlI-kuo 白'e， Ch'i  15'e，  and Sc， p. 2359.  The 
ímplic.tion ís th.t Wang's rel.tíon to hís host ís dífferent from that of Feng HII.n to Meng Sh.ng­
chün . I t  ís dífficult not to he.r • mel.ncholy írony here， .n aw.reness th.t the heroísm of .ncíent 
days has vaníshed in this world. 

9. For . símil.r use of dz"iòu 就 as “to go to joín (someone ín • drínk)，" see 0伽利 4
也. "Hardshíps of Tr.vel" 行 路 難 ís • yüe�←j. title strongly .ssoci.ted with P.o Ch.o: here 

1t conc白ns the dífficultíes of p.st experíences， partícul.rly the host's suflerings o n  c.mp剖gn

0674 1 : C恥， p . ' 4 3 7 ; Lí， pp. 108- 1 0 ;  Hyylc ín ηI.T5， p .  102. 
Rhymes: 1 dlreu， 2 gyw， 3 5i訓， 4 deu ， 6 51"au (t'ung). If  one were to specul.te on the eflect of thís 

str.nge rhyme scheme， there seems to be • strong dísson.nce ín the closíng I'ung-yün fol1owíng 
such a strongly 白臼blíshed pattern of p'ing-shui rhymes. Unregulated 

4 “Leve\plaín County，" Yü.n-p'íng， ís ín T'剖-yü.n Comm.ndery， north of Ch'.ng-.n 
C/，ia 擊， tr.nsl.ted .s “held on hís .rm，" .lso í mplíes “kept under restr.ínt." As Lí notes， the 
gi>p-dell 色 鵰 ís • I.rge bl.ck e.gle or h.wk 

0678 1 : C T5， p .  '444;  Lí， pp. '92-94; Khc ín η1. 恥， p. 1 7 7 ;  Yþc 3 3 .4. . 
Rhymes : 1 51""11， 2 gunll， 4 111叫... Regul.ted. 

L主坐監空也陣主空空hís couplet covers v甜 arc詞， and a síngle poínt of víew cannot be 
detenníned. Kokonor， Ch'íng-haI 藩7促而面面tlì百01ðl百面前cr口的rthw自t訂f亡h旦前電-a-n-，挾持一一一­
south of the K.nsu corridor. The Mountaín ofSnows 雪 山 líes .bout 450 kílometers south-southe.st 
of Kokonor， ín the northwestern tip of Szech wan. Jade Gate Barríer 玉 門 制 lies f.r northwest of 
Kokonor， a t  the vcry típ of the Kansu Corrídor ín Centr.1 Así.. 

4. Kror.it間， Lo-lan 樓 繭， was • Central Así.n state of H.n tim口 ; Lí sug皂白ts it stands for 
Nop-bhílXk-blX 的 縛 放 of the T'.ng. Lí t.kes the last líne as statíng the sold時凹

，
hopeless desire to 

rcturn home， but he also 口tes Shen Te-ch'ien's comment that ít c.n be eíther • I.ment or a heroíc 
vow (though Shen too prefers I.ment). 

06764 : C T、 。 p . 1442; Lí， pp. 1 27-28;  TWI 1 3.7b. 
Rhymes: 2 ("uil1， 4 .. ji... Regulated 

l .  Jri決 !Ic ís usu.l1y used for the tíme when the sun ís ín the western part of the sky. 
2. Thís is a good cx.mple of poetic díctíon : chui.. 春 .pplies to both the flowers .nd the 

“fiowcríness" of the door 
3. Though IIgiok-dhei 玉 垂 的 . poetíc term f or the ímperíal dwe llíng， the sígníficant compound 
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here is gitlèng-dlJei 鏡 壘， a mirror stand. That it is a “jade stand" suggests a wealthy dwellin耳， but 
it docs not have any specifically impcrial associatiol1. Similarly， the "'I�II- /iollg 盤 龍 is a dccoration 
on the mirror and not the imperi.1 dragon. 

Notes to the Poems 

06794 : C恥， p. 1445 ;  Li， pp. 1 3 6-3 7 ;  Wyyh 204.4' ; YÞC 43 .4b ; 1月的， p. 362. 
Rhymcs : 1 ，，，，的嗯， 2 shria幣， 4 c1jhi閻明. Regul.ted.  
Title : The Ch'ang“hsin- p.lace was whcre Pan Chieh-yü w.s sequestered .ftcr Han Ch'eng-ti 

m.de the Chao sisters his fa vorites. Pan Ch世h-yü became perhaps the most famous examplc of 
the “abandoned consort" and a f.voritc figure in yüehτfu. Yþ{ 的 問一5a 阻 devotcd to songs 
about Pan Chieh-y位， and here Wang Ch'ang-ling's quatrain is listed under the yüeh-:fu title 
“Resentment in Ch'ang-hsin Palace" ld吉 怒 . Another group of such songs appears in Wyyh 
204.43-5a .  In Wyyh this qu.tr.in is listcd without .uthor .fter a quatrain by Ts'ui Kuo-fu ; this 
should me3n that Whhy attribut臼 this quatraín to Ts'ui， but thc quatrain was 50 famous， ít secms 
probable that this is simply an error on the part of the Wyyh editors 

1 .  Gyim-tzitllg 金 升 ， the “golden well，" is an orna mental term often indicating a palace . 
Li suggests the yellowness of the p.wloni. le.ves is . m.rker of late autumn . 

2. Though jio-li&1IJ J車 簾 refers to . “b凹ded" curt.in rather than to • curt訓n of “pe.rls，" 
the opulent associ.tion of pearls is not altogether missing. The line suggests that bccause the frost 
品rst c.me the night bef ore， this night P.n Chieh-yü will not roll up the curtains 

3 .  As Li notes， the xillJn-/iong 重 籠 is a sm311 b.mboo cens口 used to keep clothes and bedding 
fragrant: in this case， bedding is probably indic3ted. 

4.  The last line translates literally， "She li白， listens to thc clear dripping from south palace 
stretch long (into the night)." Contrary to Li's suggesti凹， lIom-gùmg '*i 宮 is probably Jlot the 
South P alace of Lo-yang， but rather the pa13ce buildings to the south of Ch'ang-hsin within the 
imperi31 city 

。6393 : C T.<， p. 1 363 ; Wyyh 235 . Jb .  
Rhymes : 2 dzhill間， 4 qen， 6 恥tI， 8 t凹， 10  c1.iIlEtI， 1 2  zillw. Regulated， with acceptable fourth­

position violation in linc 1 1 ，  .nd Icss .cccpt3blc fourth-position violation in linc 9 
Title : Therc were Fragrance Mountains 香 山 in various parts of China ; 此 間 i mpossible to tcll 
which is referred to here. 

1. This ís a case whcn tsu;-míl; 單 徽 probably ref ers to the verdure of a mountain slope 
rather than to mists; scc note to 06137， Iine 2. 

3. Dò:i .. is a term of which the pr配ise value in poe甘y is often difiicult to det盯mme : }ts 
m叫 meaning is a 九ash" or “to sash " ; from this it is extended to m凹n “surround" or “wcar at 
waist." In its most extended sense， it simply means to “臼rry." Here it is used primarily in  the sense 
of“ carry，" not as a willful “bearing/' but rather almost as an adornment 

5 .  R凹ding 殿扯 with Wyyh， r3th盯 than 求 拂 ofCT.<
6i. The proximity of a mountain or mountaÎn têmplc to Hc:}ven was a commonplace in 

poet門. a commonplace anÍ而聶哥 111 laolst speculãf而百七于coTr討回s--m而UgIγw指ch-討社:=肘se一一一一­
between earthly 3nd heavenly realms was possible 

7. Dei 低 could possible m四n that coming il1 through the windows， the peaks and ridges 
seem to “sink" to the poet's resting place ; however， the interpretation in the translation is supported 
by the topos of the inversion of high and low in moun臼il1 poetry ; cf. 0596 1 ，  line 4 note 

8. 5hiti-gtlèi 世 界 was a Buddhist term that was quickly extended in poetry to ref er to the 
sensible world， without the antitheses 晶晶 formed the older terms of Chinese cosmology 

1 1 - 1 2. Birds filling the groves and thc sorrow at rcturning homc werc standard marks of 
closure in banquet poetry. Here they are transferred to the poet's departure with dawn. NgitlenzillEn 
吉 美 is a S高ih tag (see 51.ih 1 87) ，  in which ng間iaen i s  intcrprcted a s t h c f"st P白的n pro叫oun

10544 : C T.<， p. 2269; Chiu-chia 2 . 1 9A， p. 42 ; Ch'ou， ι 4， p. 43 
Rhymcs : 2 xi�嗯， 4 也旬， 6 pia.幣， 8 Ûl1.rlg， 10 jrhia.，哩， 12 I"，�ng. Unregulatcd 
Titlc: Thc “Tcmple of Grcat Clouds" 大 雪 寺 refcrred to hcrc was the one in Ch'ang-an. Th臼

pocm is usually datcd to thc time Tu Fu was trappcd bchind rcbel lincs in Ch'ang-an in 757 

'
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l .  Thc metonymy of IIIio-zhiuè 且在 唾 is striking; the situation of watching the Iamplight 
in slecplcssness was common in poctry. bllt here it is as though Tu Fu is pcrceiving the situation 
from outside himsclf. 

2. Chill-chia and Ch' 011 cite the Vimalakirti 5utra concerning a land of many scen臼 However，
。1f.1Ctory delights were common in many BlIddhist stories and were a real part of Buddhist temple 
life. so no allusion need be present. The use of dji. � 閉 目gn的cant， involving recognition rather 
than simply smclling. 

3 .  The nigl祉'5 shim j軍 unites the visllal qualities of the dark sccne with the lateness of thc 
night : both make the scene “deep." Tuat-IIgu.t 突 兀 自 uscd to describe the whalc-leviathan in 
Mu HI旭、s “5臼 fu" ( Wh 1 2.9a)， but the compound became common in the mid-凹ghth century 
to d白cribe buildings and monuments. 

4. The "間.g-da..g 球 11 was a metal bell or chimc hung at the corner of a building and rung 
by thc wind. 

5.  lt is impossiblc to tell whether the blackn的s of the night figuratively “c10s白 up" the 
garden or whethcr this is simply a statement that the garden is "c1osed up." 

7. Thc Chain of Jadcs， IIgiok-jh的管 玉繩， is a pair of small stars near thc Northcrn Dipper. 
Thc “chain" is litcrally a “rope." The “breaking" of the ch剖n/rope probably m臼ns that onc of 
the stars disappcars behind the building. 

8. Thc “soaring" ofthc iron phoenix probably describcs the movement of a kind of weather 
vanc. 

9. Herc 1 follow the interprctation given in thc Chiu-chia commcntary 
1 1 .  Qok-ià ;;荒野， the “fcrtile plain，" i s  givcn in the 5lrih-c1.i as the characteristic ofthc capital 

rcgion， Kuan-chung， where there w曰 “never a year o f fa mine" (5ι， P. 1408). 
12 .  The dust raiscd from the moist earth o f Kuan-chung is the mark of warhorses. 

06366 : C 恥， p. 1 3 5 7 ;  Hyylc in Tjh 刃， p﹒ 75 ; Twt 1 2. 1 6b ; Wyyl. 3 3 4.4b 餌 ; T的， p. 286.
Rhymcs : 2 pa泊， 4 kaek . 6 bl.ae壘， 8 .<I".k ; 10 miaenK， I 1  t封口啊， 13 dzlriεng， 1 5  dzl，i酬g， 17 shiεItg， 

1 9 mi.eI% 2 1  slrraeng ; 22 .<hrà， 23 IIguà， 25 I.à; 26 hiuaen， 27 mm; 28 肘， 29jì.
Titlc : Thc tcxt of the title is the form in  which i t  appcars in Hyylc， Twt， and T.<c.<. I t  is admittedly 

a most pcculiar construction， 白pecially in thε use of ngi，l 語. Probably because of the ngiú and 
bccause ，eem 是 usually indicates an additional occasional purpose， the C T.< editors and the modern 
editors of T.<C.< have changed the phrase to gem gyè-ngi.lIùng 是 寄 語 弄 ， a more common construc­
tion， meaning "also sending these words playfully to. . . . " 1 feel more comfortable with the 
rcvised version of the title， but have retained and tried to make sense of the older form : the fact 
that Hyylc. Twt， and T.<e.< all have the form as given sugg口ts that it did not present as many 
problems to early editors as it did to later on凹 的'yylr， with its custom盯y laxness about titles， 
rcads 聽 覺 良 /ij 彈 琴 寄 房 鋒 事 “Listening to Tung T'ing-Ian Play the Ch'in : To Grand Secretary 
Fang." Fang Kuan became grand secretary in 753 ，  andthe poem is eithcr fro m  that year or  shortly 
thereaftcr. 

1. Ts'ai Yεn 學 1克 (自. later second century) was the granååaughter of Ts'ai Yung; she was 
captured by the Hsiung-nu and， on her release， composed an eighteen-stanza suitc f，凹 the ch 'in 
called “Nomad Pipe Songs." 

2. Thε paek 拍 is usually the “b臼t" or rhythm" of a song ; herε it CI臼r1y ref ers to a division 
or measure， which 1 have translated as “stanz." (which in Chinese music is properly a dhep 疊).
The di恥rent paek may havc involved fundamental shifts in rhythm， remarkable in their juxta­
position because they are played “in sequence，" "at one sitting，" qit-dhWI 一 彈 -

3 .  Hyylc， Twt， Wyyl.， and T.<口 all support the reading 向 over CT.< 沾 Thus， the “nomad" 
or “T盯tar" wceps， reminded of the frontier region by thc song 

4. This ref ers to the parting of Li Ling and Su W u 
5. The interprctation of this line can vary greatly depending on how one takes t'<rtJ/g-t5IXJ1g 

吾辛 苦 If t.""'g-t5!1.'哼 is the lush growth of vegetation， then the fortrcss is abandonned and the beacon 
fircs arc literally "cold." If 1.<咀ng-l'<!1.ng is the blue ofthe heavens， then the fortress is outlined against 
thc sky， and the beacon fires give no warmth to the fronticr guards. T'<lXJIg-l月的'g also describes the 
gray color of moonlig恥， but without thε specific rnention of the rnoon， 5uch an interpretation 
would bc forccd. 
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6. Though I ha ve overspeci日ed dhà:i-xul1.ng 大 荒 as the “steppeIands，" it is in fact the gencraI 
term for the “wiIderness" that surrounds the cuItivated land of China. Qim-djhim � 沌 ， transIated 
as “sunk in gIoom，" is one of those descriptive binomes that unites interior mood and exterior 
description of atmosphere 

7. Pilt 排 時 a particuIar way of striking a ch'in string : it is not a generaI term for “pIuck." 
Shang (sh阻ng 商 )， c�血fh (gak 角 ) ， and y品 (hið 羽 ) are the second， third， and fourth positions re­
spectiveIy in a pentatonic series， as welI as  the second， third， and fourth strings on a ch 'in. Their 
rclative intervaIs are dctermined， but their pitch depends on thc modc， /uil 律， in which thcy arc 
pIayed. 

8.  The sì-gau 西 郊 are the outlands i mmediateIy around the capital. Shrek-s/，rek娘娘 is glossed
in Wh 30. l b  as the “sOllnd of falling Ieaves" by the WII-ch'en commentary， and it is in this sense 
of sOllnd that it is most often used. However， Li Shan gIossed sh間k aIone as “with叮ed， shriveIed 
appCarance. " 

9- 10. A shift to direct address in trisylIabic Jines oftcn occurs in the middle of hcptasylIabic 
songs ; cf. 0793 1 . Jhin-miafng 神 明 is "divinity，" not in the sense o f a n  anthropomorphic god， but 
a transcendcnt quality of divinity that Iies beyond this world and within the self. Tung T'ing-Ian's 
ability to 帥ng 通 that divinity ref ers to both his abiJity to “comprehend" it and to make his 叫
“pcnctrate" to the divinc realm. Unf ortunatcly， thc exampIes of the divine realm to which his 
art penetratcs are mcrely supernatural， the gobIins to linc 1 1 .  An eIement of the /ùng 井， the “pIay­
fulness" of the song， may reside in this quick transition fro m  grand mystery to mere spookiness. 

1 1 .  Qy帥-tzlEng 妖精， translated as  "sprites and goblins，" is a colIective term f or minor 
supernaturaI beings. 

1 2. The function of ngiafn 吉 here is problematic: paralIeIism and context make it seem as 
though it is used as a particle， but it would be a particle of archaic flavor in an extremcly unarchaic 
context. Furthermore， as an initial particle it would tend to be understood as a first-person pronoun， 
which is c1earIy not the case. Moreover， I have been abIe to find no other usages of ngiafn in T'ang 
texts quite like this， and none as a particle paired with gaeng >t. Ch'in music can ngia酬， “express"
somcthing， but without an object here， such an interpretation of ngiaen wouId be forced. Gaei 
qimg shið.掌 管 應 手 is litcralIy “in cvery case answcring (thc movement of) his hand." 

1 3 . As in 067巧， not onIy does music evoke visual images， its movement 
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兒 前 把 我 頭
悶 ， 使何之
人古學賣主
直 很 有 這時

The child came forward a n d hugged m y neck， 
Asking “Mother， where will you go? 
People 阻y my mother must go， 
Nor will she ev叮 扭扭m . "

D/，u6.n-dzhiuet 鷗 � probabIy ref ers to  the  a仟ect of this musicaI image. 
1 8- 1 9. Various eIements of the naturaI sccne grow silent and still， stirred by the music and 

in order to Iisten to i t :  this appea自 often in pocms describing musicaI performances 
20. 1 have here retained the Hyylc， T酬， and Wyyh reading of .11， I$. instead of 鳥 呂學 of CTs and

latcr texts. In its modern Mandarin reading， wu-chu � J車 is the MongoJian word for "head，'﹒ and 
there was a Mongol c1an， the Uchumuch'in � 珠 穆 何 ; which appeared in the Ming. There may 
well have been a tribe of Q吋io .t， I$. Mongols ( ? )  in the T'ang， but I have been able to find no 
other mention ofthem. Clearly， some later editor thought it would simplify matters if this referred 
to the Qo-suan J， 轟 Turks. As in 06725 ，  the playing o f frontier music in China suggests the idea of 
‘'distance." 
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2 1 .  Lhasa was the capital of Tibet in the T'ang， but the Tibetans were then a warlike people 
who fought with and ofien raided China. 

22. 晶 陰 is the Hyylc reading ; Wyyh reads 晶 膏 Twt and Tscs read 油 膏• Pi叫-shrá 飄 視 is
a kind of brisk windiness， blowing droplets of rain， spray， or snow. 

23. Djhuì 墮 is a verb that applies to the "fal1ing" of tiles but not of rain. However， it  is 
uncertain whether the 可iles sent crashing" are real tiles or figurative tiles， describing the “crashing" 
rain of thc stonn. 

25. The deer， sent scurrying past thc hall， cry out; that "crying out" is a fixed echo of Shih 
的 1 ， whose orthodox interpretation involved seeking companions f，叮 a feast. This image Iinks the 
description of the music to the occasional c1osing. 

27. The "blue-chain-(patterned) gate" was a gate in the Han palace， which eventually 
bccame a poetic term for palace gates in general. For the model of this line， see the lirst couplet of 
Fan Yün's -6 傘 .. 正 中 音 (CL. 6. la) .

28. Tlltv-lia壘 成 略 dcscribes a frce， unrestrained personality and often， as here. takes an 
object:  a “'freedom from renown and profit." 

。6300: CTs， p. 1 340; Twt 16A.8a. 
Rh門ymes : 2 你回g， 4 tz;er臂， 6 slrie嗯， 8 se憎﹒ 1 0 dher嗯， 12 b1，eng， 14 gellg， 的 seng， 18 z/.ie嗯， 20 g啊，旬，

22 '，M，軒臂， 24 shraerrg. Unregulatcd. 
Titlc :  Here is the brief opening description of Chang Hsü in H5in Ts (耳 5764) : “Hs笛， a native of 

Su-chou in WU， had a craving f，叮 wine， and whencvcr hc w旬uld get rcally drunk， hc would give 
a loud bellow and run wildly， then u甜 his brush， or sQmetimes even write by dipping his hair in 
ink. When he sobered up， he would look at what he had do肘， and see divinity in 祉 ; but then 
he couldn't wri扭 曲 well."

2. Xua悟 dh暉 ，苦;t is an “opcnness" that can describe either a scene or the expansiveness of a 
person's nature. Mio slrriú illBng 無 所 學 is Iiterally "there is nothing with which he gets himself 
busy. " ' 

4. Great Lake 太 湖 is just south of Su-chou. “Genius' is used here in the c1assical sense， a 
a spirit that is the “e目enc鬼" of a thing or plact. 

5 .  Chang's “bare headedness" indicates that he does not hold office; thc i mplication is that 
he is so free-spirited that he doesn't want 0前ce. The ho寸的lang 胡 妹 was a large f olding chair with 
a backrest 

9. Hã T， in front of a kind of dwel1ing， i s  oftcn a tcrm of humility or deprc四tion ; I take 
it 晶 such here. 

10. Hð-dlll!ng 戶 庭 ， Ii世rally “gate and courtyard，" is 出e yard a間a within the walls of a 
dwcl1ing compound. 

1 1 .  This pcrhaps 目hoes the emperor's query to the famous recluse T'ao Hung-ching : “What 
is there in the mountains ?" 山 中 何 所 有 (CLs 1 1 . l2b) .  

13 .  This  echoes a comment by the Chin eccentric Pi Cho to the effect that all he needed in 
l ife was a crab c1aw in one hand M盟主旦旦旦旦E盟il]�_j且..tbc otber (Shih豆豆�ιSJ!主民ι才在「一一一一­
section 23，  (9). 

14 .  D間'-ge，吟 舟鐘 ， translated freely as "alchemical trac臼，" is Iiterally the Cinllabar Classic. 
It was supposedly an immortal's book， received by Li咀 An， the Han prin自 of Huai-nan ( Wh 22.2“­
Li Shan note， citing Shen-hsien cI.uan). D帥一geng then becamc part of the title of several alch間nical
and occult treatises. 

的. It is possible that Chang himself d。自 not know “wh叫her he's drunk or sob甘
1 7 .  This probably describes the occasion On which this poem was composed and “presented 

to Chang Hsü." 
18.  A play on Chang Hs姐's given name may be invol vcd here: “at dawn" 想 the gl!ests 

are C 'at Hsü�su 絕 .
20. G耐'8 我 ( Twt writes the variant 制 i s nonglutinous rice. The use o f  djiú 時 is no間worthy :

枷 usually applies to the accumulation 0 f grain in .  priva自 由 public granaries， and its use here to 
describe the rice in the bowls sugg臼臼 a hyperbolic bounty that vergcs On the 'comic. This， inciden­
tally， is the only description of a breakfast party I 
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2 1 .  Pi，t-.<et 不 騎 自 something petty， humiliating， beneath contempt-in this casc， concern 
f or the personal gain involved in struggle f or oflìce. 

22. The bat-huεng A 絃 are the eight points that bound the universe. 
24. An-ch'i was an immortal who met Ch'in Shil宜-huang.

C H A P T E R  8 

08680: CTs， p. 1 8 5 8 ;  Hanabusa 825 ; Wang， pp. 523-24 ; Wyyh 228 . l b .  
Rhynles : ( 1  cljiu哼， acceptable i n  levd tone only i f  rhymes， and a s  rhyme， the only t ' 帥Ig-yiin] ，

2 lIiollg， 4 jiollg， 6 pio嗯， 8 ziollg. Regulated. 
Title : “Going to Visit the Taoist on Mount Tai-t'ien and Not Meeting Him" 紡 戴 天 山 這 士 不 通

According t o  the Wang Ch'i note， a n  early gazetteer says that L i  P O  studied o n  Mount Tai-t'i凹，
which was located near Mien-chou， north-northeast of Ch'eng-tu in modern Szechwan 

1. Note that bllÍaèi 吠 does not occur once in  the 沛的 of the WI， ; the word I"，éll 文 occurs
only once. Though the W/" s selection of sllÍh is far broader than the narrow decorum of court 
poetry， the absence of these two words gives some indication of the prohibition against certain 
“low" things 

2. Reading 露 instead of 為 Niollg 濃 is a da沌， rich color， here probably enhanced by the 
raindrops. Niollg also describes • plenitude of dewdrops (or r.indrops)， .nd the line m.y suggest 
th.t the blossoms .re "I.den" with r.in or dcw 

7. The diction here is p.rticul.rly pros.ic. 

080 1 9 :  C恥， p. 1 703 ; H.n.bus. 1 5 6 ;  W.ng， pp. 149-50; Yþc 80. IO.- IO b ;  Ts白， p. 2的­
Rhymes : 1 iOllg， 2 niollg， 4 bhiollg. Regul.ted 
Title : The story of the performance of this song in the inner court occurs in v.rious sources， none 

of which .re very reli.ble : W.ng cites the T'.i-chen w.i-chu.n 太 真 外 傳 ; 吵ι cites the 5ulIg­
c/，'ua..g-Iu 拉 宮 錄 ; T.<，臼 gives its own version， incorporating the .necdote of Li PO being forced 
to perform when drunk. The strongest defense one 臼n m.ke f or the prob.bility of the oc臼sion.1
frame is th.t there is no more circumst.nti.1 evidence to prove the .necdote unlikely th.n there 
is to prove its historical ver.口ty. In .ny c.se， it is . firm p.rt ofthe Li PO legend 

1. There w.s • tr.dition of texts re.ding 華 inste.d of 1;. W.ng Ch'i .ttributes this to • slip 
of the brush and n剖， 的 he s.ys， “to • m.gic touch that turns gold into iron." From the CI，'u-tz'" 
on， cloud-robes h.ve been p.rt of the p.r'phern.li. of goddesses .nd immort.ls 

2 .  For lIiollg 濃 ， see note t o  line 2，  08680. 
3. "Ho.rd of ].de Mountain" " 玉 山 w.s the legend.ry dwelling pl.ce of the goddess 

Hsi-w.ng-mu. 
4. The “Terr.ce of ].sper" " 臺 'ppe.rs in the Li 5帥， but it 'ppe.rs often .s . dwelli時 of

immor阻Is.

。8 147 = CTs， p. 1 728 ; H.n.bus. 282 ;  W.ng， p .  2 2 1 .  
Rhymes: 1 .  biai ， 1 咐， 2. clzlm衍， 2 tzèi， 3'  g祿. 3 5/r;èi， 4 a sa.ng， 4 mi訝， 5' cla壘， 6 a m;曲哼， 6 tèi. The 

sm.1I “ 
Title : Given in the collection .s “Song: About to Set Out" 能 路 歉 ; I .gree with W.ng's suggestion 

th.t this is the “De.thbed Song" 臨 終 >!J: mentioned in  Li Hua's mu-chih-ming (W.ng， p﹒ 7 14) .  

1 .  The bat-ièi 入膏， Iike the bat-hutIIg (see 06300， Iine 22 note)， . re the  eight points th.t m.rk 
the bounds of the universe. 

2 .  Comp.re the following line fro m  the Ai shih-millg 哀 特 命 in the C/，'u-tz 'u : “Cut 0仟
mid-ro.d and cannot get through" 絡 中 曲時 而 不 過 .

3. The line i s liter.lIy， “His lingering wind will stir things f or myri.d .ges." The biulIg 風
is a combination of "energy" and “manner，" which together generate an “int1 uence. " 

4. 'rhis line is • reworking of. line in the Ai shill-ming “M Y left sleeve 臼ught on Fu-s.ng" 
左 拉 拉於 得 牟 . The Wang Yi interpretation here is cruci. l : “As his robes .re .11 tightly bound up 
(the preceding line] and c.nnot be extended， so his virtue 阻 c.pable of gre.tness， but he c.nnot put 
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it to use. When he tr.vels e.st， his left sleeve 臼tches on the Fu-s.ng tree， .nd there is nothing th.t 
it c.nnot cover." Both here .nd in Li Po's song， the .ncient theme of unrecognized gre.tness is the 
central concern 

6. W.ng Ch'i takes this .s • reference to Conf ucius's te.rs when • unicorn w.s captured .nd 
nO one recognized it .  Now that Conf ucius i s  gone， there is not even one person who C2n recognize 
true gre.tness， not even one person to pity the f.ct th.t the m句ority of people don't recognize 
greatness. 

。7929 : C 恥， p. 1 682 ; H.n.bus. 65 ; W.嗯， p. 8 8 ;  Hyylc in 可111'5， p. 5 8 ;  Tun-hu.ng m.nuscript 
.nthology in ηh 芯 ， p. 1 7 ; Tw1 1 3 . 1  1 0 ;  Wyyll 且3 .3 ' ; 句:何 48 .2b ; Ts白， p. 266

Rhymes : 1 zl，i.， 2 51，i8; 3 bil， 4 月jit; 5 吻， 6 缸， 7 " rt.
Title : E.rlier ex.mples of this song by Li.ng Chien學wen-口， Li.ng Yü.n-口， Hsi.o Tzu-hsien， .nd 

Hsü Ling .re .11 str.ightforward songs in the southern manner. However， reading these songs 
from the T'.ng， they would inevi個bly be linl閃d to the image of the Southern Dyn.sties courts， 
• men.ced hedonism th.t would seem like a repetition of the historical situation Li Po describes 
in his song. 

1. Ku-su Terrace was supposed to have been bllilt by the voluptuary Fu-ch'.， king of Wu， 
and it w.s there that  Fu-ch'. was supposed to have spent his days amusing himself with Hsi Shih 
lt  may be that  the antithssis between the roosting ofthe crows and Fu-ch'a's orgies is to suggest the 
untimeliness and unnaturalness of the latter， in contrast to the rhythms of .ctivity .nd rest in the 
n.tur.l world 

3. Xurxn VI: suggests sensual pl臼sure in this context 
6. DjI，uì 種 is particularly strong f or the sinking of the moon 

。585 1 : C Ts， p. 1 25 1 ; Chao， p. 6月 Wycc 6.7a ; Hyylc in 可II Ts， p. 5 日 Twt 1 7B.8b ; 封口， p. 238  
Rhymes : 2 m例， 4 pi.i， 6 xi.i. The first six of fourteen lines .re quoted 

。7950: C Ts， pp. 1 687-88 ; Hanabusa 86; Wang pp. 10← 5 ;  Wyyl， 1 的 問 一 I 2 b ; Yþc 28 . 卅一川b .
Rhymes : 1 q'叫， 2 1.i， 4 tz凹， 6 Ima;; 8 ten. I。 可ÎEn; 11 11"叫， 1 2 brt， 1 4 g帥， 而 drx， 18 kul1.. 
Title: Yþc classifies this under “The Sun C omes Out from lts Nook in the Southeast" 自 由 車 itJ 厲 行，

a f.irly common yüel':fu， 目rlier ex.mples of which be.r no resembl.nce to Li Po's song， though 
Li's first line does echo the title. 

1. Qu.i 限， “cove:' is a variation on the ngio 鵝， “corner，" of the common yüel，:fo title ; 
the vari.tion is probably f，凹 the sake of rhyme. 

2. Tsiong . . .  l.i 從 家 is more colloqui.l th.n the more conventionally poetic dzllì . . .  /ai 
由 一 車 .

4. The “six dr.gons" .re the te.m that carries the sun chariot. QO!IJ dzl!iii tz.i 安 在 � i s . 
1<11抉n.� ta官， usu.lly m.rking the ubi 5unt theme. The line tr.nsl.tes liter.lly， “ Where the six dr.gons 
(c.n) stop-where is i t ?"  

5 .  The pros.ic glli. slii5 iú jiung 其始與食學 IS a nec目sary cons甘uction to  avoid siri'-j削ng，
“f rom beginning to end." 

6. ln  the context ofthe poem， the 廿.nsl.tion given is what the line should mean. However， 
hum.n beings .re constituted of a devolved form 'of the ngiuQen-“告， 元 氣 ， .nd bi.i j� constructions 
like this often .re condition.l ﹒ in this 臼se， the line would be “ Were man not m.de of Prim.l St!頁，
how could he linger with it so long." This wOlJld involve an assertion of universal hum.n dur.­
bility， outlandish even f or Li Po 

7. The interpret.tion of zià 謝 oflers some problen1s :  a parallel passage cited by W叩g
Ch'i and the corresponding qiuaèn ?b in the next line suggest the in世rpretation given in the trans­
lation. However， the more common use of zià in poetry 'is “to decline，" which would give the 
plausible “Pl.nts don't ref use to blossom in the spring wind." The transl.tion in the text suggests 
the emotional indiflerence of nature to l ife and death， in contrast to human distress. The second 
interpret.tion emph.sizes not the l.ck of feeling， but the .cquiescence to natur.l cycles itself. 

9. ln the context of the poem up to this point， this line is a rhetoric.l qu自tion， with the 
answer “no one" confirmed by the following line. However， it raises the possibility of someone 
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who might wield a whip and drive the seasons along : Hsi-ho， the charioteer of the sun、 who appears 
in line J I  

1 2 .  Xuang-qyim 泛 注 is the dissolute condition of drunkenness， here (as in some 臼rlicr
texts cited by Wang) combined with the traditional metaphor of morality as a body of water， 
either with a proper course or promiscuously mingled in flood ; see note to line 7， 02949. In Li 
Po's usage， the ethical dimension is played down， and xu酬!g-qyim describes a drunken recklessness 
in Hsi-ho's bchavior which is transferred to the waves into which he nightly casts himself. 

' 3 - '4 .  The story of how the Lord of Lu-yang， when fighting with Han Kou， turned the 
evening sun back appeared originally in the Lan-ming chapter 覽 冥 of the Huai-nan-tzu， but thc 
phrasing of Li Po's Iines indicates that he i s  echoing the allusion to the story in the fourth of Kuo 
P'u's  Yu-Il$ifn shil. ( Wh 2 1 .30b). Djiò-qiaéng 駐 景 is literally "halted the (moving) light." 

1 5- 16 .  I t  is impossible to tell whether the perversion of Hcaven's will is a condemnation 
of Lu-yang's act or whether it is grounds to disbelieve that such an act occurred. Line 的 suggcs臼
the latter 

17. The DMi-ku“ 大 魂 ， the “Big Clod" or “Mighty Mudball，" was a common Taoist 
kenning for the world. To nang-kw1.t 壹 拾， “wrap up in a bag，" w盯 what Chia Yi described Ch'in 
Shih-huang as wanting to do to the empire ( WI， 5 1 . Ia ) .  

1 8 .  Meng-lIéng � 淳 was one  of the many binomes the Chuang-tzu used  to  describe the 
primordial Chaos out of which the world was generated. For dlm"g-kua 向 科 see Ana/fcts 1 1 1 . 的

。793 I: CTs， pp. 的82-旬 ; Hanabusa 67 ; Wa時， pp. 89-90 ; Hyylc in 乃ihTs， pp. 57- 58 ; Twt ' 3 沛 ，
Wyyh 1 9 5.9a-9b and 3 36.2b (title only， diflèrent title identified 目 Clríang chin chiu) ; Yfsc 17 .4b 

Rhymes : 1 1呵， 2 1"叫 ; 3 bíaft， 4 s;u肘， 6 ngíua肘 ; 8 /.訓. ]0 b�i;  12 Jhrae嗯， ' 4  dhwg， 泊 的僧， I 8 sfng，
20 m;Qfng; 2i 11%壘， 22 xiak， 24jiak; 26 ghiou， 28j叫lI0U

Title : Chiang C/，in chiu w.s one of the eighteen “Han Cymbal Songs" 或 鏡歉 ， one of the oldest 
and most important groups of Yüfh-!u. The theme was， however， little used in literary yüel，挾，
and the only literary example in 吵c before Li Po'S version is a gentle， festive qu.tr.in by Liang 
Ch.o-ming t'ai-tzu. 

1 .  Gium biat gèn 君 不 見 ， liter.lly “do you not see，" "have you not seen，" is a common and 
characteristic yÜfhτ(u int叮的i間， establishing an intensity of direct .ddress which is inappropriate 
in sh;I，. The flow ofthe great rivers to the se. .nd the whitening ofh.ir were two ofthe most dur.ble 
and conventional emblems of imperm.ncnce and mortality . 

7. Dzh.i 材 is literally “ materiar' or “timber，" but its use h.d been so often mixed with 
the homophonous 才， “talent，" that the two were virtually interchangeable. 

9. Paeng ia"g tz5i ngiou 烹 羊 幸 牛 cOmes from a somewhat less frenzied drinking song， . ‘H.rp 
Song，" by Ts'ao Chih ( “'1， 27.26b). 

10 .  Literally， “You must finish three hundred cups in one drinking session." For /mdi sio 
會 1ft see Chang Hsiang， Shih 位'u ch'fi yü甜甜'u hu;-sloíh， p. 1 26. Hudi often indicates a future occasion， 
and its mood may be imperative， optativc， or 叩 assertion of probability. Wang cites the Shíh-slmo 
hsin-yü commentary f甘 the f.mous story of Cheng Hsüan， the gre.t classic.1 schol.r of the end 
of the H.n， who drank three hundred cups of wine at one sitting. 

1 1. Exactly who Master Ts'en is remains uncertain， though it is possible th.t it 凹 Ts'en Shen. 
泣. Tan-ch'iu is Yüan Tan-ch'iu 元 丹 絡 ， a friend referred to sevcral tim自 in Li Po's works 
' 5. The fact that this line app臼rs almost verbatim in Pao Chao's yÜfh手1 (CSs 4.5b) is less 

significant as a verbal allusion than as an attempt to recr凹te the manner of Pao's yüfh-!u 
1 6. Kiuεng-njil 積 存 is to “turn the e.r (to a sound)" and pay .ttention. 
1 7. ]rI.iuen-ngiok 候 正 is literally " morseHad白" : ngiok is commonly used as  a metaphor for 

anything that is beautiful or good. Biat tziok gíuji 不 足音 is lit甘ally “Ilot worth prizing." 
19 .  Dz/rek-mak K 冀 is the “silence" of death， but  it is . Iso “silence" in  th.t  they .re  not 

spoken of， in contrast to the drinkers， whose names are remembered. Not only is this statement 
strictly u 
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R屯ctu咐lrn and f(‘抽t a前t P
Thc finc winc cos臼 E趾c凹n thou..nd a gaJlon. 

持 *- 宴 于 學
其 道 斗 - 1"

The Wu-ch'en commentary takes the “tcn thousand" a s the cost of a dóu (in Ts'ao Chih's time a 
little over two Iit臼s， in Li Po's time almost six Iiters). In Ts'ao Chih's time， the construction could 
possibly have been a poetic archaism， "nurnerating the number of dóu of wine at the feast， but the 
Wu-ch'en commentary's instinctive reading of the number as a predicate (and hence a price) is good 
indication that Li Po would have used it that way. XU/lll-xi/lk iI!:. 誰 is the "pleasure and playf ulness" 
that i s  often said to accompany a feast. 

25. The IIg，ιXUQ "，ã 五 花 鳥 is literally “a horse with flower (patterns) of five (colors)，" i .e . ，  
a horse with dappled spots.  Wang cites another theory that the "five flowers" were a special way 
of tying the horse' s mane into tufts 

。793 9 : C恥， pp. 1684-8 5 ;  Hanabusa 7 5 ;  Wang， p. 96 ;  Wyyh 202.2b ; 吵c 69.的-7a.
Rhymes : 2 q<%n， 3 I�II， 4 h酬， 6 t帥， 7 dll�II， 9 1，帥t 1 1  "帥， 1 3 g，叫.
Titlc : Djhi/lllg .，i�lIg si， 長 相 思 originally was a formulaic phrase in the yüeh-fu and ku-sh的 tradition ;

in thc Southern Dynasties it became a yüeh-fu title in its own right. As a yüeh挾， it belonged to 
a minority group in which there were some formal r臼trictions : most yüehτfu with this title begin 
w恤 two trisyllabic lines， the first of wh油 is djhicrllg si/lllg S帆 followed by a heptasyllabic line. 
After that， the form was 企ee， and Li Po's t叫lIabic c10sure is highly unusual. 珈 t甜甜 this
poem as the first of a series of three， the other two of which appear later in Li Po's collection. 
(08068-69) .  

3 .  L/lk-I!iω'i Jι 緯 (“reeling wo。ιthreads"?) w a s  an early kenning for the cricket. For gyilll­
tziÉlIg 金 * see 06794， note f，凹 line 1 ; here the term probably does not ref er to a palace. 

4. Shri，綠 色 is the visual surface quality of a thing， exclusive of its form. Since “color" is 
included in this， we are doomed to it as the c10sest approximation. The bedm3t "Iooks cold" : its 
whitcness suggest chi11， but more than th3t， a tacti1e intuition is transfc甘ed to 3 ViSU31 impression . 

5. This suggests that the person longing has stayed awake until the 13mp has burned down: 
now he or she is so sleepy the longing is about to cease， but on rising and looking out the window， 
the emotion is kindled anew 

7.  Hium-dll/ln 雪 地 is the "edge of (a mass 0η c1oud，'. which blocks vision. 

。8∞6 : C刃， p. 1701 ;  Hanabusa 143 ; W3ng pp. 1 4 4-45 ;  Yþc 8 5 . 1 23 .  
Rhymes: 2 d肘， 4 mei. Rcgulated， two "A" form couplets. 
Titlc : 車 It fl.

1 .  Haellg-I/lk 行 車 suggests a n activi句， like English 'have fun."  
2. "Shining Ho。開S of Bronze" 台 鍋 ，學 (evolved 1甜甜 into the inexplicable “Shining Buskins 

of Bronze" 台 鋪 級) began as a prophetic children's song， but eventually seems to have become 
something of 3 local song with variable Iyrics. Bhaek 色， Iiterelly "white，" translated as "shining，" 
is the “silvery" or "metallic" 3ppearance of 出e bronze. 

。8∞9 : CTs， p. 1 70 1 ;  Hanabusa 1 4 6 ;  Wang， p. 1 4 5 ; Yf<c 8 5 . 123 .  
Rhymes:  1 djh缸， 2 b戶. 4 IIjiE. Regulated. 

1. Wang cites the Hsiang-yang chi t It i包 ， quoted in the Shih-sllUo hsill-Yü commenta旬， to 
the elfect that Hsi Y Ü of Hsiang-yang built 3 pool toward the south side of Mount Hsien， and it 
became a favorite site for parties. The famous governor Shan Chien had a special fondness for the 
spot and would always return from the place roaring drunk. The inebriate magistrate soon became 
the subject of childrcn's songs. It should be pointed out that when Li Po makès reference to such a 
story， it is highly unlikely that he is alluding to the Hsiallg-yallg cI，i; rather the Hsiallg-yang chi simply 
recorded a bit of local lore that an educated visitor to Hsiang-yang would have heard rather than 
read. 

2. For the 
4. Shraèi 殺 here is an intensifier; it is a happy coincidence tha t“ die" serves the same function 

m “die of laughter." Si缸，-shraèi 笑 殺 is transitive in  this l ine:  " makes the children die of laughter." 
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。8045 : CT5， p. 17旬; Hanabllsa 1 8 3 ; Wang p. 1 6 6 ;  Wyyh 194.6.; Yþc 66.4b 
Rhymes : 1 dUI壇， 2 biung， 4 djiung. Second cOllplet regulated 
Title: Though Li's are the first Shiliu-f1en hoeng in the Yf<c， they are membcrs of a large fa mily of 
5l!ilu-nen yüehτfu . 

1 .  Five Barrows 五 段 wa sa fashionable pleasure area near Ch'ang-an ; the Golden Market 全 市
was located i n  Lo-yang 

2. The use of dhð 皮 merits some note: dlrð more commonly applies to thc wind's passage 
than to a horseman's passage， while the syntax favors the horse as the subject. These contrary 
impuls凹 leave the function of dhð strangely indeterminate 

4. Ho 弱 (a general appelIation for Cen甘al Asians， Turks， Tartars， etc.) werc often associated 
with tavern keeping (e.g.， 02628)， but Li Po's line spec的臼lIy echoes lines fro m  Hsin Yen-nien's 
“O品cer of the Guard" 羽 林 郎 (CH5 2 . 1 5b)

Relying on Qur  gcneral's power， 
We tease the Turk of the tavern 
The Turkish wench is just 自fteen，
on a spring day she stands alone at  thc bar 

08827:  C芯， p. 1 8 8 5 ;  Hanabusa 982 ;  Wang， p. 582.  
Rhymes:  2 hu.i， 4 I，i. (extemely trite rhymes) . Regulated 

依 垮 串串 軍 轉
竭 竟 酒 家 胡
胡 種年 十 丘
t. a 獨 當積

1. For jo-yeh Creek， see note to title， 064 17 .  

08087 :  CT 5， p .  1720;  Hanabusa 227 ;  Wang， p .  195 ; Wyyl. 的2.8a-8b
Rhymes: 2 qrr.壘， 4 g<Xk 
Title : Heng-chiang was on the north bank of the Yangtze， upstream fro m  the Chien-yehlNanking 

area. 

I. NOlIg {;車 站 used as the first-person pronoun of the Wu d阻lect. Its appcarance indicates the 
persona of a southeastcrner : poets who happened to be from thc Southcast did not writc /1011，11 
whenever they wrote the flrst-person pronoun， only when they wanted to emphasize their 
‘ ' southeasterness. " 

3. Qit-biung 一 風 is "one wind" in that it does not stop blowing f or three days 
4. Wa-kllan Tower ( 互 槍， “Title Sarcophagus，" later written 互 官 ) ， w的 located in Shang­

yüan County in modern Kiangsu. Li has a poem on c1imbing the tower (08567) 

。809 1 : C恥， p.  1 88 5 ; Hanabusa 986; Wang， pp. 1 96-97 
Rhymes : 1 愕ioeng， 2 511T0個Ig， 4 hoeng. Regulated with strong violation in second position of first 

line 

甘 1 . The tzin-m 津 � was a minor public employee charged with taking 臼re of ferries and 

tl b壁壘些三竺些 Robert des Rotou白1 T raité des fonctionnair自 et T roité de /' om耽 (San Francisco， 1 974) 
pp. 498， 746.  

。8092 : C刃， p. 1 8 8 5 ; Hanabusa 987 ;  Wang， p. 197;  Wyyh 1臼 8b.
Rhymes : 1 k.i， 2 hu.i， 4 I.i. Regulated with strong violation in second position of 品rst line; for 

line 4. s自 below

I. For a halo around thc moon as an omen of wind， see 0763 1 . 1  -2 .  
2. As Wang notes， the  description of the gl.ioeng 鯨 here (to be translated as “whale" or  

“leviathan" depending on whether its attriblltes answer our  modcrn sense of the natural or 
supernatural) derives from the description in Mu HlIa's Hoi fu ( Wh 1 2. 9a) ， where the gl.iomg '5 
pu的ng makes "rivers run back in their courses." Tzuít 'f is a “pressing on" somcthing or “squeezmg 
together."  

3. Three MOllntains 三 山 is a formation overlooking the  Yangtze in Chiang-ning . 
4. The mi。 無 in GU/lg m叩 dhò 1111. � 無 波河 is in the wrong tone， and indeed it would be 

impossible to integrate the yüel.-fu title into a reglllated poem without breaking it across the caesura 

巷，‘'?
It
z
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The varìant mak 其 ìn the Wyyh text ìs c1early to regularìze the tone pat世凹， as W yyh devìatìons 
from standard texts often are 

。79 1 2 : CTs， p. 1678 ; Hanabusa 4 8 ;  Wa嗯， p. 72.
Rhymes: 2 jhin， 4 Izin， 6 句ill， 8 chuin， 10 sin. Unregulated. 

1 .  Q伽-giuaèn �書 劍 IS to “pat" or ‘place one's hand on" one's sword， wìthout actually raìsìng 
it; it is clcarly a gesture of nlcnacc. 

2. Xaek 赫 ìs essentìally to "redden，" but ìl becomes a set epìthet of fury， 可o turn red wìth 
rage." Thìs lìne ìs taken almost verbatìm from the fìrst of Wang Ts'an's “Army Poems" 役 軍 詩 ﹒
“Crìmson ì n  rage， h e  lets hìs heavenly mìght thunder" 結 起 草t 夭� ( WI， 27 . 1 2b).  

3-4. As Wang notcs， thìs story ìs told ìn the San-cl，'ιlüeh cI，i 三 齊 略 �i'. cìted in Ywlc (巳 6，
p .  108) : ‘'The King of Ch'in was makìng a stonc bridge in ordcr to cross the sea to look on the 
place where the sun rose. There was a divine person who was able to drìve rocks ìnto the sea. When 
the rocks dìdn't go quìckly enough， he ìmmedìately whìpped them and they all ran wìth blood 
Even today they are all red-all the rocks ofYang-ch'eng Moun個ìn stand up， towering and leaning 
eastward， as though moving in file." Zuin ß臣' is the proper word for an imperial or prìncely journey 
X;i-hiòu 海 右 臼 Iìterally “the rìght sìde of the sea，" its western sìde assumìng the proper southerly 
orìentatìon. As Wang notes， much of the language of these openìng lìnes appears ìn the first part 
of Chìang Yen's Hen戶 恨跌 ( WI， 而已 3 Ib-]2a).

5 .  Giðu-njið 丸 霉 ， Iìterally the “Nìne Lodgìngs，" is an ornamental varìatìon on giðu-jiou 丸 測 ，
the "Nìne Provìnces，" a l l  Chìna. 

6. Lìterally， “He sought only the herbs (for the elìxìr of ìmmortalìty) of the ìsland ofp'eng-
la1 " 

7. Hδ '-' ìs thc same as 龜， used ìn the sense of 戶. Wang cìtcs 04449 and 03222， where the 
phrase IIong I!ð cI，uill 晨 4 車 間 used， ìn both cases to praìse rulers who have gìven Up ìdle pastìmes 
to “observe the sprìng (Iabor) of farm famìlì臼

9. Zhi�m 房 間 often the “adequacy" of provisìon or strength 

。7日 8 3 : C恥， p. 1673 : Hanabusa 17 (Hanabusa's dìvìsìon of the Ku�feng ìs dìfferent than Wang's 
and most texts) ; Wa峙， P. 56.

Rhymes: 2 seng， 4 1Sit旬， 6 I，aeng， 8 xil1.ng， 1 0  meng， 12 biaeng， 1 4  qiε旬. (T'ung-yün) 

1. Lotus B1ossom Peak ii華 車 was one of the peaks of Hua-shan 
2. The miaetrg-seng 明 星 is usually the mornìng star or Venus， known ìn Chinese as T'a←po 

太 色 ， whìch was also Lì Po'S gìven name. Wang takes the miaeng-seng as the Jade Gìrl of the Brìght 
Star 明 星 玉 女 ， an immortal who dwells on Hua-sha n ;  see HHs， pp. 1930-3 1 .  See also Edward 
Schaf祉， Pacing Ihe Void (Berkeley， 1 977)， pp. 1 32-36. 

4. For an extended dìscussìon of the tradìtìon of bhιXlU 步 虛 ， “steppìng ìn emptìness，" see 
Schafer， op. c前 ， pp. 234-69. TIâ-lsi胡g 太 清 ìs often used sìmply as a kennìng for Heaven， but here 
ìt ìs probably b目ng used in its technical Taoist sense 2S one of the !eve!s of Heaven， in which the 
峙i A. ìs firm. 

5 .  As Wang notes， the “raìnbow robes" 寬 韋 appear ìn the Tung-cl，ün 車才 of the “Nìne 
Songs，" descrìbìng the comìng of the spìrìts. Ngei-zl'ÍI1.ng 霓 裳 was also the name of a famous pìece 
of “new musìc" of Hsüan-tsung's reìgn， musìc to whìch Yang Kueì-feì danced 

7. Cloud Terrace 雪 臺 was the name of a twìn peak ìn the northeastern sectìon o f Hua-shan 
8 .  For the ìmmortal Weì Shu-ch'ìng， see Schafer， op. cìt.， p .  225.  
10. Gà-I"...g 包 括� ìs lìterally “hìtchìng wìld geese (to theìr carrìage) . "  Tzi;;-meng 紫 冥 IS a 

nontechnìcal kennìng for the heavens. The Iìne ìs a varìatìon on a Iìne ìn the thìrd of Kuo P'u'S 
Yu-Irsien sl，il， ( WI， 2 1 . 30a)， and c1early the varìatìon to mellg ìs for the sake of rhyme. Kuo P'U'S 
lìl1e had read jl，img Izié-qell 象 曹 煙 ， “rìdìl1g purple mìst，" and when qen was changed to meng for 
the sake of rhyme， the jhimg also had to be changed， sìnce the Izi;;-m凹'g was not somethìng that 
could bc “rìddel1 ."  

1 1 - 12 .  Wang takes thìs as referrìng to  the 甘oops of An Lu-shan， though he cìtes another 
opìl1ìon that ìt refers to the T'ang's Uìghur allì白 ;

14. Lìterally， ‘'jrlraei (a kì吋 of wìld dog) and wolves : al l  caps and cap rìbbons." Jrhae←lang 等

2 ι4企T兔h 、M-
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對我 was a set metaphor f，凹 the rapacious and cruel. Gwxn-qlεflg 寇 縷 was a standard synecdoche for 
officials. The line probably suggests that aII the worst people have beel1 made otfìcials， but the 
emphasis might possibly have been somewhat different， suggesting aII the otfìcials are the worst 
people. A possible further implication is that thejrhaei and wolves are dccked out in caps and ribbons 
because they themselves have kilIed the real otfì口als

08465 : C恥 ， p. 1 8 1 3 ;  Hanabusa 605 ; Wang， p.  424 ; Hyylc in Tjh 恥， P. 57.
Rhymes : 1 5lrr&n， 2 " 帥， 4 gw. Unregulated. 
Title : H yylc has “Answering the Question of an Uncouth Person " 答 俗 人 間 . There are different 

versions ofthe title， aII combining these various e1emcnts in different ways. The poem is consciously 
in the tradition of T冶o Hung-ching's famous epigram (CL. I l . l 2b) 

1. Sei 樓 ， litc阻IIy “roosting，" is a rootlcss， impcrmancnt modc of lodging， appropriatc to 
a f ree spirit with no ties to the world 

3. Qéu-.吵凹 育 煞 is one ofthe many compounds suggesting a quality that is “deep， mysterious， 
and far away." 

058 1 1 :  CTs， p. 1242 ; Chao， p.  3 8 ;  Wycc 5.7b. 
Rhymes : 2 ji.， 4 zl'ÎI峙， 6 zhia. The first four lines are regulated ; the 品fth line violently breaks the 
pattem with five deffected tones. The last line ends with proper tonal balance. 

I . 快 is probably qyìm here， “to give someone something to dril1k . "  
5 .  I perfer t o  take this a s  the poet's statement， and the imperative mcxk 其 as self-exhortation 

However， ît Îs poss治le to take th凹 的 the (distinctly i mpolite) words of the person asked 

08669 : Cl至， p. 1 8 5 6 ; Hanabusa 8 1 4 ;  Wang， p. 52 1 
Rhymes : 2 djiung， 4 biu哼. Regulated， tw。 “ A " for m  couplets in scqucnce 

2. Luã.-dl，帥 ，章 程 need not mean completely stripped to the buff� sincc the characterization 
is applied to barbarians who wear breechclouts ; however， it is bare enough to offend traditional 
nudity taboos 

4. There is 110 exact equivalel1t of .<hrá 灑 i t usuaIIy applies to spray or rain “splattering， " 
but here it must ref er to the intermittent gus阻 of the breeze 

08679 : Cl:<， p. 1 8 5 8 ; Hanabusa 824; Wang， p. 523 .  
Rhymes: 2 q帥， 4 xi  .i. Unregulated. 
Title : K紹n il� "to drive out，" “expeI ，" is often used for the “expressîon" of emotîo肘， with the 

added implication that once they are “driven out，" the person is free ofthem. Dzltì-kib， 白 這 thus
becomes something Iike “unburdel1il1g myself." 

1 .  Note the simil盯ity between th時 opening situation and that of 07848 
4. This i主 a conventional scene of evening return， redeemed from triteneS5 by the ünderstate­

ment O f X;3; 特 (in contrast to the more common isolation of the poct)， and by i.k 亦. The use of 
zεk is particularly fine : it prese11ts the poet as just now noticing a relation between the return of the 
birds and the return of people ; as those two “returns" were strongly linked in the poetic tradition， 
to “notice" that they occur together marks an innocence and freshness of visiol1， almost a surprise 
on the part of the drunken poet. Of course， with this drunken poet， covcred i11 flowers， splashing 
around in the moonlight on the creek， i t  i s  hardly surprising that nearby birds have taken flig恥， and 
people too might hesitate to lil1ger in the neighborhood 

0865 1 : CT.<， p. 1 8 5 3 ;  Hanabusa 796 ; Wang， p. 5 1 5 ;  Wyy11 1 52. 7a (title ol1ly)， 195 .6a-6b 
Rhymes : 2 15帥， 4 句帥， 6 .<I，in， 8 chuin ; 1 0  lucin， 12 sàn ， 14 x如 Old Style 
Title : This is the first in a series of four poems. For a brief discussion of this poem see FrankeI， 

op. Clt.， p. 22. 

2. It was customary when drinking to have someone eIse pour Wi11C f or a person. Of course， 
there was enough solitary drinking in T'ang poetry to make this a requisite custom only i l1 convivial 
situations， but Li Po's phrasing serves to emphasize the absence ofsomeone to pour for him. 
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4. The use of njill 人 here is rem.rbble. 
7. Tzi叫f 將 is uscd here as a co吋unction.
8.  G"yi p-c"uin J.l 卷 ， liter.l1y to “re.ch spring，" suggests either th.t the poet will .chieve • 

springtime st.te of mind or， more likely， th.t his delight will not dissip.te until it is spring. 
1 1. Sellg 醒 usu.l1y me.ns to "become sober，" specific.l1y .fter being drunk ; however， 

here it is cle.rly • more gener.1 “sobriety，" fro m which st.te one bccomcs drunk. Gau-xuccn 文役，
tr.nsl.ted .s “f ricndship .nd pl臼sure，" might seem to suggest .n .Imost sexu.1 intim.cy from its 
components ; but the compound is used for • more gener.1 intim.cy. 

1 3 .  Mio--dz"i，ng 且在 惰 ， lit凹.l1y "without feelings，" is usu.l1y . pejor.tive ter m ;  here， however， 
it is cle.rly rev.lued to • positive “freedom from passion，'、ven though th.t contr.dicts the “sh.red 
friendship .nd ple.sure" of the eleventh line. Yet there is something sly in the use of the ter m : . 
T.oist or Buddhist disp.ssion is usu.l1y h.rd-won， yet the moon .nd sh.dow . re quite liter.l1y 
“without feelings，" .nd sincc they .rc not re.l1y 旬'" 人 ， Li Po h.s "no fcclings" tow.rd thcm 

08678 : CT.<， p. 1 858 ; H.n.bus. 8月 ; W.ng， p. 523 ; Wyylr 1 59 .5' .  
Rhymes : 2 "帥， 4 5"n;n. Regul.ted 
Titlc : Ching-t'ing Moun臼m 阻 loc.ted in Anhw凹 ， just north of the Y.ngtze. See Fr.nkel， op. cit. ， 

pp. 30-3 1 .  

4 .  Liter.l1y， “There i s only Ching-t'ing Mount.in (to for m  the ‘p.ir' 0 f mutu.1 g.zers) . "  

08 1 1 4 :  CTs，  p.  1 724 ;  Hanabusa 249; Wang p .  206. 
Rhymes:  ( 1 �il，i<i，訓， 2 djlriccn.�， 4 51"iang. Regulated. 
Title : Autumn B.nks 手k 浦 w.s south of the Y.ngtze in modern Anhw凹， Just 目前 of Ching-t'ing 

Mountain 

1 .  A djhi<ill}i 丈 was in fact somewhat over three meters long. s叩o Lμi Po is actual1y sp凹king of 
9弘叫，3封30 me前t盯s of whi咀it扭e ha】1a叮 Wa叩ng Ch缸h'i什'í'仇's c∞omme凹nt h快e盯E間e 1凹s tnt叮t扭er甘cs註ttngι :
but i扯t 阻 r吋es叩olved in the r間es討t ofthe poem. Every word forms a subtle meaning. Only an old master can 
do th問 : no model fol1ower or line-plucker could say this." 

2 .  luw�;rl，ioll 綠 色， translated as "sorrow's consequence，" is an unusual， formal way to 
express c.use. For the use of }i<Ì 簣 ， see Chang Hsiang， SI，;II IZ'u d1'Ü yii-Iz'u l/IIi-5l，iI" p. 346. Li 
Po's use of g<Ì is uniqt間， even in Ch.ng Hsi.ng's thorough survey of T'.ng p.rticlcs， .nd since it 
lacks poctic or classical par.l1ds， we may presume it is eith叮 colloquial or a strange construction 
of Li Po's devising. It is used as a pronoun， perhaps as a demonstrative pronoun， and its 凹ferent is 

jrlriru. 勾Iricc增 長 is zeugma 

086 1 7 :  CT.<， p. 1 846 ; H.n.bus. 758; W.ng， p. 5∞; Wyy" 309.6. 
Rhymcs : 1 Jii，帥， 2 qi刻， 4 bi，i. Rcgulatcd. 
Titlc : After dispatching the beauty Hsi Shih to Wu， 的ng Kou-chien of Yüeh waited unti1 Fu-ch 'a 

of Wu h.d comDletεl芋且��gleç1enll且益時也且血hisinfatu揖叩且碑立h且早�計軒甘揖e-t<Hitt之 f-;
叮929. Then Kou-chicn led his 盯my in .nd defe.ted Wu. 

2. Ng)卓-jrhiJ 義 士 ， literal1y "righteous 甘oops，" w.s the term .pplied to the imperi.1 盯my.
Using it for the troops of Yüeh asks the reader to adopt the point ofview of the king of Yüeh and 
his people. This is one smal1 but potent mark of Li Po's “ncgative capabili句，" which separates this 
poem from the conventional huai.../eu.  The brocade robes of the troops are probably rcwards given 
them for thcir mer哎， but they m.y simply be plunder. 

08079 : C T\ p. 1 7 1 7 ;  Hanabusa 2 1 6 ;  Wang， p. 的 7 ; Wyyl， 3 32 .7' .  
Rhymes : 1 kiOll， 2 si凹， 3 IiOIl， 4 q凹， 5 z;uEn. 6 zir帽11 ; 7 IlImg， 8 billng， 9 tung， 10 glriung 

3. Mount Sung， with its thirty-six pe.ks， w.s loc.ted ne.r Lo-y.ng .nd w.s thc source of 
thc Ying River. For the associations of tzit-qen l' 煙 ， see note 07883， linc 10 .  

7 �  A se旬-"ulIg 星 紅 ， “star-rainbow." is a comet or shooting star with a uil ; see Li Shan 
explanation， Wh 54.22b. Wang Ch'i maintains that Li Po is referring to a star positioned in a real 
rainbow ; though this m.y be le田 difficult to im.gine somcone p.cing， it 時， .s f.r .s 1 c.n te11， 
unsupported 
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的. Liter.lIy， “J know on your w.ndering the he.rt will not bc exh.ustcd." 

。79 3 6 : CTs， p. 1684 ; H.n.bus. 7月 W.峙， pp. 93 -94 ; Wyylr 200.6. ; Twt 1 2 . 1 0' ;  Yþc 7 1 . 1 0 
Rhymcs : 1 ts帥 ， 2 dzh此n， 4 句Z間， 5 cllir.u:n， 6 shr酬， 8 ben (t'u句-yiill) ; 12 dzl!缸， 1 4 x，i. 

1. For dðu zhip-tsetl 斗 十 于， see note 0793 1 ，  line 2 1 .  
4. Mα咚-njiεn !f ?K is one of the many binomes suggesting conf usion and indistinctness. 
6. The T滋-h.ng Mountains were proverbi.l for their d.ngers 
1 1 .  The multiplicity of byw.ys or crossro.ds echoes the f.mous .lIegory of the division of 

the W.y told in thc Lielr-tzu， when Y.ng Chu m.rveled .t the number of people it  took to sc.rch 
for one lost sheep bec.use the crossro.ds were so m.ny. 

13 .  As W.ng Ch'i notes， this l ine echoes the words of Tsung Ch'üeh when .sked by his 
uncle Tsung Ping wh.t his .mbition w自.

1 4. Djhi，k 直 here prob.bly me.ns "str.ightaw.y" or ".11 J need do is ﹒ . . 

46748 : C Ts ， p. 9642 ; Twt 17B. lo.. For . tr.nsl.tion ofthd.st p.rt ofthe poem， see Sch.fer， op. c此 ，
P . 245. 

Rhymes : 2 g削價， 4 削的頃， 6 甜甜旬， 8 g間嗯， Io /mrxng

1 .  Qiuaen-qiuaen 燒 娥 的 . binome prop凹ly reserved for the undul.ting movement of. dr.gon 
3. Th臼 b.ckw.rd g.ze， down to onc's n.tive land， occurs .t the close of the Li Sao .nd in 

poems in th.t tr.dition . 
5. Note the reworking of. couplet from the first ofT'.o Ch'ien's Kuei yiian-t'ien ci!ii (CTsins 

6.5') 
6. D計-扭曲.g 帝 鄉 often ref ers to the ‘'imperi.l demcsne，" close .round thc c.pital， but herc 

ìt ref ers to the dwellìng of the Emperor of He.ven 
7. For . disclIssion of the giJ 紀 ， tr.nslated .s  “network，" the interstell.r “str.nds" ofthc sky， 

see Sch.fer， op. c仗 ， p. 241  
9 .  The 1ì由-mral 太 徵 ( T'ai-wl'l) w.s . n  imperi.l constell.tion， roughly coordin.te with thc 

constell.tion Virgo ; see Sch.fer， op. cìt . ，  pp. 戶， 208.

C H A P T E R  9 

叩242 : C Ts ， p. 2 1 9ü ; Ju.n ， pp. 94-95 ; KCsc 4.7a; 研ι 6 1 .9b.
Rhymes : 2 恥的， 4 slrin， 6 咖
Tìtle : Chì G.te w.s very clos吃 的 modern Pekìng， though i1 the T'.ng the .rc. w.s • frontìer 

1. Q.ém-qaém 持 身 b.sìc.lIy mc.ns “d.rk，" but lìke m.ny dcscrìptìves of d.rkr甜甜， ìt ìmplìcs 
a 叩mber間自

2. Gaèllg 吏 ， mc.ning ".g.in，" usu.lIy p凹ccdcs only vcr跡， but in somc ca仇�S， 的 hcrc， it 
旦且旦旦d立堅盟壁江五且必主._z-.L_ 一一一一一一一一一一一一一一一一一一一一一一一

3. Blri.ng-limg 還 健 is • descriptive compound of prim.rily military .ssoci.tions involving 
“p閃ssing hard" on people who are holding a po日tion. J have herc taken it in an active sensc， but 
some usages would allow it in a passive sense: “Though the nomad horsemcn arc hard-presscd. . 

4. This 間. of course. not a histo叫c.l b.lIad， .nd “Han" hcre refcrs to the T'.ng .rm時s. Th.t 
the soldiers bi.t gò slrin 不 新 舟， lìte臼lIy， “do not look to thcir bodics，" ìs the stand.rd w'y to s'y 
that the soldicrs arc willing to dic for thc e叩plre.

6. Sh，aèi 教 here is an intensifier. 

10323 : C T.<， p. 221 1 ; Juan， p. 6; KC." 1 .7a-7b ; WyyIr 299.5' ， 
Rhymes: 2 hiuaen， 4 xu帥， 6 piaen， 8 qan， 10 tn;n. 
Title : “! yy/. has the v盯悶叫 “Written When Returning after Accompanying the Recruits" 

這兵進作 For a translation and bricf discussion of this poem， see Marie Chan， K 00 Shi/. (Boston， 
1978)， pp. 99- 1∞， 

2. Sài-x肘11 鑫援 ìs .n eleg.nt v.ri.tion for the complex of border fortìfic.tions known .s 
the Grcat Wall; see Wu-ch'en commentary， WI. 28.22a.  

正蠱、 3. Seu-dlreu 蕭 條 ìs a descriptive binome for a desolation that cvokes a mood of gloom 呵三雪 ， 
通§叫“站
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7.  The "pl.ns to still the frontiers" .re in the form of written documents 書， prob.bly 
suggestmg 叮，emori.ls to the throne. 

1 0 3 5 8 :  C Ts， p. 2 2 1 7- 1 8 ;  Ju.n， pp. 1 1 3 - 1 6 ;  KCsc 5 . 1 3 一 肉 Hyylc in TjhTs， pp. 97-98;  Yhc in 
ηh Ts， p. 3 6 1 ; Ttc in 刀1.缸， p. 5缸 ; Wyyl. 1 96.6b-7' ; Twt 1 2 . 1 4' ; Tscs p. 342; Yfsc 32 .6.-6b. 

Rhymes : 1 bJk， 2 dzhJk， 4 shriJk ; 6g帥， 8 slll"w ; 9 tð， 10 hið， 12 mið; 13 bhi衍， 14 Xi•肘， 1 6 hiuJi ; 1 7 giðu， 
的 10飢， 20 51oiðu， 22 I.iðu， 24 dðu ; 25 pim， 26 xium， 28 giUJn 

Title : The "Song of Yeri" 議 f: 行 w.s a yüeh-!u title， the 位rst extant version of which w.s by 
Ts".o P ' i ，  .nd the hept.syll.bic meter set by Ts '.o P ' i  w.s  ret.ined in most subsequent versions. 
For an extensive discussion o( Kao's song， see M盯ie Ch.n， op. c此 ， pp. 1 0 1 -1 2 .  

Pref.ce : R臼ding 從 j1y 史 1J: � with Hyylι inste.d of Ju.n's 從 元 夫 也

1 .  Ag.in， the "House of H.n" does n o t  indic.te . historic.1 b.ll.d， but rather refers directlv 
to the T'.ng; in  cont目前， m.ny 凹rlier hept.syll.bic songs tried to m.int.in some consistency ';f 
historic.1 reference. Qen-djhin 煙 塵， “dust .nd smoke，" h.s here lost its visu.1 dimension .nd h.s 
become • truc substitution trope， synecdoche for w盯f.re.

2. As Marie Ch.n notes， this involves .n unusu.1 person.lizing of the expedition in the ga 家，
"home." The mention of Ic.ving one's home is common in frontier yiiel.:fu， where the soldier or 
.dventurer is oflow soci.1 st.tus， but it usu.lly does not 'ppe.r when .pplied to .n imperi.1 gener.l. 
Dzhan-dzl..k JI. 賊 ， "I.st of the r.iders，" i mplies th.t m.ny of the nom.ds h.ve .Ir凹dy been killed， 
prob.bly by the g.rrison troops. Dzhan is used for the troops th.t “survive" . fter • b.ttle ; dzhJk 
is • pejor.tive term， tr.nsl.ted .s "b.ndit" or “rebel，'﹒ .pplied to .nyone who contests imperi.1 
.uthority. 

3. Huaeng-Ilafl啟 橫 行 is • term .pplied 10 f.r expeditions into the frontier regions‘ 
4. To “gr.nt speci.1 counten.nce" is to look upon the expedition with gre.t

-
f.vor. 

5. Chral1g gyim 挺 金 seems to be • contr.cted form of c/orang lIyim-gð 概 全 鼠， "to be.t the 
kcttlcdrums，" used in the Tzu-hsüfu 于 虛 Jt. ofSsu-m. Hsi.ng寸u (Ju.n) “tambours" for gð， “pl.in 
drums" is tr.nsl.tor's license. As M.rie Ch.n 110t凹， the sequence fro m  Elm P.ss to Chieh Rock 
to Wolf Mountain det.ils the progr白s ofthe expedition out into the northe.stern frontier. 

6. Qyue-i 透 進 is a descriptive binome with many applications， the most common， 的 here，
describing something winding otf into the dislance， in this c.se the column of troops. 

7. Thegàu-qiu.i 枝 尉 w.s the H.n title for the cl.ss of officers immedi.tely below the gener.ls ; 
in thc T'.ng the term was used unoffici.lly. The term H&.n-xJi 瀚 海 pr白ents re.1 problem s: it can 
bc used for the se. off the North Chin. co.st， geographic.lly 'ppropri.te here， but 

到

互

之LF毛
主
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The shrar-kiài 殺氛， “wind of destruction，" is a characteristic of autumn， and its 戶口ence throughout 
the year marks the unnaturalness of the frontier world. 

24. The deu-d伽 句 斗 were kettles used to sound the w.tches of the night 
25 . 1 h.ve followed the collection re.ding of 章， “snow，" inste.d of the reading 血 ， “blood ，"

which is supported by virtu.lly .1I the e.r1y anthologies. This is one of  the f ew (.ses where I h.ve 
chosen the textu.lly less likely re.ding : “snow" m.kes it • gre.t Iin叫 “blood" is • melodr.m.tic 
.bomin.tion. The “silveriness" o f  the bl.des is Iiter.lly “white，" so with the reading “snow， "  we 
h.ve the h.unting im.ge of blurred， virtu.lly .nonymous forms confronting e.ch other with 
white bl.des in the swirIing white snow. 

26. Xium 動 is some kind of .cknowledgment of mer前， often a reward 

103 1 ) :  CTs， p. 2 2 I O ; Ju.n， p. 1 ;  KCsc 1 .6. 
Rhymes: 2 dz/;酬， 4 dhai， 6 /ai. 
Title : Sung-chou， I.ter Sui-y.ng， w.s e品t of Lo-y.ng .nd the center of the .ncient region of 

L阻ng. This poem is tr.nsl.ted in M.rie Ch.n， op. c此 ， P. 74.

I .  Prince H目.0 of Li.ng w.s . f.mous p.tron ofletters ;  he received some of the most f.molls 
wn世間 ofthe Western H.n， men Iike Tsou Y.ng， Ssu-m. Hsi.ng寸u， .nd Mei Sheng. As Ju.n notcs， 
the phr.se sitk dzhiuen z1riìmg 昔 金 盔 ominously rec.lIs its use in P.o Ch.o's “Fu on the Weed­
Covered City" 義織成 ( Wh 1 I .  1 3b)，  where the memory of p.st splendor is contr.sted with the 
city's present desol.tion. 

6. 1 n connection with the “high terr.ce" of line 4， the “s.d wind" here echoes the opening 
of the first ofTs'.o Chih's “ Uncl.ssified Poems" ( Wh 29.2Ib)，  one of the most f.mous ofChi凹-.n
poems， on which the T'.ng ku-feng were founded 

。4389 : CTs， p. 896 ; Ch'ell Tzu-ang c仙， p. 22
Rhymes : 2 dhai， 4 tzai， 6 /ai. 

. Title : “Observing the P.st on Chi Hill : Presented to the Recluse Lu Ts.ng-yung" 對 丘 覽 古 贈 盧
居 士 � 用 . The poem quoted is the second of . series o f  seven .nd is entitled “Prince Ch.o of 
Yen " ;  see Stephen Owen， Poetry ofthe Early T'ang. (New H.ven， 1977)， pp. 1 76-78 

I .  L.ter schol.rs m.y h.ve worried .bout the .ctu.l loc.tion of the legend.ry Chieh Rock， 
but Ch'en Tzu-.ng fel t secure th.t it w.s there， by Chi HiII. The Lodgc ofChich Rock h.d supposedly 
been built by King Ch.o of Yen for his .dvisor Tsou Yen 鄒 衍 . The "Terr.ce of Gold" w.s built 
by King Ch.o for his ret.iners 

3 . Kiou-Iiang 丘 陵 .re b.sic.lly low “hills，" but in the context ofthis scene， they 盯e potenti.lly 
the sites of Prince Ch.o's c'pital .nd perh.ps even the tomb mounds of the st.te of Yen 

1 0432 :  CTs， pp. 2233-J 4 ; J u.n， pp. 1 97-9日 ; KCsc 8 . 1 3 .  
Rhymes : 1 kUI臂， 2 dj附ng， 4 g，u1訟， 6 qu幣， 8 ghiung. Regul.ted. 
Title: Golden Fort 金成 w.s .bout 500 kilometers west-northwest of Ch'剖19-an . in modern Kansu ; 

it w.s on the edge of the frontier region， but not deep in Centr.1 Asi.. A lou 縷 Ís a multÏstoried 
building， usu.lly wider th.n it is t.lI: /ou were built on city w.lIs for observ.tion .nd def ense 
In this context， to tr.nsl.te /ou .s “tower" is un.void.ble， but it gives .n unfortun.te i mpression 
of vertic.lity. 

I. ^銜.. 晶晶 is of ten used f or • scene “filling" the eyes or the vision 
2. Liter.lly， “superior to those in • p.inting." The competition of n.ture .nd p.inting is 

no less evident in T'.ng writing th.n in the West， though in the T'.ng the competition usu.lly 
t.kes • somewh.t diffèrent form 

4. S/.ièi f.， tr.nsl.ted .s  "form，" is . “kinetic form， 
，
. either a qua1ity of movement or a static 

form with movement implied. In  this c.se， 瓜，在i is the p.rticul.r tension implicit in the for m  of the 
bent bow. 

6. Téi-dMu 體 道 ， liter.lly "to t.ke the .W. y  .s one's form，" me.ns somcthing Iike "to live 
conson.nt with the W.y."  

7. Ht1.-jrhiè 何 事 usu.lly m凹ns simply “why，" but here it c1e.rly me.ns "wh.t i s  done，" 
“what occurrence 1s there." 
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8.  For qiuaèn 怒 . see note 06725. line 2. Presumably the “bitterness" 問 that ofthe 甘oops who 

must serve in the 盯my there 

10360:  C 恥， p. 22 1 8 ;  Ju.n， pp. 叫。-圳 ; KCsc 5 . 1 2b - 1 3' ;  Wyyll 1 57. 8b. 
Rhym自 已 1 d1rr1.ng. 2 甜IIng， 4 djllilIl!g ; 5 ;缸， 6 Iiù， 8 C/，拙; 9 C/'"帥， 10 djllin， 1 2 I!jin. Note that this 

poem t.kes the for m  of three hept.syll.bic qu.tr.ins， the third of which is regul.ted ;  it is quite 
possible that a qu.train seri臼 has here been conllated into one heptasyll.bic “old style" poem. 

1. The “th.tched hut" was the way Tu Fu referred to his dwelling in Ch'eng-tu ; in  later 
dynasties the phr.se bec.me inextricably associated with Tu Fu. 

2. It is unclear here whether K.o Shih or Tu Fu is the person “ye.rning for nativc land." 
Len 槍 ， translated as “lovc，" also can involve emotions o f  “concern" and “pity" : thus， " . • . with 
thoughts of concern on how m y old friend yearns for his nativc land." Gò-x;o:ng 故 鄉 ls mQ凹 locally
a "home region." 

3-4. The sub ject here may be Tu Fu r.ther th.n K.o Shih. In  seventh-.nd 臼ghth-century
poetry， the renew.1 of nature in the spring usu.lly brings thoughts of rcturn home 

5. NOIll-b;aen ，tJ 暮 ， translated as “southem borders，" is the southern frontier region， to which 
Ch'cng-tu belonged by its position rel.tive to Ch'.ng-.n. 

6. In its .ntithesis to Iiii 慮 • iù 預 here takes on its m凹ning of “relaxed" or "joyous." 
7-8. This couplet is c1e.r1y an echo ofo4335.5-6. 
9. The reference here is to Hsieh A n  謝安 (]20-85) ofthe Tsin， who stayed .t his vi l l.  on E.st 

Mount.in refusing repe.ted summons to serve. These refus.ls won him • grc.t reput.tion .nd the 
general opinion that his service would be the s.lvation of the empire's troubles ; see 51，;1r-sl/Uo 
I，s;，，-y;; (5PTK) 3D ， section 2 5 .  24. Clm;n 車 ， "springs，" is synecdoche for “ye.rs." The "thirty 
ycars" 閻長時 to K.o Shih's life r.ther than Hsieh An's. 

10. The study of“books" (or “writing") and the "sword" echoes the education ofHsiang YÜ. 
1 1 . Lio憎τj;ong 龍 鐘 時 . binome often used in  poetry to describe the 'ppe.r.nce of old .ge 

A zl，i，k 石 w.s • I.rge measure， here used for the rice (or rice-equiv.lent) that K.o Shih reccived 
.s • s.lary. T ém 車 is often used for • promotion， cspecially for receiving an addition.1 ollicial 
position. Two thousand z!J;，k was the compensation f or thc governor of a comm.nd白y

1 2. As Juan notcs， this echoes . f.mous p.ss.ge in the irst p.rt of the T'.n-kung ch.pter 
of the Li-cIJi， where Conf ucius describ臼 himself .s . “ person of north， south， 自st， and w臼t." The 
tr.ditional interpret.tion of this is th.t Confucius is . wanderer， with no C.xed .bode. When K.o 
Shih applies the epithet to Tu Fu， it is both pr.ise in the implicit .nalogy to Conf ucius， and sympathy 
for Tu Fu's lack of a “position" such a 

10342 : C 恥， p. 22 1 4 ; Juan， p. 5 3 ; KCsc 3 .2a 
Rhymes ﹒ 2 5'削， 4 SI';III， 6 /;，侃
Title : Tung-p'ing was directly north凹st of Pien-chou， in modern Shantung. 

一一了�<ii/f'絮絮--rs---ade支nptlvc bmo面豆豆聶反司高高E弱而aorw而正 trees， a聶哥crlckets ; 一一一一
from another meaning， it has the 3SS0口ation of restlessncss 

CHAPTER 1 0  

09591 :  C Ts， p. 2050; C Tcs 2.2a-2b; Tsc.< p. 3 5 3  
Rhymes : I j咐， 2 5m剖 ; 3 1';， 4 k，i ; 5 lIIo:k， 6 bl，祿， 8 司j;o:k ; 9 biJt吟， I O tJg，.n哩; 1 1  kaek， 1 2  dllek; 13 ，"m， 

14 p;aell ; 1 5  kiù， 的 lò， 1 8  cI，irì. Some rhymes are t 'u"g-yün 

1. For the "white grasscs，" see notc 067句， linc 1 5. The imagery of this line is violently 

hypcrbolic : c10uds arc “rollcd up，" the wind may “roll up" snow， but nothi咚 “rolls up" thc 凹的.

“Sn.pping，" ji剖 析， is wh.t happcns when somconc picks • plant: it involvcs sep.r.tion of one part 

from another. 
2. The function of tzi.k 即 is something like “right thcn" : thus， “In the Tartar skies a s  soon as 

it is the eighth month， immedi.tely the SII0w goes Ilying." 
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3 . The comparison of snow to pear or plum blossoms w.s a commonplace， but Ts'cn Shcn 
extends the com parison into • full con ceit 

5 . “B凹ded curtaíns" and “lacework dr.pes" belong to a boudoir scene .nd are singul盯Iy
in.ppropriate here; Ts'en is writing a pocm on f.lling spring blossoms .nd applying i t  to a snow 
scene ;  then， in the next line， shifting back to the cold. 

6. Liter.Jly， . ‘The fox furs are not w盯m " : Ts'en Shcn deliberately phr.ses the line to run 
counter to the reader's expectations. The re.der knows th.t fox furs are indeed warm， .nd must 
infer the extremity of cold th.t will make them "not w盯m."

8 .  The D恥的 都 護 ， “viceroy" or "pro肥ctor gcner.I，" w.s the civil officer in charge of I.rge 
fronti盯 問gions. In the sense of “we.r，" t- is pronounced dji，αk， necess.ry here f or rhyme 

9. For Hà，，-xJi 論 海， see note to 10358 ， Iinc 7. Thcrc is some tcxtu.1 inde 口sion as to the cxtent 
of thc hypcrbolc herc， whcthcr thc icc is baek-d，ir.k 百 尺 ， 15C1，-，lrir.k -t 尺， or baek-djl，iá.lIg 吉 夫 e
In .ny ca妞， the hyperbole must .pply t o the dcpth of the ice r.th凹 than its br凹dth; ifit were bre.dth， 
the ice would bc • rather sm.Jl .rea on the exp.nse of the Gobi 

10.  T5õm-dl，ðm J學 i� is a descriptive binome combining often • visual darkness with • sense 
of gloom. Ngimg 薇， literally "congeal，" is an immobility in the c1ouds，in contrast to their usual ffuid 
changes. 

1 1 .  An imp臼ial army w.s divided into three division (5問T-glU州 三 軍)， o f which thc “central 
division" (dj叫ng-glUJn 中 軍 ) belongcd to the commander-in-chie � 

12 . AIl of these arc nomad instru ments; such nominal cnum-crations a re very rare in shih 
before the T'icn-p.o. 

1 3 .  The I，illoell-.棚， 教 門 ， liter.lly “ W.gon-tongue Gatc，" w.s thc compound of the 
commander when an army was on campaign. 

'4. The use of c1tiel ， here is strong .nd unusu.l : i t  could me'n to "dr.w out，" but 1 prefer 
to take it in the more active sense o( “cIutch and restrain， " as in c/;叫-dj枷 摯 肘. Piaetl 繭， not often 
.pplied to R.gs， me.ns to "Rutter" or "move with the wind" in this scnse. 

1 5 .  ßugur， or Lun-t'別 論 壘， was  • city f.r in Ccntr.1 As站， .bout 100 kilometcrs e.st­
southc.st of Kuch.. The e.stern g.te of ßugur should m.rk • journey back tow.rd China， b叫 the
He.ven Mountain R.nge， mentioned in line 蹈， lies directly north of Bugur 

09596 : CT5， p. 20戶 : TCcs 2.Sb. 
Rhymes : 1 kÒIl， 2 hðu; 3 k訓， 4 例. 6 luuí ; 7 ZllicJ， 8 shi品， 1 0 kiù .  (Iast group t ' ，mg-yiin) .  

1 .  Ch'ih-t'ing w.s • mount.in and str凹m ne.r Lung-hsi， in modern K.nsu . 
S-6. In his description， Ts'en Shen dr.ws hc.vily on tr.ditions of describing ordin.ry c10uds 
6. The use of '，".n 淳 here， in p.rallel with jrlrã 乍， is prob.bly “once again，� ' 甜 described

in Chang H，iang， Shil， lz'u d， 'ü yÜ-lz 'u hui-shih， pp. 2 3 1 - ] 2  
7. "Iron Gate" w.s  probably at I ron Mount.in 鐵 山 . in modern Kansu. 
8.  Yarkho間， Chiao-11O 交河， was loc.ted far to the northwcst ofthe prob.ble site ofthis poem 

Rhymes: 2 zhi醋， 4 zhi.， 6 djh限 ， 8 rZÍ1. Old style. The ìrst eight lines of twenty-two .re quoted 

1 .  A zi. 祠 is usu.lly • non-ßuddhist shrine， though here it is c1early .pplied to • ßuddhist 
temple ; note th.t thc compound zi.-hió 祠 字， “shrine-v.ult，" “shrine，" h.s been split up in this 
line. Gyim 金， “golden" or “met.llic，" is .n epithet often .pplied to splendid buildings， which were 
often， in f.凹， gilded. jin-hió � 字 is glossed as a “dwelling of immortals" in the Wu-ch'en 
commentary to Tso Ssu 's “Fu on the Wu C.pit.l" ( Wh 5 .8b-9') .nd here is used in the courtly 
甘.dition of describing fine buildings in tcrms of celcstial architecru間. The line is a highly 
ornamcnt.1 d叮叮iption of the pagoda rising out of the temple complcx 

2. Tsen g-hium 奇 當 were .ssoci.ted with Heaven and the court， so th.t .n ascent to the blue 
clouds involved bccoming an imm ort.1 or rising to high position. 

3-4. This couplet shi丘s diction to the casu.I， simplc style of 臼pit.1 poetr y: the themc of 
stillness， the use of particles like i扮 亦 ， the use of pronouns like 句ci 41: .nd ji， 之.

S. 恥!1Ifg-ml。 華義， Iiterally “verd.nt-wecdy， ' is • new compound suggcsting the denseness 
of the early autumn veget.tion. The Yi-ch'un Gardens were constructed by the second Ch'in 
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emp叮or and were a favorite place for outings in the Han ; here the reference is probably to the 
Ch'ü-chiang P.rk， southeast ofCh'ang-an. 

6.  l'èll Jl' 凹 an untranslatable measure for fI.t surf aces， as the surf .ce of a l.ke. K'un-ming 
Pool was an 盯tifici.l lake created in the Han. 

7. The rhctorical question “Who 盟ys?" implicitly dcnying • st.tement everyone knows 
to be true， was a f.1.voritc device of court poetry 

8 . Si&峙，εu 逍 遙 combincs the rel.xed strolling of.n outing with spiritual freedom， the l.tter 
from its use in the C/t闕ng-tzu

0953 4 : CTs， p. 2037;  TC口 1 . 1 9b-20. 
Rhymes : 2 giung， 4 kung， 6 gung， 8 kiung， JO biung， 口 dUJ唔， 1 4 /u旬， 16 dji削悍， 的 mUJ哼， 20 1Z0"g，

22 g/ûung. Old style. 
Title : “With Kao Shih aod Hsüeh Ch益， Climbing the Stup. in the Temple of Compassionate 

Mcrcy" 與 高 i!-'i據 同 安 意 思 寺 浮 周 -

1. For shiÈÍ 勢， see note 10432， line 4. TS5Cy ( 1 .39.) notes • passage in the Miao-Ja Iie叫ua
c1Jiug on seven pre口ous pagodas that “bubble up" out ofthe earth bef ore the Buddha. The description 
“bubbling" is particularly appropri.te for the for m of early lndian stupas， but for the Chinese 
p.god. it is strange indeed. 

2. Ten-giung 天 宮 is the Chinese term for the palac白 in Heaven， but it was .lso the translation 
of devapu間， the Buddhist he.venly dwellings. 

3 .  For sltièi-gaèi 世界， see note 06393， line 8 
5. ]ltill-jiou 神 州 was .n old kenning for China proper， the “holly domain." Qap '" is a term 

often applied to high mount.ins. which in their sheerness and height "hang over" and 盟em to weigh 
down on what is below 

6. Ciuái-g"ng 鬼 工 emphasizes that the accomplishment seems beyond the capability of 
humans 

8. Ma 摩， “rubs，" is otien said of high things like birds or mountains “touching" the sky. 
TSOtIIg-kil/JJg :f- 穹， litcrally the “blue and vaulted: ﹒ was . kenning for Heavcn. Kiu..g is  usually taken 
as a contraction of kiu句-/iU/理 穹 腔， "domed" or  “ vaulted，" the shape of Heaven : this appears in 
thc K'ung Ying-ta exegesis of S!Ji/t 257 ， where 15"-'哲 kiung app臼rs as kiung-t.<OtIIg. The “seventh 
story，" tsil-dz"J/J.� 七 月昏， may also be together the “seven stories" of the pagoda. 

9 - 10. These .re stand.rd poetic hyperboles of height 
1 1 .  Though great waves were frequently compared to mountains， mount.ins were less often 

comparcd to waves. T正en Shen's active topography looks forward to the lively landscapes of 
H，n YÜ. 

1 2. BJu-tsðu 奔淒 m臼ns liter.l1y to “rush togcther，" and the place where the stre.ms come 
togethcr is the s凹. An old set of metaphors comp.red the movement of rivers tow.rd the se. to 
thc pcople's g.th盯ing to • legitim.te ruler. Thus， the rivers were said to djhiw 翱J‘go to the court" 
。f thc sea . 

1 3 . The djhir，-d/Jå.u �包 這 was the highway reserved f or the emperor and high nobility. 
14. Lcng-/uIIg 玲 喝t w.s originally • sound binomc， describing thc sound of jade; here it is 

uscd for thc “bright glitter" of the .rchitecture. 
1 7. For “Five Barrows: ' see note 08045， line 1 
1 8 .  M叫'g-muIIg ，車i*- is • binome describing the haziness of r.in or fog. 1 have tr.nslated 

thc text as giv凹， but 1 suspect JlJlltJg-n酬ng 蒙 蒙 is the com pound intendcd， .lso meaning “indistinct，" 
but more strongly associ.ted with dense vegetation th.n with fog .nd haze. 

19. Dz/tiìmg-W 淨 理 is a poetic rath甘 than technical term for the Truth of “principle" of 
Buddhism 

20 . Though 5hi;mg-qin 勝 茵 J‘Perfcct Causc，" does appe.r in thc Fo shuo wu-巾，耐'.11 c1ting 
( rsscy)， where it is t 
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。9882 : C 后， p. 2 1 06; TCcs 7. 3 b ;  W5乃'(( 7.3b 
Rhymes : 1 ó<側， 2 m酬， 4 b/.au . Regulated . 

1 .  The "wind like a knife" app白白 in a f.mous yiíe/..:fu of Wang Ch'ang-ling， 0667 1 .  Thc 
Hcavcn Mountain Range was far inside Central Asia， running north ofK ucha and Bugur. 

2. ZI，ietlg-rlol1l 織 ;fJ usually rcfers to thc area south of Ch'ang-an， though here it must rcfer 
to some frontier fortification or city. S"riuk /.all tn酬 緝 毒E 毛 mcans litcrally “contr.cts its cold fur ."  

3 .  Bak 縛 is probably b祕-間長 傅奔， a board game like go  associated with gambling and， 
thence， a general name for gambling; see Yw/c ι 74， pp. 1 276-78. Since t:ziòlIg 綾 is not the verb 
gencrally applicd to playing bak， it mllSt m臼n something likc thc gcncral “lcts himsclf go" in p1aying 
thc gamc， indulges himsclf. A Jj"iflllg 場 is probably 1I0t an cntirc gamc， but r.thcr • scrics of movcs 
constituting onc “battle" within the game. 

09877 : C芯， p. 2 1 06 ;  TCC5 7 .2b;  Ttc in 7]" 恥， p. 590. 
Rhymes : 1 1/1酬， 2 gal1， 4 qlll1 

2. Liollg-jiollg fi.鐘， besides describing the appearance of old age， also dcscribes something 
“soaked，" as with tears 

Notes to the Poems 

09774 : CT.<， p. 2089; TCc.< 3 . 3 Ib .  
Rhymes ﹒ 2 J"OIl， 4 5ioll， 6 XiOIl， 8 /011. Regulated. 

\.  The significant compound in th凹 line is /1:，吋rltij 料 事， “to take carc of matters，" “to 
handle things." TSllk 錯 is an adverb. Thus， there is le回 of a break at the c.esura than the translation 
would suggest 

2. “Slipping and stumbling，" t血-J/'Il 蹉 跎， rcfers to .11  manners of failures : failing to “meet 
one's proper time，" getting into political trouble. 

3. Literally， “In my horizontal and vertical alliance stratagems， in all cases my plans did not 
work." 

4. This may mean that "evcn his wife and children feel shamc for him." 
5 .  Probably an echo of 07767 .3  

aZ
JB豆、哼一‘三
之

。9757 : C恥， p. 2086; TC口 3 月a
Rhymes : 1 t班IIg， 2 lIIillng， 4 /，帥.g， 6 1"'Il'頃， 8 x;酬'g. Regulated 

1. T..咽.g-t;T1.lIg 簽蒼 is prim.rily • color dcscription， a gray or green ; applicd to vcgetation 
it suggests luxuriance， and from that came to suggest a general abundance， herc applied to “myriad 
matters，" miaf:lI-jr/.ià ，tI， 事

2. Gi1;-sim 機 心 occurs in the CI/Uallg-t:zu (3 1 / 1 2/56)， where Tzu-kung tries to convince an 
old gardener to use a well-sweep， and the gardener denounces 可ontrivanccs，" which hc says lead 
to "problems of contrivance，" which further lead to a “contriving mind，" gi3i-si間. A ghli-sim is 
thus a mind concerned with achieving certain goals. but prim盯ily concerncd with devising means 
to attain the m :  thus， all acts have a motive. that determines them. Ts冶n Shen's line reads literally， 
“A contriving mind w抽 long ago forgottcn." [ have rctaincd " hcart" rathcr than “mind" for 
s;，n .:.: to emphasize thc element of inclination， that the poet no longcr “has any heart to" deal with 
the “millions of problems." Th時 lack of personal motive is picked up in the mio-JulllI •端， “for
no purpose，" of linε 3 .  

3 .  C/mit 出 is the  verb used for “go out  (from the capi臼1) to  serve as .  
4. Note the diflèrence between biJt qii:m 不 厭 ， “not bored (being secretary)，" and biat :z"ii 

qiÈlII 不 是 最， "it (the reason that 1 came out here as pref ect) is not that 1 was bored (b凹ng secretary)." 
5-6. This fairly common poetic construction has two verbs : the object of the first verb is 

the sub ject of the second verb 
7. An “open-mounthed smile" or “laugh" is a mark of gre.t mcrrimcnt. 

'，、-ttrv
G陪"“啊主、‘AZa'，、

一切，‘
一PA
h-P槽TrEllJJ可諺
語學草
草

甚至TEEK
Zt
r

09646 :  CTs， p. 2065 ; TC口 3.26.-26b ; W)'y" 2 5 3 . 3' 
Rhymes : 2 mi3/l， 4 "iu帥， 6 giu3/I， 8 g/.ium. Regulated. 
Title : “'yy/. omits 行. The location of Dragon Roar Rapids is unknown， though from the mention 

of Mount O-mci .nd “camp，" the pocm is ccrtainly from his years of servicc in Szcchw叩
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2.  For 人 Wyyh rcads 己
l LitcraIly， “Mist on thc watcrs : where clcar， it emits moonlight . "  
5 .  A b悶IIg-jrl.ÎóÍ 方 士 is o n e  w h o  h a s  knowledge o f  aIchemical matters o r  possesses super­

natural skiIls of some sort 
6. Lilltll 憊， 甘anslated as “yearn，" i s  a particul盯Iy intense kind of desire. A shrià弋glUm 使君，

basicaIly an 叮mperial emissary，" became an alternative name f凹 a prefect 
7. For th的 line Wyyh reads the very weak 思 鄉 亦 可 位 .
8 .  Liε-ghillan 草 草， “gone from the herd，" was a set term for separation from one's kin and 

com panions : here the ref erence 間 的 the "various gentlemen in camp." Note that the poem takes 
臼re of both occasional functions mentioned in the title. 

CHAPTER 1 1  

的498 : C T5， p.  225 3 ;  Chit且-chia 1 . 5 ，  pp. 5-6 ;  Ch'ou c .  1 ，  pp. 2-3 .  
Rhymes :  2 léll， 4 Xéll， 6 dëu， 8 .<iì;u. Though in len哩th and the usc of paraIlel couplets in thc middle 

this po凹n resembles an cight-line regulated verse， the poem avoids tonal balance. The last couplet 
is cIose to regulation， though the fifth position in the seventh line is a violation 

Title : The “P凹l亡
，

問 T'ai-shan 泰 山

1 .  T ai-t5ung， Dlûi-tzong 岱 言， was an honorific kenning for T 'ai-shan， used in the Shu， 
1 I . i . i i i .8 .  Chiu-chia cit白 the FI!f'g-5u t 'ung， eXplainin哩 DI，ài as “primal，" and tzong as "e1der." There 
is grcat dist.ncc between the archaic eIevation of Dhõ>i-tzong and the discursive comment bhio 
.ljiu_hl1. 夫如 何.

2. T' ai-shan lay on the boundary of the an叫ent states of Ch'i and Lu. Miài-Iéu 永 了 IS a 
particularly 缸tive way to speak of the “contmuous gree四" of the mountai且

3. Jllin-s伽 持 費 時 a "divine exceIlence，" though 5i伽 also carries the appropriate seme of 
“hcight." As Chiu-chia notes， j/.i.←siòωu i臼s the quality t吭ha刮t Sun Ch'o 間ys 1阻s s叩upr閃它me in T 
Mountain ( Wh 1 1 .4b)， and Li Sh.】祖.n tI油herc glos扭se白S SÎÒωu a盯s i扮』 異J‘wonder，H “、st甘rangen臼芯血." As  T'ien­
t'a剖i's口su叩pr叮cma缸cy in jhill-siòu is the 且rst statement of Sun Chγs famous戶， 時 的 pcrhaps appropriate 
M 曰“ Tu Fu's line as a counters臼世mcnt : “It 白 如何 Creation concentratedjlzin-sÎòll. 

， .  

4. Qim-ia:ng 陰 陽 herc are the north and south slop白 of the mountain， shadow and sunlight 
in thc visual description， and in the con時xt of Dzh如-xuå 進化， the forces of Yin and Yang. The 
dcscription h甘C 凹， ofcoursc， ofthe height ofthe mo心ntain， which leaves a strong d阻tinction between 
thc sunlit sidc and the shadowy side. 

5. As Chiu-chia and aIl subsequent co叩mentaries h.ve noted， the strange phrase dltrillg-xiong 
盪 智 has a p白白dent in the Na恥仙Ju of Chan哩 Heng， where the wa世rs of the Yü “sweep ( past) 
the breast" ( Wh 4.lb) .  The ever-pedestrian Wu-ch'en commentary notes "間 ， in front of one." 
Though the visual image of the clouds sweep咽g like a river bef ore the poet should be retained， 
the clcment of "cl臼nsing，" “sweeping over" should not be discounted altogether; it survives as a 一 -- ---_.‘. _L…….L_ _1冒 "…“ - …J叮F “… .�γ咽U‘H‘叮“』 ….“山‘u‘ 血 "日v…A‘ "…且u巫 " “U‘‘恥'"“‘“叫且“山‘“‘可b ‘ 
i誌s what a mount臼ain does to clouds， and T'ai-shan was particularly famous f，自 its nubilous world­
covermg 

6. Guet-dzhié � 管 is Ii問問I1y， 的 translated， “split the eye-pupils， wh.t good archers did to 
birds in the TZII-I.süJu. Chiu-chia explains the phrase as destroying 帥的 visual abilities in gazing 
far， and rejects the .sso口的on of archery. I would agree wi 
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ß. The prim盯y function of jiù愕 眾 is as a poetic marker of plurality， but it oft，凹， as here， 
carries the implication of ordinarincss 

10914 : CT.<， p. 2392 ; Chiu-chia 1 7 . 1 7， pp. 272一73 ; Ch'ou ι 1， pp. 24-25 
Rhymes: 1 blmng， 2 hung， 4 hiung. Regulated.  

1. For the pitu-bl.ung 諷益， see note 05984， l ine 3. The references in this  poem are not a t 
a l l  clear : it is impossible to tell whether Tu Fu is speaking o f himself， of L i  P o ，  or o f them both 
SÎl1.ng-gò 相 顧 could， for example， be “we look on each other，" in which case both are "tu mble­
weeds." I have chosen to keep the rcferent exclusively Li PO because Tu Fu was so fascinatcd with 
Li's personalit y ;  even ifthe poem ref ers to Tu Fu alone， it still describes the pcr<onality that everyol1e， 
Tu Fu included， associated with Li PO 也 .r

2. D�n-JhrQ -It砂 is the l1ugget of refined cinnabar used in elixirs of immortality. Dz/Jiò"， .• 
說 is probably used in the sense of “complete" here. 

3. T，由.g 痛 in this sense is an intensifier ; tùng-qyrm 痛 仗 ， “drinkil1g terribly much，" is used 
specifically f，個 wincs

4. Bili-irxng bl.�t-I.ð 飛 串串 1f..皂 白 a four-character phrase， used in the Pei JI7i/J to describe Hou 
Ching. Bili-il%ng 飛 持 自 “taking flight" like a bird， but i t  also suggcsts lack of decorum and will­
fulness， a s  in the restlessness of a bird of prey. BIzrx/-I.ð 紋4. is explained as “leaping over a bam boo 
fish we叮" and is uscd to describe al1 unrcstrained willf ull1ess and arrogancc 

10524 : CTs， p. 泣如 ; Chiu-chia 2.6， pp. 27-28 ; Ch'ou， c. 3， pp. 99- 1 01 . 
Rhymes : 1 gl.戶， 2 b Y'， 4 li.， 5 I。旬， 6 dzl.ip， 7 dji.， 8 gl.yip ; 9 紗" 10 q刻， 12 I.i; 13 clrrilk， 14 sl，ilk， 

16 x.k ; 17 51rrεn， 18 gw， 20 gua/l ; 21 j凹. 22 15仰， 24 mio ; 25j; ，  26 qià ; 27 111%， 28 drx 
Title : Mei-p'i (Myi-byε) was located just southwest ofCh'ang宙間， at the foot ofChung-nan Moun­

tain; as Chiu-chia n心tes after line 2， the "far away" is poetic exaggeration 

1 .  Literally， “Ts'en SI祖n， elder brother and yo咽ng叮" : we know Ts'en Shcn was on this trip， 
and this peculiar construction appcars becausc thcrc is 110 graccf ul way 叩 開y ‘ 'Ts'CI1 Shcn and his 
brother(s)." 

2. Huei 扮 自 literally “take by the hand，" suggesting a companiable spirit in their invitation 
3 .  Qðm-t5ðm 跨慘 (also written J串 慘) 的 a binome that， if not of Tu Fu's devising， 但ems

not to have been in common use. Later in the Yu-yang tsa-/su (SPTK 20.4b) i t  is used to describe 
閻明tething dark but not black. Both elements ofthe binome are 間cd in compounds for dark， gloomy 
skies， and that somber atmosphere is clearly the primary impli臼tion herc. Thc i) 異 J‘bccome
ditferent，" of i�-5Irrilk 異 色， “changed color，" 時 closely relatcd to the !i" Y' 寺 ， “wonders，" for 
which the Ts'ens have a pas訕。n.

4. A kiutng 頃， translated as “acre，" is in fact about seventecn 缸res. Liou-Iy它 就 為 is usually 
glass， which in medieval China was 甘凹ted as a precious stone. But as the Chiu-chia not凹， the 
blue variety was particularly rare and believed to be a natural stone. Hence， I have translated it 
L 、. ‘ ae “___..l....�.. . ， ...L: _t. :�  _��..: __ I1. .  _ Ø""__.: . . .、 : c _ : 血 肉，呵 ， 、 _ . - 品 ， 可 叮 叮 叮 --且 、 L 二 _ . _L : _ _一 』..、 . - - ‘. -一 “﹒』叮 .� r�、-�'-�" J .... . . .】 .... .. . _ • •  . .. A & & _ ‘ “ 且、叮 b'''�'' ， .... . . ... - . 、" ‘ . . . ‘ ' 、..... . 60.. ....un. ..u ..... 
Ch'ou no妞， the comp盯iso叫 of a body of water to liou-Iyε 。“urs in the poetry of Liang Chicn­
wen-ti (CLs 2 . l Ib) ，  and the metaphor h的 a co叫tly quality. 

5 .  Hð.n-m曲 汗 i曼 is a binome describing the unbounded vastness of a body of water， such 
as the ocean， and often extended to the Cosmos and the Way. The lioll-Iy. metaphor of Liang 
Chien-wen-ti's poem applied to a pool， and such gem mctaphors were usually applicd to miniature 
objects and landscapes. The applicatio個 of liou-Iyε to a 1u1.，←mð./I body of water is a pecul阻r kind 
of hyperbole involving the mixing of two very di仟叮叮lt I口nds of imag白

6. Emotions 盯e often described as pro扭扭目 ; thus， when elation “reachcs its h凹ght，" glzilk 
糧， it transforms into its antithesis， sorrow or worr y ;  cf end of 108 1 8 .  The line echoes Han Wu-肘's
“Song of the Autumn Wind "; see notc for lines 27-28 

7. The dl，� t: was a kind of crocodile or alligator， supposed to be over nin 

" 
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For the ghiae句 鯨 ， see note 08092， line 2 ;  here as a “swallower (ofships)，" 1m 吞 ， it is clearly app目卜
ing in ìts “leviathan" avatar. The point of the line 凹 that th間 1S not a case of a storm beast's temp自t
or s凹 monster， so he need not worry about encountering calamity. 

8 .  Qa.k-biung 惡 風 is an "i11 wind." In contrast to bhaek-shuf 白 水 (see note 05845 ，  Iinc 5)， 
I，haek-I n!l 台 漲 ， literally “white waves，" i5 the near equivalent of English "white water." Ha.. 
Izia gltyip 何 謹，Jt is a phrase occurring in Shih 69， where it is taken to mean "Alas， with whom 
will  she join?" The phrase， expressing isolation， came to be one of the many Shih tags taken over 
and used in later poetry. In  1 1 829.7， Tu Fu us白 the phrase again， but rearrang白 it to fit T'ang word 
order : tzia I.a. gl!yi p. 

9. As Chiu-chia notes， gyf m-bl.iaem 縛 帆 occurs in the poetry of Yin Keng (CCh'ens I . 1 2b) 
and has an ornamental quality. For a parallel use of sia.ng-hyu. 賴 為， see Wh 7.20a. Sia.ng-hyuÈ is 
archaic and prosaìc : it occurs nowhere else in the poetry ofTu Fu， Li Po， Wei Ying-wu， or Tu Mu 

10. Pian-qai jj， 埃， translated as " murky fog，" i s  a k ind  of miasmal filth associated wi th  the 
moral pollution of the world : it occurs twice in the Yiian-yu of the Ch'u-缸'u.

12. Sia一gu如 絲 管 ìs one of the several variable compounds that are metonymy for the music 
of stringed instruments and woodwind instruments. Tjiou-tsiðu 咽 啾 is a binome applied to both 
the sounds of music and small birds: this suggests a faintness of sound， here probably because of 
the distance. For kung-tsuì 空 軍 ， see note 076月， lines 1 - 2: here some sort of mist is suggested. 

1 3 .  Literally， ' ‘Allowing the pole to sink and requiring addition to the rope， its depths 
are unmeasured." Màn 援 的 a plain rope， here obviously being used as a plumbline. The ga.n 竿
ìs specifically a pole used in punting a boat. 

1 5 .  Qiuaén-dzl.5i djiung-Iiou 免 在 中 施， “right there in midcu口凹t，" is an echo of Shih 129. 
Blrat7iti ，動 彈 is actually the name of a part of the Eastern Ocean 

的 This line is very difficult: Iiterally， it translates， “ Downward return infinite， Chung-nan 
black." In the Chiu-ch阻 commentary Chao takes it as horizontal distance:  the “return，" giuai 峰，
is thus the “自owing away" of a body of water in its return to the s凹 ; the "infinite，" mio-ghi.k 無援，
is figurative f，四 the distance into which the water flows; and  the "descent，" hà  T， refers to  the 
waters coming down fro m  Chung-nan. Thus， the line would become "Flowing down and off 
into the infinite， from South Mountain， blackness." Chao explicitIy interprets the "black" as  ref er­
ring to the 



Notes to the Poems 3 8 3 

tion of the temple on these he.ven-w.ters .nd thus seems to r.p .g.inst it (.s it would if the bo.t 
were .ctu.lly in the sky). Cle.rly， the line is pl.ying on the .ntithesis betwecn high .nd low­
the physic.1 bo.t meeting • high mountain temple on • mount.in n.mcd “Edgc of Clouds，" • 
kenning for height. This intcrpretation of gal in which the .ctu.1 striking is morc signific.nt th.n 
the sound is suppoTted by • use of ，(?al-hium 里 囊， “s甘iking thc clouds，" used by PO Chü-yi to 
describe the high boughs of. tree (Po-sl，il! CI，'ang-c/，'ing d，i. SPTK 26 .3' ) ， Not only w.s the theme 
of reflection domin.nt in the preceding line， it is emph.tic.lly ret.ined in the following line by 
shuT-mitn 水面， “on the f.ce of the w.t凹s" (Iest the eye look up .nd see the moon in the sky) 

20. Lan-t'ien Pass 藍 田 間 ， "Indigo Fields，" w.s well to thc south. Tu Fu is clc.rly pl.ying 
on thc color here. 

2 1 . The t.le of the p凹rl by the Bl.ck Dr.gon's j.w .ppe.rs in the Lieh Yü-k 'ou ch.pter 
of the Chuang-lzu (CI，uang-lzu 90/22/42-45). Though the story 臼 not directly relev.nt to Tu Fu's 
use of the im.ge here， it does cl.rify th.t the BI.ck Dr.gon belongs to • deep .byss， .nd thus the 
i m.ge continues the pl.y on the re.1 he.vens .nd the he.vens reflected in the deep I.ke. Ch'ou 
suggests th.t the “pe.rl" is .n i m.ge for I.nterns on the shore， but Suzuki is cle.rly correct in t.king 
i t  .s . met.phor for the reflected moon. 

22. P'ing-yi !耳 爽， the God of W.ters， 'ppe.rs often infu .nd poems on w.tcrs : the previous 
us.ge closest to Tu Fu's is in Ts'.o Chih's Lo-shen 戶 洛神娥， where "P'ing-yi m.kes the drum 
sound" ( WIr 1 9. 1 9b) .  

23 .  The "H.n's  m.idens" were the two spirits th.t  Cheng Chi.o-fu met by the H.n River， 
.nd on Cheng's request， they undid their girdle s.shes f，凹 him. In  mediev.1 poetry they suggest .n  
erotic encounter， though in  this c.se ，  they .re  simply • seductive v凹的n. The "L.dies ofthe Hsi.ng" 
were the two wiv白 of the s.ge-emperor Shun， who drowned themselves on he.ring of Shun's 
de.th .nd bec.me river goddesses 

24. In keeping with the convivi.1 spirit of the poem， this line echoes the first of the f.mous 
Fang-chun.fI Songs 房 中 歉， supposedly written by the L.dy of T'.ng-sh.n 唐 山 夫 人 for H.n K.o­
t5U ;  in it are mentioned the “t.ssled golden poles" .nd “kingfisher fl.gs" (CHs 3 - 1. ) .  The second 
h.lf of the line is liter.lly， “their light， present .nd .bsent." H的←mio 有 無 describes something so 
tenuous that Ît scarcely seems to exist. 

z勾5. Jiιιc/，i悶ε放h 只咫r.J凡巳 C凹。叩n】ve凹nt1叩。n.】祖.lly i阻s used to describe something ve甘ry close 
rain" were commonly associate 

Joy and pleasure crest. 教 學 桂 ? 在 情 要
then moumf ul feelings are many. 

How long does youth Ia哎， :}. 壯 .. 時 兮 事是 何
what can be done about old age? 

Line 27 i s . direct quotation o f this. The I.st line is liter.lly， .‘How much joy .nd sorrow h.s there 
been in the p.st !" 

10509:  CTs， p. 2256;  Chiu-chi.， 1 . 1 6B，  pp. 1 3 - 1 4 ;  Ch'ou， c. 3， p. 1 1 9 ;  Wyyh 3 3 1 .2.. 
Rhymes : 1 P間n， 2 hiuln， 4 bian ; 5 xa壘， 6 J;3壘， 8 djl，iak. Though this poem is included in the "old 

style" section， the first h.lf is perfectly regul.ted ; the fifth li，時， beginning the ju-sheng rhyme， 
is . pivot: .s • p 'in.�-c/， ' i  line with . 叫ol.tion in  the sixth position， the line continues the tone 
p.ttern from e.rlier in the poe m ;  .s . lse-c/， 'i line with viol.tions in thc sccond .nd fourth positio肘，
it begins the tone p.ttern of the second . h.lf of the poem. There is .Iso • viol.tion in the sixth 
position of the I.st line. 

1 .  As noted in the text， tan-biung M 風 .nd bhiuk-hió 俠 íliJ .re the su句ect of controversy. 
.nd there .re sever.1 v.ri.nts th.t resolve the problems with suspicious simplicity. For ex.mple， 
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l�" is taken as “unending" 凹， with the grass radical， m凹ning "orchid." BI，iuk may be interpreted 
35 “high summer." If a problem of interpre臼tion does not resolve itself naturally at a certain point， 
one should allow the possibility that a suggestive haziness of referencc was permitted by the poet 
and appreciated by contemporary readers. Such resolutions are dangerous， because they encourage 
us “later-born" readers to a complacent murkiness of understanding when a T'ang reader might 
havc ttnderstood precisdy. But despite the danger， there surely were e1ements of T'ang poetry 
that were genuinely murky. Pian-pian 紛 紛 suggests a large quantity of something in confusion ; 
see note to 05906， line 1 .  

2 .  Echoing Shil， 2 1 0  

Heaven above shares a CQver 0 f cloud. 
The snQW falls in flurrying turmo il 

土 夭 同 韋
爾 會 霏 霏

Note that 零 零 is essentially the same as 紛紛. Sì-xJi bat-xuang 由 海 八 荒 is Iiterally "(AII that is 
within) the four seas and wildernesses Iying in the eight directions." 

3 .  The inability to distinguish horses from oxen c1early echoes the Ch'iu-shui chapter of 
the CI"，allg-t2:u in which the Yellow River is so swollen with autumn floods that from one side 
to another， one cannot tell a horse fro m an ox (CI .. 帥哲-t2:U 42/ 1 8/ 1 )  

4 .  The “muddy Ching a n d  c1ear W肘，" which flow together f甘 three hundred IiJ without 
mixing together， wcre proverbial and often used 臼 metaphors for moral discrimination. The 
Chiu-chia commentary suggests that the rain has caused the two to be mixed so that the c1ear and 
turbid wil l  not separate themselves. 1 had previously followed this interpretation， but a m now 
convinced that  b阱， 分 here m凹ns to “distinguish，" implying a viewer， as in the preceding line. 

5 .  The proverb， 口ted by Chiu-chia and later commentators， is that when there is rain on 
the first day of autumn， “ears" (fungus) grow on the heads of grain. The “blackness" of the grain 
時， of course， a mark of its rotting 

6. The distinction between nOll)l-bllio 農 夫 and dhell-bl，ið 白 又 is not entirely c1ear， perhaps 
one of age. The two terms are used together in p 'an Yüeh's Ch'iu-h.<ing fu 秋興賦 ( Wh 1 3 . 5a) ， 
whcrc the poet， boasting his rusticity， says that thcsc arc thc only kinds of people he chats with. 

7. Kyim i: and 司;hiou 伺 app臼r i n 51，;1， 21 : they are two terms f or bed coverings， the second 
supposedly being lighter than the first. Chiu-chia cites the Chiu T'ang shu to the elfect that in the 
K'訓-yüan a dðu of rice cost a few cash. 

8.  Sian)l-xiú 相 許 IS to “reach an agreement." Yoshikawa ( To Ho 1， p. 49) sugges臼 that
this is colloquial， what is said whcn a bargain i s  struck. The last charactcr 直 should be pronounced 
djhià when ttsed in the sense of “be worth，" 苗 時 is hcre; However， rhyme demands that it be read 
djhiak. The only explanation 1 can suggest is that djllia壘， the prim盯y reading of the character， 
gradually absorbcd the other reading. 

的 5 3 4 : C Ts， pp. 2265-66; Chiu-chia， 2 . 16 ，  pp. 37-39; Ch'ou， ι 4， pp. 7 - 1 2. 
Rhymes: 2jillεt， 4 ket， 6 ku肘， 8 xuat . . .  34 Ii剖， 36 biaet， 38 g肘， 40 nget， 42 IlUat， 44 gat . . . 68 guat 

了了前T2l師仁了研歹<ÇgrTs間有P耳捕前何西寸rt;-g苦了E間可TOU-命前\Fmrn伽下椅。ore-revetlt叮叮一一一­
of 丰 in thrce dilferent pronunciations in lines 切， 92， and 98 

1 .  Tu-Iing was Tu Fu's ancestral region ; it was located about twenty-eight kilometers 
south of Ch'ang-an. Government officials wore distinctive gowns， so the term bð-q間 有 衣 ， a pl剖n
cotton gown， was one of thc most common synecdoches f.凹 a commoner. 

2. Jiu.t 緝， translated as “naïvete and foolishness，" along with IIg叩 悉， “別mple-minded，"
are difficult and related terms. Both have genuinely pejorative sides and are used when one wan臼
to suggest real stupidi句， but a t  the same time they suggest the c1umsiness that marks sincerity and 
honesty， the antithesis of the English "slick." 

3 .  Xi，l 許 is the word used when one “promises oneself" to a prince; Tu Fu's "promising 
himself，" xir4-s/rin 許 身， may be to state service and the dynasty， but it may also be to become Iike 
the ancîents mentîoned in the i1ext line 

4. Tu Fu's "sccret comparison，" tset-bf 竊 此， of himself to “Chi and Chieh" i s  the same 
thing Conf ucius does in Analect.， V I I . I : “1 transm此; 1 do not invent. 1 trust in and love the ancien臼.
1 secretly compare myself to old P'eng." One interesting topic in the study o f Tu Fu would be to 
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observe how of ten he .ssum白 the voice of the S.ge. Both Hou Chi .nd Chieh served the sage 
emperors Y.o .nd Shun， .nd cert.inly .n import.nt p.rt of Tu Fu's emul.tion is to b目。me .
worthy serv'nt of . 阻ge ruler : this is one side ofhis xi.l-s/.in， “promising himself" to the emperor .  
But . mong Y.o's .nd Shun's m.ny gre.t servito間， Chieh .nd Hou Chi h.ppened to be the ancestors 
of the Sh.ng .nd Chou dyn.sties respectively. 

5. Gi峙IIjiell 居 然 me.ns b.sic.lly to "rem.in in • given st.te " ; from th.t b.sic me.ning， 
the compound is used in sever.1 r.thcr dilferent w.ys. One ofthose us.gcs .pplies hcre : an "cxpcc­
t.tion th.t will be deceived，" something th.t occurs "contrary to expect.tions." Z/.iellg J?í. me.ns 
notjust "become，'﹒ but to "become utterly." Hurxk-/rxk it 落 (.Iso writtcn __ :g.) is . binome m目nmg
“empty" or “hollow." The comment.ries cite its use in the C1l11allg-/zu (2/1 /37; 3/ 1/42)， but the 
term had a fairly wide currency and is prob.bly not • textu.1 .lIusion here. Its prim缸y extended
meaning is “hollow and useless，" which is its use here 

6. Ket-k'lrx/ 與 伺 is • binome describing a state of sulfcring， used and glossed in SI.ih 3 1 .  
7 .  GÒli-gu""， 益 闕 ， “covered i n one's coffin，" w.s a phr.se used ofi:en i n  e.rly texts t o  indic.te 

the finality of de.th， afi:er which some problem or desire would ce.se. Commentaries cite the 
Hall-SI.iI. wai-c1.uall， where Conf ucius st.tes th.t he will stop studying only when "covered in 
his coffin，" but Tu Fu's line is . rephrasing of.n .Imost proverbi.1 expression used often in mcdiev.1 
texts. 

8 .  Gyl-xurxl 鈍 ，轟 阻 a ∞mpound origin.ting in Tu Fu. Gyì nte.ns 切 “look forw.rd to" 
曰 “hope for." Xu耐 is .n "openncss" th.t suggests freedom of spirit or .ction . 

3 3 .  The de.th of .11 the pl.nts tow.rd the c10se of the ye.r， when expressed with such 
simplici句， h.s numerous echoes in the SI.iI. and Ch'u-tz'u. 

34. 函件gang 禹 間， 可igh hill， "  is used in SI.iI. 3， 2叭， .nd 25 2 .  The signific.n臼 of noting
this is not for its own s.ke but to suggest the qu.lity of the phr.se. Since the literary I.ngu.ge w.s 
bui1t out of a body of more or less memorized texts， phr.ses of，個1 .cquired • historic.1 depth 
impossible to reproduce in English. Grx.I-g隨時， for ex.mple， h.s .n .rch前c simplicity; it do臼 not
occur oncc in the sl.iI. of the Wetr " süall. On the other h.nd， to use j1iriung 漿， “lofty，" .s .n .ttribute 
of . hill h.s • distinctly “literary" fI.vor .nd suggests thc H.n to Sui pcriod. Though it is used 
e.rlier， "伽'g tt would be the more modern， T'.ng 世rm r.凹 grxllg. This 絨的 version of .rch.ic 
simplicity is superimposed on .nother version， that of Chien-.n .nd Wei 51.沛， .nd the li肘 。叮u.n
Chi noted by the comment.tors ﹒ “ A  cold wind sh.kes the mount.ins .nd hills" 寒 風 很 山 同 ( Wh
23 .7'). However， this archaic simplicity c.rries with it overtones of conc凹led 世nsure : hence 
th階 Wu-ch'en commentary to Ju.n Chi 's line indica時d 由at thc imagc is an allegory for the Ssu­
m.'s usurping the a uthority of the Wei ， • situation that might sugg回t an.log的 to the Yangs' 
beh.vior tow.rds the roy.1 house of the T'.ng. However， even the most besotted .lIeg凹ist might 
hesitate to dis∞ver hidden s.tire in Tu Fu's line here. Rather， the topical dimensions of the im.ge 
are probably best understood as a submerged part of the general mood of me聞自 which is carried 
in the style and im.gery of the line ; that mood， and particularl y the 個pi臼1 dimensi。肘 。f th.t 
mood， is historic.I1y determined. The use 0f liel 裂 is .Iso interesting : Ch iu-chia cites the Li Ling 

一ι一一一一---.ktt= SlI WI1 (Wh 4' za) where it"saγs that tI." herder丘nd--is-/5ðm-ffe←慘 <<-: ‘hoagh Li Sharr一一
gl現5 a divided gloss for the compound .s "poisono叫" and “splitting， " the read甘 know5 that 
this is actu.lly 慘 列， a bino me 挂目前ibing the "biting" ∞Id . This considerably mutes the violence 
。fTu Fu's u祖ge， 甜 ∞mm個It.to間 盯e wont to do. In fact， Tu Fu可 line me.ns p咽ci恆Iy wh.t it 祖y5 :
it is • hypetbolic v，凹頃on ofthe cracking ofthe e.rth th.t occurs in the cold ; cf. Yen-l'ieh /un (SPTK) 
3 . 5. . 

35 .  "The .凹nu目 。f 也e 臼pital，" ten-ghio 天 冊 ， is lit疋r.lly “Heaven's avenu目." The com­
men扭扭曲 聞自 ten-ghio's 閏e in Chang Heng's Hsi-ching戶， b叫 it could al50 mean the p.ths of the 
目.I H曲V冊， 前 in Wang Yi's Chiu-ssu in the Ch'u-tz ' 
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39. Uang�州的 凌 晨 ， as Yoshikawa notes， is a literary term for “dawn." originating in the 
Southern Dynasties. Li Mountain w刮 目前 o f Ch'ang-an， on the south side of the road to Lo-yang. 
The entrance to the palace there was on the north side of the mountain， so Tu Fu would have 
seen tt 1n passmg. 

40. Ngiì， 御 is the respectf ul modifier for something belonging to the emperor. The choice 
of a “bed，" trxp 鶴， to designate the imperial presence may suggest that article of furniture of which 
Hsüan-tsung was making best use in those， his salad days. DIJft-nget 崢 哎 has a Chi-yün gloss as 
“the manncr of  a mountain's h凹ght，" but Tu Fu's i s  the 臼r1iest usage of the phrase. 

4 1 .  Chi� Hiou 當 尤 was thc rebel def臼ted by the Yellow Emperor. It is possible that its 
usc hcre 凹 的 an aster阻m portending rebellion ; howcver， i t  was also thc namc of a military banner， 
and 1 have taken it in that sense here. S.k :1.， "block up，" could more 臼sily be done by banners， 
portending warf are ; but it is just possible that a very bright asterism could be said to ..k the sky 

42. Tzi祕-top 離婚， “trample over，" is used in Chang He嗯's Nan-tu fu to describe the 
am，ies' victorious "trampling over Hsien-yang" ( WI， 4 . 1 3 b) ; hcrc also it suggests the tread of 
victorious imperial 訂mies. Ch'ou takes the “slipperiness" or smoothness，" IlUat 滑， to be the result 
of thc slick fro祉， thus suggesting hardships for the marching 甘oops. 1 agree with Chiu-chia that 
tziuk-top suggests the quantity of marching troops， and thus take IlUat as the result of the many 
armies that have passed over the spot 

的 I凹，-djh閉 路 池 ， '1asper Pool，" w的 the place on K 'un-Iun Mountain where Hsi-wang-mu 
received King Mu of Chou; here it suggests the pleasure spots where Hsüan-tsung dallies with 
Yang Kuei-fei， namely， the famous “W前m Springs" of Li Mountain. Qiu.t-Iuit 鬱 律 的 a binome 
describing the density of vapor， fog， mist， etc. 

44. The Hið-lim 羽 林 W的 the name ofthe imperial guard. Mrx-gat 摩 J; is a compound verb 
first used by Tu Fu， literally “rub and rap." 

67. Jio-mm 家門 was a standard synecdoche for the dwellings of the wealthy and noble. 
C!，;如 臭 was origina\ly si mply a “scent，" but it gradually came to have the sense of “stench，" 
particularly of meat. Meat eating was strongly associated with the extravagance of wealth. The 
couplet c1early derives fro m  Mencius's criticism of King Hui of Liang: ‘ 'There are f at m臼ts in 
your kitchen. fat horses in your stables， the look of starvation in your people， corpses， dead from 
hunger， in your wilderness' (Mencius IA.4). 

的 . H酬-dhrx" 就吭 is a phrase fro m  the hexagram T'ullg-jen 同 人 ， “Fe
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t o  the su仟ërings o f the common people i s  very bold， though i t  i s  probably done o n  the model of 
various other binomes describing autumn which early took on the general sense of “desolation." 

97. Re.ding iJl instead of Chiu-chia 這 峙/aep 幸 自 由scntially something one accumulates 
(possessions， learning， good dceds) and often that which is passed on. The commoners who lose 
their ngiaep probably have lost their family farms or whatever they had accumulated to live on 

98 .  Liter.lly， “And thereupon think intently on. 
99. Qiou-dl間n 憂 疇， “sorrow's source." are those external matters that give rise to the poet's 

grief: these are the private and public concerns mentioned above. Their being 叫equal to South 
Mountain，" dzheiJiung-nom 齊 詠 梅， exprcsses thcir magnitudc. 

100. Hfíng-dltúng 漏 洞 is one of thc binomes used to dcscribe the state prior to Crcation 
in the cosmogony of the Huai-nmf-Izu. [ts primary semantic value 的 “unditfèrentiation，" and it 
suggests that all the personal and public troubles are inseparably fused so that none can be taken 
sep.rately .nd "handled." As with pið in line 衍， d"耐 紋， “gr.sp，" belongs to the language of 
manipulation transferred to mental acts 

10557 :  CT.代 pp. 2274-75 ; Chiu-chia 3 . 旬， p. 5 8 ;  Ch 'oll c .  5， pp 恥 的
Rhymes: 2 g帥 ， 4 ，I，，"rr， 6 ，增帥， 8 /，帥f1， 10 m;;m， ] 2  ch削. ] 4  tsrzn， 的 F捕， 的 Irr1.ff， 20 g間， 22 djl，iu帥，

24 qen， 26 guan， 28 hiuan， 30 m捕， 3 2 Imm， 34gαn， 36 SU3H， 3 8 gum， 40 Xf峙I1， 42g澀11， 44 /rUell (Ch'ou 
not的 this is the old rhyming pronunci.tion)， 46 dzl"". ( T'f"'，I!-yiin). I n several cases， Ch'ou 
cites .Iternative readings for rhyme words in ord甘 to m.ke them more regular 

Title : P'eng-ya w.s located to the north ofthe capit.1 
1. Qi，k-siek 體 昔 was a formulaic opening for poems of reminiscence. Bhiì: dzl!.k drriu 

星I.IIl. 初 ， instead of the more common word order of drr叫 blriè dzh.k， probably places the emphasis 
on the “beginning，" on the evcnt Îtself rather than on the f.ct th.t they tlεd. 

3 .  The use of sl，im ìf here shows the master's touch : it is both a spatial word and a timc 
word， the "depths" of night. By placing sl，im between “night" and the “P 'cng-y. Road，" Tu 
Fu holds its signilicance indeterminate between the temporal and the spati a l :  it is "dcep" in the 
night， and that gives a quality of depth to the recesses of the landscape around the road 

6. Hóu-ngan 厚 顏， literally “thick countenanced，" suggests shameless behavior. There are 
two ways to understand this line， both equally credible. Thc lir缸， 的 [ have taken it in the translation， 
has the I.ðu-ngan refcr to those met; their behavior (staring， bcgging， accosting the fa mily with 
qucStlons η is a shamcIessncss crcatcd by thc despcratcncss of the timcs and not a mark ofim morality. 
However， hóu-ngan may also refer to Tu Fu's family and their behavior， in which case the mention 
of their shamelessness is itsel f a mark of a sense of shame. 

7 .  Ch'ou sug皂白ts that the f act that the birds are singing indic刮目 that nO one is around. 
but the singing of birds at night in Chinese poetry often indicatcs some kind of disturbance， perhaps 
the presence of animals or other people hcrc. The “uncven distribution，" chrim-c/"is 乎 是 ， of 
th凹r cries may suggest potcnti.1 menace from unseen places. 

8. Literally “We did not see travelers returning." Presumably the travcIers would be 
“何turning" to Ch'ang-an. The Jine may aJsû be taken “We did nO! see any 甘avders turning back ' . ;  
i . e . ，  there were others o n  thc  road (see line 6) ，  but  the  men.ce o f the night journey was  less than 
th.t in a return to the capit.1. 

9 ηia 爽 ， “innocent" (or pejoratively “silly，" “foolish")， w.s conventional .ttribute for 
young children. Qðu 咬 is properly "to gnaw a bone，" and secms the perf ect choice of words to 
dcscribe “chewing at，" witho 
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it， .nd when someone .sked him why， he s.id， ‘Whenever there's . tree by the ro.dside with much 
fruit， it  must be sour plums.' When they took the plums， they found out he w.s right" ( Tsin， p. 1 23 1 )  

1 5 .  The “week" is liter.lly • zui/l 旬 ， ten d.ys. 
的. The poet notes the slipperiness of the p.ths bec.use of the w.nt of proper footge.r， 

p.rt of the “provision against the rain." 
19 .  For ket-kuttt -4 悶， see note 10534， l ine 6. 
2 I .  Hou-l悶tlJ1 錐 種 .re "dried food .nd gr.in，" the kind of food one t.kes on • journey. 
22. Q的-djhiuεn 屋 線 are liter.lly the “round r.fters of the roof，" the ex.ct .n.logue of the 

br.nchcs. Thcre is often in Chinese poetry • particul.r sensuous prc口到on in mct.phors .nd sub­
stitutions: the br.nchcs .re the .n.logues of the r.fters， not the roof， .nd they .r� the .n.logues 
of round r.fters. Of  course， “round r.fters，" djhiu&n 祿， .Iso rhyme， while “squ.re r.fters，" gak 俏，
<10 not 

23. Lite盯r.叫必lIy弘， ‘“‘τE 缸1甘y we went through w.te盯r on 5咀toneι" 
24-25. T'ung-chi. Sw.mp .nd Lu-tzu P.ss Iie on • journey north from Ch'.ng-.n through 

Whitew.ter County (Iine 4). Tu Fu ultim.tely did not go up through Lu-tzu P.ss， but inste.d 
left his f.mily in Fu-chou 

27. Since tzJi 幸 me.ns to "govern，" there is some doubt . s  to whether Ts.i (Tzòíi) is Sun's 
given n.me or m.rks some office. Since tzJi is neither • f，甘m.1 nor • poetic title of offi間， i t  is best 
to take it as a namc 

28. To spe.k of someone's goodness “re.ching the c1ouds，" is • convention.1 .nd e1eg.ntly 
poetic form of pr.ise ; both Chiu-chi. .nd Ch'ou give earlier ex.mples 

29. Liter.lly， "When he received in the guests (us)， it w.s .Ir臼dy bl.ckening d usk." IJ 己，
“.Ir臼dy，" m.y suggest p.rticul.r generosity in welcoming unexpected visitors so l.te， especi.lly 
in such troubled times. 

32. “Summons to the soul" were usu.lly reserved for the de.d or dying， but the .ct w.s 
'pplic.ble to .ny state of ne.r or tot.1 unconsciousness; the Tus .rc prob.bly in • d.ze. Ch'ou 
citcs the Tu-shil， Miu-p 'ing 社 持 謬 詐 。f Ts'.i Meng-pi 學 夢 駕 to the eflect th.t the ritu.1 of  soul 
summoning here is only figur.tive， standing for the m.ny kindnesses Sun Ts.i did for them. To 
t.ke it .s entirely figur.tive would be very unusu.l， but to mention the re.1 ceremony would be 
.Imost equ.lly unusu.1 

3 3 .  Ch'ou would h.ve Tu Fu bringing out his wife .nd children to meet Sun Ts.i， perh.ps 
implying th.t the previous kindnesses h.d bcen extendcd only to Tu Fu himself. Unless • form.1 
introduction 阻 implied (which 1 do not believe)， this would imply • very str.nge suging of the 
g.te 

are - 'contmuous. 
3 5 . “B宜。od，" jiìmg-j，hio 笨 穗 ， is liter.lly “brood of b.by birds，" .nd in Mi Heng's "P.rrot 

Fu" there is worry th.t “the brood of chicks Iack knowledge (to fcnd for themselves)" ( Wl， 1 3 .28b) . 
The commentators take 1壘n-IJI如 湖 漢 .s describing the "depth" of the children's sleep ; this is de.rly 
corrcct， but it  derives from the basic m臼ning of the binomc， wh ich is “scattered." As in colloqui.1 
Engl泊 “to b亡 out col品，" deep sJeep 的 Iike unconsciousn臼s， when the souJ has “ melted away" 
。如-mdtl) from the body 

36 月iSnI 囂， 山間Iated as “kindly give，" is lite凹I\y “to so.k，"  commonly used for showing 
gεnerosity .nd f.vor 

37-3哩 . There i s  a difference of opinion among the commentators whether these .re the 
words of Tu Fu or Sun Ts剖. Ch'ou cites the Tu Yi 社 麓， which emph.tic.lly 盯gues th.t for the 
continuity ofthe poem， the lines must be spoken by Sun Ts剖 Again we h.ve a problem of referent， 

which would h.ve been immediately known to Tu Fu .nd Sun Tsai .  Cet 結， Iiterally to “t妞
is to “ form . bond (of brotherhood or friendship)."  

39. Thc tr.nsitive use of kÙIIJ1 堂 ， “empty，" is striking in this line， espe口.lIy in conjunction 
with the pros.ic modifying construction sh，iú-dzhwí 所 坐
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40. BI.íðng 丰 here means t。 “present" to someone. Ngri f<. can be singular， referring to 
Tu Fu alone， or it can bc plural， encompassing Tu Fu's family. 

制-42. This couplet in c吋ambed. In this context， the rhetorical question zlwí k}IIg 誰 宵，
“who is willing，'﹒ has i阻 usual function of implying "no one，" and simultaneously emphasizes 
the uniqueness of Sun Tsai because he was， in  fa口， “willing." T封封 際 here 阻 an “occasion ， " a 
. ‘time when. . . . " X.叫�dl"xt '4il is a binome describing an openness or expansivcness of spirit 
or scenc :  herc it is transfcrrcd to a libcrality or gcnerosity of disposition 

抖• Ho.，�ioe/ 胡 為 is an imprccisc collective term f or the nomads of the North， here referring 
10 the rebcl annics . 

10974:  CTs， p. 2403 : Chiu-chia 19.6， p. 295 : Ch'。比 c. 4. p. 29 
Rhymes: 2 k"-n， 4 q帥， 6 h帥， 8 g"-tr. Regulated 

1 -2. The first line is the “topic" on which thc second linc is the “comment." To bcgin an 
occ.sional lyric with a scene which is im.gined， a scene specifically located elsewhere， was unusual 
in poetry. Such speculation was usually rescrved for the c10se of a poem (cf 06137) .  Furthermore， 
the reader would understand that the “moon tonight in Fu-chou" was. in fact， the moon Tu Fu 
was watching that very night in Ch'ang-an : see Ch'ou's comment that the poet is “facing the 
moon and thinking of his wife" or the Tu 的， cited in Ch 'ou， that Tu Fu is "really longing for his 
f.mily， but instead imagincs his family longing for him 刊 Fu-chou was where Tu Fu had len his 
wife and children to keep them safe from the rebellion. C;uei-djí帥'.� 閩 中 usually ref ers to women's 
chambers. The imaginary opening and the fact that the woman looking is unspecified suggests 
yüehτ舟， a female persona longing for a husband far away. The historical occasion is the only thing 
that sp前的目 the woman as Tu Fu's wife. 

3 .  ls，←len 進 禱 ， “f.r away think lovingly on，" locates the speaker of the poem somewhere 
else， thinking on the family in Fu-chou. 

4. “Remembering Ch'ang-an" is pre口sely what Tu Fu's wifc is doing as  she gaz臼 at the 
moon and imagines that Tu Fu is gazing on it too， in Ch'ang-an. That the children are 100 young 
to do so protects them from the sorrow of leaving the capital and sep.ration， but it also removes 
them from the bond that binds Tu Fu to his wif e. “Remembering Ch'an g-.n" includes thoughts 
on Tu Fu， but it 阻 more : it encompasses their previous life in the capital and the sorrow over the 
fall of the great city 

5 .  Ch'ou cites a con甘oversy among commentators as to how thc fog became scented : 
Ch'ou himself concludes that the scent comes fro m  the ""on 聲. the “hair bun." What is interesting 
here is the reader's desire to discover an empirically coherent scene in what Tu Fu admits is a fantasy， 
a sensual fantasy of scent， moisture， and hair， and， in the next line， of glcaming flesh. Hiuatl 雯，
“c1oudlike，'﹒ is a fixed attribute of coi仟ures， but here it is given new vit.lity as it fuses with the 
surrounding fog. 

6. Ngiok 玉， ' J ade-whi妞，" is a fixcd attribute of  flcsh， 叩ggcstlll早 beauty and purity. The 
----Shini時平叫峙。勾ade..b四且叩戶。盟副揖d抖扯§站接哥l甜個峙品e制研討》甘甜甜自正廿ondlike立一一一

hair bears to the fog. The “cold" suggests her isolation and， in the physical scene， that she is sta nding， 
gazinging longingly at the moon in the chill of the nigl訟， rather than being under the blankets 
as she w 

1 1027 : CT玄， p. 241 5 :  Chiu-chia 4. 19， p. 73 : Ch'ou， c . 6， pp. 1 2 1 -22 ; Wyy/. 2 10.7b 
Rhymes: 1 jíJ旬， 2 n3旬， 4 i，嗯， 6 句悶，嗯， 8 bi，ng. Only the third couplet is regulated. 
Title: The title was originally accompanied by a note， perhaps from the hand of the po凹， that 
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.t the time he w.s in the “Dep.rtment of A w.rds" (ssu-ku，啟 司 功 in Hu.-chou. Du.i-<p-" 
sil1."JI.-njimg 堆 索 相 仿 is literally "piled up desks continue in succession." 

1 .  As Ch'ou notes， I!y.m-jimg '- � occurs in a poem of YÜ Hsin (CPCs 2 的a)， but while 
Y位 Hsin 5U仟ered the “blazing steaminess" in the fifth month， midsummer， Tu Fu must endure 
it cven in the "sixth day ofthe seventh month，" when the cooling winds of autumn should be coming 

2. The commentators cite one of T正ai Yen's “Nomad Flute Songs" here， but 1 believe 
the line is .n ironic echo of the inability to e.t out of political frustr.tion and unfulfilled ambitio肘，
.s in P.o Ch.o's f.mous (CSs 4.9b) : 

I f ace the table. cannot eat， ft 't 不 能 會
Pull out m y sword. strike thc column. heave .:l long sigh. 提 劍學 拉 長 tI: 且
There i s  more than a little humor in T u  Fu's self-description， especially i n  the prosaic and anticimactic 
Iruan bi3t 11<11吟 還 不 能 -

3 .  Here 1 have taken Ch'ou's reading of 皆 是 instead of the Chiu-chia 自 足 . In  context and 
p.r.lle1 construction dzl!ì tziok xy白 白 足 蠍 should mean “naturally there are ample scorpions" ; 
unfortun.tely， dzl!ì-tziok is • set phr.se th.t m.kes it seem th.t the poet is worried .bout “self­
satisfied scorpions." It may be that gaei zl.iè 皆 是 was a textual ‘ ' improvement" generated to 
redeem th臼 infelicity

4. XiulÌng iX. intensifi臼 . previous state (here “worry，" jr/Jiou 悲) with • new condition . 
When I!òu i是 follows some condition th.t h.s dur.tion， it often m.rks the condition itself. “.fter 
the bcginning 0 f. . . " :  thus， tJiou-I!òu 秩彼 here 間 Uafter the coming of autumn，" not “after autumn " ;  
c f  tzùi-h何 國平 後 ， “while drunk，" “.fter getting drunk. " 

5. SI.iok-drìi 來 帶 is together the “sash" Or “belt (see A"alecls V. 7.4)， but the glo白白 on
5/.io/' c.rry the scnse of“tightness" .nd “constriction. n 

6. BI!ð-slliu 簿 書 is here • gener.1 term for offici.1 documents. This line is liter.1心， “How
swiftly .nd urgently the 0仟icial documents come in  succession !"  

7 .  As Chiu-chi. expl.ins. gà 祭 refers to the  br.nches "framing over" some spot : see  Li 
Shan note to Chi.ng Yen's i mit.tion of  Hsieh Chu.ng ( WI! 3 1 .39') ; the Wu-ch'en comment.ry 
cxpl.ins gà .s the pin白 "growing out horizont.lly over the sheer slope." 

8. Bccause the slope is sh.ded by pin白， the spot ret.ins its chill cvcn in hot we.ther 

1 0973 : CT，九 p. 2403 ; Chiu-chi. 1 9 . 5 ，  p. 295 : Ch'ou c. 4 ，  p. 3 4 :  Wyyl! 1 54.9'. 
Rhymes ﹒ 2  qu嗯， 4 hiu旬， 6 IlUng， 8 ku"g. Regul.ted 

1. When the de.d in b.ttle .re unburied， they Iing甘 on .s wecping ghosts. 
J. Dei it. m.y be st.tic， the clouds “h.nging low" over the horizon where the sun is setting. 
4. “ Whirlwind，" in the modern sense， may be too titanic for I!"，i-b叫，啟 迪風， which is • 

“swirling gust." 
5. Liok 緣 is • d.rk green or blue-bl.ck， .nd as .n .ttribute of wine， i t  indic.tes the strong 

and thick brew. In a ìatcr form Aj. it 阻 gìosseå simpiy .s "good wine " ;  however， the sense oí coior 
1S p問sent when 緣 is used to describe wine， 的 c.n be seen from the p.r.llel here .nd e1sewhere 
Liok prob.bly does not describe the wine liquid .t .11， but rather the lees， known .s “dark green 
ants.'﹒ liok-"gyt 線 直是 : see WI! 26.9'， with Li Sh.n expl.n.tion. (Note th.t Ch'ou 。但s • line using 
"cup of d.rk green，" liok-tzllm 緣 縛 ， from • Shen Yüeh poem written in response to the poem 
citcd .bove ; the Shcn Yüeh line 'ppe.rs in 防'I! 30.26b.) 

6. 1 h.ve tr.nsl.ted th間 line following • synt.ctic p盯.1Ie1 with the simplest re.ding of line 
5 : however， the structure of the couplet is • f.r more complic.ted or indetermin.te. Wh.t the 
re.der would expect to “linger on，" dzl!lIm 存， would be the fire .nd not the br.zier; furthermore， 
dzl.llm has a propensity to transitivity. Thus， the most n.tur.1 w.y to re.d the first three ch.r.cters 
would be “The br.zier keeps the Ílre，" which would be a normal poetic w.y to s.y "The flre I.sts 
on in the braZÌer." However， “fire，" xud 火 ， looks like the sub ject of “seems crimson" or “'ppe.rs 
crimson，" zil Imng 1M， 紅 This is reinf orced by the relationships of the preceding line， in which 
liαk goes with t訓。"， 的 in the Shen Yüeh poem. The situ.tion is further complic.ted by the f.ct 
th.t “crimson，" Iwng 紅 (.ctu.lly • pinkish red)， describes glowing br.ziers but not fires. Thus， 
following convention.1 .ssoci.tions of words， the line would be synt.ctic.lly a lmost impossible: 
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"The brazier， keeping its fi間 appcars crimson . "  1 would slIggest that the e仟cct of this conRict 
between relationships sllggested by syntactic position and rclationships favored by the history of 
the association of thc words is an indeterminacy of relationship 

8 .  ]itng 正 here means something like “at this very mornent. "  

1 1045:  CT" p. 24 悶 ; Chiu-chia 20. IJ ， p. 320;  Ch'。口， ι 7， p. 30. 
Rhymes: I 1"...， 2 bl，ia帥， 4 ngiuae，，� 6 ts帥"， 8 mm. Regulated 

1 .  The K 'un-llIn Range lay north of Tib前， far to thc west-northwest of Ch'ang-an and 
well outside Tu FlI's range of vision from Ch'in-choll. Tu Fu is obscrving a c10ud covering coming 
in fro m  the wc前. and in its immensi句， he imagines it stretching to (perhaps originating in) the 
K'un-Iun Range 

2. ]rllim-jrllim 萍 咚 is a binome describing heavy rain : likewise， bl!iaen 繫 is the “density" 
ofheavy rain 

3. The Wei Rows down to Ch'ang-an ，  and the enigmatic figure of the nomad boy， standing 
in the rain and watching the riv叮， leads Chao in the Chiu-chia commentary to suggest that this 
marks Tibetan warriors watching for an opportunity to attack. Thus， the “royal envoy" in the 
next line has been dispatched to avert trouble 

4. The “royal envoy" who was sent to fìnd the source of the Yellow River was Chang 
Chien 張 寡 in the Han. However， Tu Fu is probably not describing an expedition of discovery 
here ; rather， he is noting a Chinese oflîcial traveling in thc rain 0仔into the immensity ofthe frontier 
region， and by treating that journey in terms of Chang Chien's expedition， he lends it associations 
of hardship， distance， and unknown perils 

5-6. Thc form of these lines is strongly in the 甘adition of capital poetry : the fìrst hemistich 
o叮叮s precise sensory evidence that leads to the more general sccne or conclusion in the second 
hemistich . 

8. BIlUng-m311 il 門 is a gate woven out of bllUlIg (see notc 05984， line 3)， and it marks rusticity. 

1 1052 : CT.<， p .  2419 ;  Chiu-chia 20. I Q ，  p. 3 2 1 ; Ch'ou， C. 7， pp. 32-33 
Rhymes:  2 g"'lIIg， 4 Jzl，il1.IIg， 6 Jlumg， 8 JjI，il1.lIg. Regulated. 

1. Literally， “Border autumn : shadow e.sily turns evening." The point of the line is that 
the short， c10udy autumn days 盯e so dark that the transition to evening is swift and imperceptible 

2. Again， it is because of the continuous c10uds and rain that the poet cannot distinguish 
dawn's light. 

3. Lim 淋 describes r.inwater "running off" something， but it may also m臼n “soak."
5 .  Commentaries suggest that the cormorant is seeking food here， and the fact that it is 

looking in a well indic刮目 an avian desper.tion. Why the well should be shallow after such r.in 
IS uncertatn .  

6. As the commentatOjS 甜ggest， 的e í:arthwornls are trying to escape the moisture in the 
ground. 

7. Seu-用h 昔 索 is a modal binome suggesting autumnnal gloom and desolation. 

1 1089 :  CTs， p.  24月 ; Chiu-chia 20.34， pp. 330-抖 ; Ch'ou， ι 日， pp. 49-50 
Rhymes: 2 qim， 4 s!Jim， 6 φ1叭"， 8 li"，. Regulated. 

1. Chiu-chia and Ch'ou agree here that the inability to “gaze to the limits" of autumn is 
bec.use of the shadows of line 2 .  As usual， the comme凹nt臼at切or'5 e凹文pla叩na肘tI岫on marks a problem : 
“C臼anno剖t g伊3缸z缸e t岫o its limits:' "，íl怯a由11啟'.11 b i3叫31 gl，航113泊h 掌 不 極， c臼an 臼s盯圳2廿Iy be taken as an expre臼ss釗E昀on of‘“‘I 
VI臼sion吭 es叩pecially in the “c1arity" of autumn. And if the layered shadows of l ine 2 make one 
“ unable to gaze to the limit，" the waters m口ging with the horizon in line 3 suggest “unlimited 
gazing." 1 would not suggest that there w.s conscious ambiguity in Tu Fu 's USe of miiì:ng biar glriak， 
but the two me.nings of the phrase eclío the domin.nt antithesis throughout the poem， opening 
up and c10sing 0仟

2. The initi.1 "and" of the translation is to prevent 臼sy resolution of the problem in the 
fìrst line: absence of • conjunction would suggest that the statement of line 2 is definitely the 
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fc3S0n onc cannot “gaze to the limits." A c。可unction like “thcn" would make m的ng bi.t ghiak 
refcr to limitless vision. A line of Lu Ch'ung， somewh.t misquoted by Ch'ou， gives . cle.r sense 
of the meaning of “layered sh.dows，" dzhang-qim 層 陰 : the line is “Folds of ridges h.ve I.yered 
shadows" 曹 會 有 層 陰 (CTsins 7.5a-6b) ; i .e . ，  degrees of darkness .re visible in the overl.pping 
sh.dows. As in Engli咐， “rise，" ki1 起 ， is  used figuratively for “.ppe.r." 

3. Literally， “F前 waters， together with the sky， pure." Gel1l-ten 是 天 can m凹n both “level 
with the sky" and “as well as the sky." The former interp問tation is somewhat favored by parallelism 
and the convcntion that distant waters are said to merge with the sky 

7-8. Thcre has bcen some debate among commentators as to whether a topical intent 凹
involved here in the .ntithesis between the noble crane .nd thc r.ucous crows. [ .gree with Ch'ou 
.nd Ch.o in the Chiu-chi. th.t such .n interpret.tion is unneccss.r y ;  howevcr， the gener.1 oppo­
sition in the couplet between light (cr.ne) .nd d.rk， between one (cr.nes were usu.lly thought of 
.s solitary) .nd  m.ny， betwcen positive value and  neg.tive value is signifi臼nt

1063 2 :  C Ts， p. 2294 ; Chiu-chi. 6.2， pp. 8 8-89 ;  Ch'ou c. 4， pp. 9 1 -92 
Rhymes : 2 X，酬， 4 nu)i， 6 q剖， 8 dhlÌi， 10 du)i， 1 2  dhu)i ( ?) ，  14 suM， 的 nguiii， 的 blzà.i， 20 lài， 22 訓， 24

的4針， 26 ng)i， 28 IWlÌi. Unregulated， with the ex凹ption of lines 23-24. 
Titlc : Thousand League Pool was in T'ung-ku 岡 谷 County， just so叫h of Ch'in-chou. [t is literally 

“ten thousand djhiling. " 

I. A kei 濃 is the vallcy of a stream as well as the str臼m itself. Tseng-kei 青 禱 ， “blue crcek，" 
would call to mind the second of Kuo P'u's Yu-hsien shih， which opens with a “blue creek one 
thousand djlri品'g down， within which there is a Taoist m自ter" 青 填 - -1- 文 中 有 一 進士 ( WI' 2 I . 29.) .
Hop mèng斗"祕 合 冥 寞 時 strange: mèng-mcxk i s a descriptive binome primarily m凹nmg “d盯k，"
but implying “vague，" distant，" “ mysterious" ; it should not be the object ofhop. Chao's paraphrase 
in the Chiu-chia ∞mmentary irons out the difficulty: “The blue creek is the m凹ns by which there 
is fusing， .nd then 肘，習-mcxk 青 濃 所 以 含 而 冥 1: . Ch'ou's reading of ho"， 舍， “holds concealed 
(mystcrious 由此ness) ，" is attractive， but it lacks thc textual authority of the Ch叫-chia

z “Sometimes .ppe.ring， sometimes ∞n目.Ied，" Irióu xéll-xU)i 有 顯 四年， describes the 
alternation of缸tivity and quiescence that usually characterizes a dragon可

4. Li閃閃lly， “His cave， pres間d down under 阻n thousand 司ihi置，但 "
5. G/.ioιbiò 鴻 步， a "bent pa間，" describes a 凹utious， b.lancing， p凹haps crouching walk， 

here necessary because of the precipitousne自 of the rock formation. "但yin-ngicxk 垠 垮 is a gencral 
tcrm f.個 "boundary，" which the commentators note is used negatively when describing form­
lessn叫s. Tu Fu's peculiar use of the compound to describe the rim o f  a cliff almost cert.inly d甘Îves
fro m  Hsü Shen 's glo目 的 垠 鏢 in Chang Heng's Hsi-íhi增fu as 端 岸 ( WI. 2.22a-22b). However， 
Tu Fu is also surely retaining something of the compound's cosmological .ssociations， “pa盟ing
beyond the rim of things." 

1 I.  Great Yü‘s creation of China's waterways is often described in poetry as “hewing" 
一一一一一「間開甜甜荷晶晶H在軒在血叫到、叫 M …p...ang.uJ.aLCO_Ck forr叫ons. "Root定'd in nothi哩空空空二一­

describes either the great depth of the chasm or the fact that the water beneath reflects the emptine自
of the sky 

1 2. As Ch' ou notcs， the character 湖 does not occur i n the Yi←p 'i帥， the Kua句-Y'咐， or the 
T削價-Y'咐， so n臼thcr thc pronunciation nor the meaning arc known. D吶""，-dlw)i ( ?) 推 瀰 probably
rcfcrs either to the stillncss of the wat凹 or to its rippling. Ch'ou offers various alternative characters 
and explanations， none of which can be 缸臼pted without reservations 

1 3 .  Reading Þ with Ch'ou rather than 岳。 as in the Chi， 
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place where imperial advisors formlllate policy. Tzi，ng-g"i' 挂 旗 ， “pennons and banncrs，" are 
most co叩monly u時.d in military contexts， and parallelism sug耳ests the military sense of Iryui-qak 
is i mplicd. In the translation [ have choscn to c1.rify and thus emph.sizc thc milit.ry asso口酷的ns
of both i mages 

的. Li世rally， . ‘Cold trees make I.yers of pennons .nd b.nners . "  Both Chiu-chia .nd Ch'ou 
re.d 壘 he間 ; the variant 疊 (prob.bly .n emend.tion) m.kes far better sCnse. LuT 壘 does h.ve 
a meaning “to amass" or “put in  layers，" and Ch'ou cites a cOllplet that supports sllch a usage (a 
couplet [ h.ve not been able to loc.缸， .nd without finding the source， [ ml1st dOllbt its textu.1 
integrity). However， /urin simply not ll間d th.t w.y in most poetry : i t  is the “r.mp.rt" of. military 
fort. Though it would cre.te .n .ttractive im.ge in its boldness， /uT t1sed in this common sensc 
would makes the line a mixed metaphor of the sort that is 凹ceedingly rare in T加倍 poetry : “Cold
trees make ramp盯ts of penno叫 and banners." Parallelism al叩 suggests that the line should 問ad
either d"ep 疊 or luí in its 呵呵 呵nse : in such a ca呵， dhep .nd luT both would mean something like 
“to have something in layers." 

1 9. Literally， “Far streams twistingly cause their flow to get through." 
20. Liter.lly， “C.ves and holcs hiddenly let le.k through swift w.ter washing over stonc . "  
2 1 .  T.(àu 造 he間 means to “re.ch " :  th吃 usage i s  somewh.t form.1 and  .rch.ic. A s  the 

commentan白 note， the phrase 俐的 旬iin giaeng 無 人 境 is used to dcscribe T'iel!-t冶i in Sun Ch'o's 
fu ( W/. 1 1 .5a) .  

22. [n the Chiu-chia commen個ry Chao notes that ngcιωi 我 輩 is often used in the Tsin ; 
前 自 uSll.lly an emphatic first-perso咽 plur.1 th.t .sserts .n “us" .s opposed to someone e1se ; cf. 
note 07727， line 4- Tu Fu took no c10se comp.nions on his jOllrney to Ch'eng-tu， when the poem 
was writ世n ; he did take his family， though it is unlikcly that he would rcfer to himself and them 
.s 憎ι仿i. Moreo尸ver， i t would be str.nge to suddenly bring comp.nions into the poem， unmcntioned 
in the title or previously in the poem. [n this case， we should perhaps not overlook thc neccssity 
of 妙i for rhyme .nd might take it .s • figur.tive “us" : “those of our times. " The only “oth叮H
to whom ng<i-b品i c.n be opposed wou[d be Sun Ch'o， who .Iso found • “re.lm without men" 
in  his i magin.ry visit to T'ien-t'.i. Here Chao's note .bout the Tsin qu.lity of n.訴-biìi becomes 
signifi臼nt : they too loved remote .nd be.utiful I.ndsc.pes， but our e1.tion is no mere rcp目前的n
of theirs; ît Îs “all our own." 

23. The use of g&.u-giuai 告 錄 is intc問sting : it is a very formal term uscd when an  oflici.l 
甜可U

1 1 2 1 9 :  CTs， p. 2452 ; Chiu-chi. 23 . 3B ，  p. 369; Ch'ou c. 10， p. 1 1 .  
Rhymes: 1 bin， 2 clru帥， 4 njin. Regul.ted. 
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I . R凹ding 畏 . ln5t凹d of 襄 with Chiu-chia and Ch'ou. Qiuài 畏 was an old variar凹， and 
probably 吋ected because of redundancy rather than because it “made no sense，" as Chao protests 
in the Chiu-ch阻 commentary. The reading gUIÍ 皇 manages to be insipid and a bizarre usage at the 
same time ﹒ Chao tries to explain the flowers “wrapping" the shorc by saying there are flowers 
on both banks. Qiuàí suggests an awed terror at spring's profuseness， a state of mind reiterated 
in line 2. 

2 .  Gyt-ngyue 軟 危 is a new compound (imitating a descriptive binome) that combines 
"tilting" and "precariousness." Ch'ou doesn可 like what Tu Fu is clearly saying here， and cites 
passages to suggest that what Tu Fu m凹ns is that he “hates spring" because he i s  sad and out of 
tune with the season. Were one to seek one of Michael Riffaterre's "hypograms" for this poem， 
it would surely be the Ana/fcts (IX. 22) “One can stand in awed terror of  the later-born" 被 生 可 畏

3. Kío-shríl 驅 使 is to be “sent o/f under orders." This gives a degree 0 f personifi臼t10n to 
the “wine and song (poetry) . "  The syntax of this line is remarkable : the first six characters modify 
eith甘 the im plied first司person su句ect or dzh釘 在 ， to “endure，" to “still be here." Shí.-tzí伽 持 泊，
“poetry and wine，" is a topic， on which the next four characters are the comment “As for poe甘y
and wine， 1 am still able to endure being sent o/funder its commands-in such a way I still endure." 

4. . Lèu-1iá 抖 理 generally m臼ns to utake care 0(" some mattcr. to “manage" something. 
Suzuki Toraõ (4: 76) insists that the emphasis is on conclusion， hence “to finish up" or “dispose of" 
some matter. He further argues that what i s  to be “disposed of" is Tu Fu. Though the Chinese 
commentators cite other uses of /è.叫訝" I agree with Suzuki here. It is unclear， however， whether 
"poetry and wine" are the subjec臼 of /èu-/í1 ("They need not yet finish o/f. . . " )  or whether /èu-1íl 
is putative (“He's surely not yet finished o/f -this . . . "). The translation tries to maintain a middle 
ground between the two. 

10686: CTs， pp. 2309- 1 0 ; Chiu-chia 10. 3 ，  p .  1 3 7 ; Ch'ou， c 凹 ， pp. 1 9-20. 
Rhymes:  1 1祖帆 2 mau， 3 gau， 4 shrau， 5 qau ; 6 1i.壘， 7 dzh泊， 9 d.k， 10 sí.k， 1 1  shri泊， 12 X，朵; 1 3  tft， 

14 /i肘， 1 6 dzhiu肘， 18 tji肘; 19 gε". 20 ngan， 2 1  sh間n; 22 quk， 23 tziok. T'ung-yün 

l “Cry out in rage，" nó-lrau 怨 說， is what the winds do in the cavities of the earth in the 
Ch 'í-wu /un chapter of the Ch馴'g-Izu (3/2/4). The "height，" g<Xu 禹 (note internal rhyme)，  of  
autumn's skies was  proverbial 

2.  Gyutn �年 is literally “roll Up" the three layers of thatch ; cf. note 095 9 1 ， line 1 .  
3 . S/rrlí 濃 is literally “sprinkle down." The gau 費f is the plain out盯de a city， here probably 

Ch'eng-tu 
5 . As Ch'ou suggests by citing the passage， the qau-dh的.g �掛 堂， “water-filled depressions，" 

in the famous first chapter of the Chuallg-tzu ( 1 / 1 /6) probably lie behind Tu Fu's phrase d�間ng-qau
塘 呦 Coordinate compounds and binomes were often inverted for the sake of rhyme. The “lowness" 
of the image in this line and its resonance with Chuang-tzu's discussion of  the relativity of values 
help cr臼te some ironic distance fro m  Tu Fu's involvement in the situation. No one can deny the 
strong element of genuine pathos in this poem， but to read it without some touch of 叮ony and
self-mockery in  the poet's voice 臼 to do the poem an i叮usUce.

6. Kí. 欺 means basically to "deceive，" but it has a wide range of pejorative us白， including 
this one， something like the English “make a fool  0[:" 

7. Njfn 忍 means to “bear" to do something and sometime恥 的 here， 臼rries the implication 
of performing a morally wrong act. The line translates literally， “Without compunction， they 
were able， right before my eyes， to act as bandits." 

8 .  Gung-句﹒缸" 主: 然， translated as “brazenly，" is literally “publically." 
9 .  Literally， .‘Lips scorched， mouth parched， I couldn't get to call them." I have taken /10 

bi.t dak 呼 不 得 的 “unable to summon them back"; it would be possible， though less likely， to take 
1t as “unable to call out." 

1 2 .  For ma.k-m祕 漠 漠 ， seenote 0607丸 lines 3 -4. Xi&ng xu甜-xak 尚 存 黑， translated as “blacker 
towards sunset， n 時 literally “approaching the darkness (of evening) ."  

14 .  Gyεu 啥 時 here an epithet of  a/fection applied to one's own childr凹， “dear." I follow 
Ch' ou in interpreting 惡 臥 as q!Ik-ngu壘， “sleep poorly，" rather than qò-ngulÌ， "not want to go to bed." 
LiJ 衷 here is probably the inner lining of the bedclothes: thus， top 的 1iet J審 襄 裂 is "tamp on the 
lining and rip it." 
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1 5 . jrh缸ng-dhou 床 頭 is specifically the “h凹d of the bed." 
的 . Heavy rain was often compared to strands of hemp 
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1 7. Geng 鍾 here i s  t o  physically “pass through" areaS of sÌìll，!?-luàll， "death and rebelIion，" 
as well as to “live through" such experiences 

的 . Literally， "The long nig恥's soaking-how can [ get through (to dawn)." As Ch'ou 
notes， tjiet 傲 ， “get through，" is used in the sense of tjiF.t-xéu íIt 吭 ， “getting through to dawn，" 
i .e . ，  daybreak 

20. Hxn-jrl，;J 寒 士 ， literally “cold scholars，" is the normal way 10 refer to ‘“‘' po∞or 吋10叫la盯r5，'
but in the cont甘ext ofTu Fu's 叫imagina盯ry shelter， the “cold" aspect regains its root force 

1 1 228 : CTs， p .  2452;  Chiu-<:hia 22.19A， p. 360; Ch'ou c. 1 1 ， pp. 53 -54. 
Rhymes: 1 zhis吟， 2 huaeng， 4 shraeng. Regulated 
Title : As often in T'ang poetry， the modem reader may wonder what is “playful ，" or 刁esting"

about poems that have such terms in the title. [t is perhaps best to take such titl白 自 indications
to the reader to read the poems with a certain lightness， rather than as descriptions of the contents 
of the poems. There are a number of articles on the six “Playful Quatrains" ;  for a translation 
of all the quatrains and a list of those articles， see John Timothy Wixted， The Literary Criticism 
of Yüan Hao-wen (Diss . ，  Oxford， 1 976)， pp. 492-93 . 

2. Limg-hiu.帥， 建 雪J‘passing beyond the clouds，" is a phrase associated with apotheosis; 
甘臼ting literary greatness as apotheosis became common in the eighth century and appears with 
particular frequency in Li Po's work. A s  the commentators note， the term “mighty brush，" ghiaèll­
byit 使華， i s  supposed to come fro m  a preface by Yü Hs叭， but that preface does not survive in 
modern editions of his collected works. Glliaèn-byit describes a forcefulness of style. Tziòng-hua"，，!? 

綾梭 in this context m凹ns to “act as one wills." lt is interesting to note that YÜ Hsin's own discussions 
of literature also honor the kind of unrestrained power that Tu Fu is praising here; e .g. ，  Yü Tzu­
shan clli (SPTK) 9. l a-2b ;  l I . 2a-2b. 

1 0676 : C Ts， p .  2306; Chiu-chia 7. 1 8 ， pp.  1 1 2-1 3 ;  Ch'ou， c. 10 ，  pp. 29-30 
Rhymes : 2 gà.i， 4 hucii， 6 baèi， 8 llUaèi， 1 0  dhài， 1 2  gài (should be gJi ; tone must be changed for 

rhyme)， 14 11gutii， 的 nU3;. 1日 guaèi， 20 ltii. 

1. For j1rriuIIg-g呻吟 學 同 時e note 10534 ， line 3 4 ;  the period 甜so口ations of jltriuII g are rein­
forced by the use ofthe compoundjhriung-g<X1lg in the opening of Hsi K'ang's CIr ' in戶， as the place 
where the pawlonia suitable for ch'in-making grows ( Wh 1 8 . 1 7a). The opening is a variation 
on one o f the most common opening formulae in Chien-an and Wei poetry， a location using !liðu 
有， and marks the ku.{e旬，

2. As Chiu-chia and Ch'ou imply by the citation of the passage， this line unmistakably 
recalls the opening of the biography of Liu Pei in the Sall-kuo c1，ilr: 

Liü Pei lost his father when he was 5tiìi young. . . . Over the hedge in  the southcastern corncr of his house thcre 
W自 a mulberry trec over thirty-five fect tal l ;  seen from afar， it sprcad widc like thc canopy of a smaJl coach 
Everyone who passed by it marve1ed that it w自 something extraordina門. :md some cvcn said that it would 
surcly bring forth some noble person. When Liu Pei was young. hc was pJaying with other children of his clan 
under thc tree and 阻id playfully， "Someday I will surely ridc under .h的 f四thercd screen and canopied coach" 
(San-kuo ch的， p. 871). 

Liu Pei was one of Tu Fu's heroes， and this omen of his greatness surviv白 in a problematic， even 
ironic form in the sick cypress 

3. Qia伽-缸iuk 悟 ，巴 given in the Chiu-ch阻 text， would be a credible new compound 
meamng “Iying prostrate and gnarled，" but the tree is clearly still standing tall at this point. Ch'ou's 
reading of the binome qiaén-kia伽 僱 霉 meaning “rise up high" or “soar aloft，" is preferable. 

4. The use of jið 主 here is difficult， and the variantjiè，習 正 ("right in the co吋unction 0 f. . . ") 
is probably an emendation to resolve the problem. But since Liu Pei and dragons arej的， it is di的cult
to dismiss the reading， however unusual the syntax. Moreover， jiìmg is used again in the following 
line， and while such repetition is not very uncommon， it adds a little weight to retaining the jið. 
Hu<ìi 會， “meeting" or “occasion，" is important in Tu Fu's poetry : it is a “c。可unction" of cir­
cumstances when something should be done. Here the association of the 甘ee is clearly the dragon 
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(which draws c10uds after it) and tiger (which summons the wind)， and in that double avatar， 
I t 間 the "dominant" (j的) form in the co叮unction of wi吋 and c1oud. 

5. J/till-rniaeng 神 明， Iike English "divinity，" is both thc quality and the cntity possessing 
thc quality 

7-8. This couplct is e吋ambed. Line 8 is Iiterally， "Midroad its countenance is ruined." 
9. Clmit 出， translatcd as “growing，" is Iiterally “coming forth" al1d is also uscd for choosing 

al1 activc lifc of public scrvicc. 
1 I. SíuÈ.;-lun1 我 寒 c1early ref ers to “one winter" and not to the first time it encountered 

winter. One of the conventions of poems on evergreen and bamboo 凹 that their endurance can 
be knowl1 ol1ly i l1 the wil1ter; the cypress should havc been able to pass through the winter， but 
one winter it finds itself failing. The language in which its dcstruction is described， rnio-bltimg 
無 憑 ， “nothing to rely on，" rcinforces the link to the human corrclativc 

1 3- 1 4 .  The "cinnabar phoenix" is here primarily the allegorically virtuous bird， but it 
was also a woodcn statue used to carry imperial edicts for promulgation. Without making any 
dircct correlation， we may still say that the “cinnab盯 phoenixγ， appearance here points the 
rcadcr to a human political context. The auspi口ous "nine" i s  the conventional numher in a phoenix 
brood. Phoenixes do not usually roost on cypress白， but the “hovering beyond" it suggests that 
it will be an unreliable perch 

5. The iII-omened owl is also a prominent specics in bird allegory. Jià-qià rnro. 志 -.t 滿 is
literally "their intentions were satisfied ."  

1 7. This line is a variation on  a yüehτfu formula ; c .g . ，  WI' 27且。b. Thc use ofthe interrogative 
prevents a too easy identification with the poet， though th間 的ek 家 is drawing Tu Fu's own con­
c1usions from the emblem 

1 8 .  Xio of is an exclamation， here of amazement; xio-gllaèi of怪 is "oooh'ing and marvelling." 
19. DzI，ii.lIg 靜， “calmly，" marks i nec白sary change to reflcctiveness from the observer's 

initial agitation. Ngiuae1l-tziε哼 元轉J‘Primal Essence，" in a cosmological term for the substance 
or cnergy that is part of all things of the world. 

20. H伽-dl'állg 浩 ii is a binome describing chaotic immensity and a willful freedom of 
action which from the outside would seem to be a menacing Iicense. Tu Fu's point is that the 
“principle" behind things is “want of principle，" a formless chaos. Its dominant characteristic is 
that it “cannot be relied 凹，" just as the tree suddenly found it had nothing to rely on in line 1 1  

1 1  1 3 9 : CTs， p .  243 8 ;  Chiu-chia 2 1 .46， p. 3 5 5 ;  Ch'。此 ι 9， pp. 1 3 9- 1 40. 
Rhymes: 2 1訓， 4 制， 6 pai， 8 bai. Regulated 

1 -2. The function of the d/uill 但 in line 2 is to raise the possibility that he might have seen 
something else， but did not; the “something else" is of course the "gu臼t. " 

J. Xlla-gèng 花 很 is a path under flowering trees， and thus a path on which flowers fal l .  
“Sw凹ping onc's path" is a conventional p田肘 mark of the cxpe叫ation of guests. 

三五竺些且全竺些主主h'ou， rather than ït n  the_C.h'i.u"，cb.ia._Rhan=<Ua.lL盤成lite血肉已半
plate of dinncr，" was one of the standard ways to ref er to dinner ; i臼 parallel is tzum-tziólI 轉酒，
a “goblct of wine." Gern-rniài 漿 味 ， Iiterally “compound flavors，" is a distinctly e1egant locution 
and 間 strangely out of place in th阻 militantly casual poem. The syntax of this line and line 6 invol間S
two distinct topics and a comme肘， leaving the read甘 to supply the relations “As f，四 dinner，
thc market is far :  (thus) there will be no compound flavors." The tonal requirements of the poem 
for目 a rearrangement of mo吋 straightforward synta丸 which would be 帝 遠 盤 ft 無 象 味 .

7. KJng 肯， 可e willing，" oftcn marks an interrogative or  a conditional sentence. The line 
could also be taken， “If yo咽 are willing. . . . " The line is a challen哩e: presumably the guest is 
gcntry， and it is likcly that the man next door is not. Social decorum would insist that gucsts of 
such di仟erent ranks not be mixed， but Tu Fu's invitation here， l ike much ofthe rest of the poem， 
asks the guest to put asidc upper-c1ass ceremony and taste 

8 .  Xo-tsió 呼取 自 Iiterally “call to him and (也叫) fetch h im."  This is another highly uncere­
monious s咚gestion. Wal1g W口 may have prai也d simple rustic values， but he did not shout， 
"Come on over ! "  to his neighb凹S
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錚錚孽，身彎彎，每蚣，訟，EEEa男
童gePA

1 1465 : C T、 p. 2495 ; Chiu-chia 3 1 .4 . p. 487;  Ch'ou， c .  1 7，  p .  55  
Rhymes: 2 mm， 4 p;a帥， 6 xiua帥， 8 kum. Regulated 
Title : “Spending the Night in a Tower by the River" 宿 江 i是 間

1 .  Mèng-sltriak 曉 色 is more than simply “darkness " :  literally "thc surface appcarance of 
darkn臼s，" it describes an area of blackness and not a general obscurity. Thus， in the Hsich Ling-yün 
usage cited in thc commentar帥， it is a bounded ar凹 of darkncss which can bc “gathcred in" to 
thc vallcys as the sun sc臼 ( Wlr 2 2 . 1 5.).  In this Iinc Tu Fu is dcscribing thc ncxt stagc of sunsct， .s 
the Iight riscs to the mountain tops : but instead of describing the light “rising，" he describes the 
border of the dark .r凹 “extending." 1 h.ve transl.ted iεn 延 as "grows" r.ther than “extends" 
in order to preserve the sense of movement. 

2. Ch'Ol且's note that “High Study，" GlXfl廿叮叮 禹 番， was in fact the n.me of the study in 
which Crown Prince Chao-ming composed the Wen Irsüan is most intriguing:  if Tu Fu knew 
th時， it would add a special depth to the line， but it is quite possible th.t Tu Fu was ignorant of 
this  bit  of Hsiang-yang lore. Tsì 次 in this  sense means “take up lodgings at ." The "river-gate，" 
sllllf-m.n 水 門， i s  the city gate directly on or c10scst to the rivcr. 

4. This refers to the moonlight or moon's rellection being tossed .bout by the wa ves. Note 
how the seem 呵 precariousness of the c1oud's situation is picked up by the “ fal油圳11肌li叮呵『
line 一something v咐er叮Y hi喀g叭h lωh泊油IIin叮mg v間e盯r叮y low.

5 . A lrlXk 鶴 is a crane proper ; a gu如 J\I. is another bird l ikc a crane of ashcn gray appearance 
6. jrl!aei-llXng 制� were commonly associated with violent， destructive pcople一rebels

and bandits. The line translates literally， “Wild dogs .nd wolves， obtaining food， howl." 

1 1 474: C Ts， pp. 2496-97; Chiu-chia 3 1 . 43， p. 498 ; Ch'ou， c. 18，  pp. 106一7.
Rhymcs : 2 si帥， 4 ;間， 6 dzlri甜， 8 leu. Regulated 

I. Ch'ou would have 景 interpretcd as qiaé/lg， which， in thc context of evening， must ref叮
叮 “sunlight" rather than “sh.dows" (which are growing longcr rathcr than shortcr) . From simil.r 
compounds and from the fact that the four cascs in which Tu Fu uses thc phrase .1I secm to be .utumn 
or winter poems. we may p甜甜me th.t durin-qiaë/lg 短 景 refcrs to the “shortening daylight" as 
the ye.r mov臼 towards winter solstice and the individual d凶ys movc swif t1y to their c1ose. The 
use of Yin and Y.ng in this line suggests thc presenα of cosmic forc臼 in thc ph ysical relations of 
day and night 

2. Ten-r司gei 夭 涯 ， translated literally as the “sky's edge，" is the word used for "horizon，" 
but .s one can locate oneself at  len→啥叫， “sky's edgc" implies the proper 間n自 of being “out ofthe 
way." Howev甘， the phrase pre時rves a ccntral p叮spective : 01呵's position i s  scen from a pla也e
somewhere e1se 

3. The night was divided into five watches， and the fifth watch was the p叮叮d just bef ore 
dawn. The “drums and homs，" gð-gak JI. 角， indicate a military p閃sen臼 and th us remind thc 
poet of warf are. By句紋，曾 在 扭 扭 扭 important and essentially untranslatable catcgory of mood : 
一 - ‘口。lTl乏一間=>�、6 日 丹 、 .. � ‘三 日�Vll斗>U"<>=fl函， 也 Ul l��11I ζ U Vlll，;ll d:!l:)V\-I<U，，"-U WllIl 11VlIL ‘" 
duty. Jr拙ng often suggests the “prime of Iife" and a sense of firm resoh且tion that， when brought 
to restrained sorrow， suggests the concealed in自由ity of the emotion. 

4. The Three Gorges are the Wu Gorges， just downstream from K'uei-chou. Chiu-chia 
口自s a scomf ul passage from the Hιclr'.ng sl.il.-Illla on how most readers miss the allusion to the 
Han-slru in the line， on how “shaking stars" are an omen of suffering mass把s and coming wars 
In  fact， it i s  doubtf ul that the passage is an allusion : shaking stars as an omen of war we問 fairly
common ; moreover， when stars are reflected in the river， they always shake. It is pos巧ible， however， 
that qial!ng 影 πfe叮 叮 the "st訂Iight" rather than to their reflections “Over the Three Gorgcs 
the light from the ri問r of stars stirs and shakes." Whether qiaéng is “Iight" or “reflections，" the 
image remains an ominous one， though somewhat more subtle and muted in the ca潤 。f“refl.ections. " 
What is interesting about the sl.iI.-llUa passage is an indicatiol1 that most 曰“前s w自e missing the 
wealth of histori臼1， cultural， and Iiterary background which comment刮目s presumed w甜 present
in poems: co叩mentary， espe口ally commentary directed to educated adults 凹的叮 than ch 

祖‘4 令t e之2封
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品..1...... .0:泊l p auvUcJ iaE LiK Luznummary- Thzs obvious 臼ct ，houid be Icept m mind when modern 
readers make pre，umption， about the va't learning of traditional reader， of poetry. In many ca，e， 
we cannot know with any certainty whether Tu Fu intended and the average reader understood : 
a 'pecific textual aIlu，ion， no textual aIlusion， or an a550口ation derived from one or more text， 
but in which memory of the text， them，eIve， wa， not pre，ent. In the ca，e of thi， line， the third 
p055ibility ，eem， mo，t Iikely : the 'tarlight ，hivering in the water i， OminOU5 without being specifi­
caIl y a portent. 

5. Iá-伽k rt- 美 i， weeping for the dead but not in the proper ritual setting : it i， mentioned 
in the Li-cl，i ( Tang-kung 1) and in the K'ung-rzu ，lria-yü as 'omething Confucius hated. In this 
context， iιkuk ，ugge't' a 'pontaneou， and overwhelming grie( For the ambiguities in  the line， 
，ee the text. 

6. Thi， sugge'ts that the civilized music of the heartland is withdrawing and barbari，m i， 
making incursions into the border areas of the empire 

7. Chu-ko Lia嗯， caIled the “Sleeping Dragon" or “Reclining Dragon，" Ng呦-liong 臥龍
(sugge'ting poetential power not yet di'played)， wa， the mini，ter of Liu P凹， the founder of the 
Shu-H.n Kingdom. The name “L凹ping Horse" for Kung-sun Shu (a rebel during the Wang Mang 
interregnum in the Han who proclaimed him，e1f emperor in Szechwan) recaIl， the end of T，o 
Ssu'， Shu-ru戶， where “Kung-，un made his horse leap and proclaimed him，e1f emperor" ( Wh 4.34a) 

8.  Qyim 膏 i， oral  new，; shiu 書 is written word. The preci，e ，en，e of"咱n 漫 here i， difticult : 
Chang H，iang explains it a， meaning “ moreover" ; ，ee Shih 信 ，“ 的，曲 yü-Iz'u lIuι絨的， p .  228. 
J think thi， i， too weak and prefer to take i t  a ，  an adverbial “diffu'e1Y' " “confu，edly，" or “uncer­
tainly." The primary ，emantic value， in  the binome dzhek-l，制 度 寥 are “silence" and "emptin白雪
S自 Lao-tzu XXV， with commentary 0 f，o-<;aIled H�hang Kung. (Wang Pi glo，ses dzhek-leu 
as "without fixed f rm，" but that is only the “empty" .'pect.) The tran，lation given i， an attempt 
to work .round Tu Fu'， untran，latable line; literaIly， “Of human aff airs word i， confu，edly silent­
void." The line evokes a sen，e of va't emptiness and ，ilence through which 110 news of the outer 
world eom自 c1early.

1 1 554 : CTs， p. 2 5 1 0 ;  Chiu-chia 30.J2G， p. 469; Ch'ou， ι 1 7， pp. 69-7 1 . 
Rhymes : 1 gung， 2 djiung， 4 biung， 6 hung， 8 qung. Regulated 
Title : The indi'pen，able work for the ，tudy of “Autumn Meditations" 時 Yeh Chia-ying'， * �息 聲
Tu Fu Ch 'iu-側ng pa-shou ，hi-shuo 社甫紋，耳 入 首 .f. 棧 (Taipei， 1 966) : aIl  the m題jor traditional 
intcrpretations of the poem， are gathered together here， ，叩upplemented by Pro�色es自s叩。r Yeh'， own 
di，缸c口u叫2站55討io凹ons旭s of both the e∞。mme凹ntane臼5 and the poems. The mos揖t important work on the poems 
in Engli，h i臼5 Me臼i T，阻u訐叫-Iin'， and Ka叩。 Yu-kung'，
L凶ing伊u叫istic Criticism，" 叮AS 28 ( 1 968) : 44-80. 

1 .  Han Wu-ti u，ed K'ung ming Pool to p凹eticc na val maneuvers， probably ，ugge'ted in 
the banners and pennon， ofline 2. A， Yeh note" thi， very c1early 'pecifie， the Han and i， not ‘說ng
the Han to refer to the T'ang. What this fantasy of the Han m凹ns in relation 10 the eontempo阻ry
situation in Ch 'ang-an is the su句ect of much 'pe四Iation on the part ofthe commentators 

2. The a55ertion of phy，icaIly ，eeing an im.gin.ry ，eene i， ，trong ; ef. 1 1616 .  
J .  Statue， of the Herdboy and Weaving Girl were plaeed on eith叮 ，ide of K'un-ming 

Pool to corre'pond to the lovelorn ，tars separated by the “river of ，Iars ."  For the history of i甜甜，
pretations of xiu miaellg-ngiuaet 虛 明 月， see Yeh Chia-ying， pp. J69-80. 

4. The statue of the whale was ，uppo，ed to have made ，ound， when a ，torm wa， coming， 
and its fins were suppo甜d 10 have moved in the wind. It is possible 10 take dhú啥 叫啊t-biung 動 欽 嵐
as "slir the autumn wind，" an iIlusory inversion of eause and effeet ; however， • pa55ive re.ding 
is equaIly Iikely. 

5 .  Thcre is a general agreement a mong the commentators that a “c1oud" of black kumi 
seeds is m目nt here. Mine is a somewhat unorthodox interpret.tion， based on id臼 th.t a storm 
is portended by the movement of the stone whales fins .nd thus that real storm c10uds are pre，ent， 
reflected in the pool. J would further have the .image of the kumi seed built on the model of the 
"celery seed" in Chuallg-tzu 1 / 1 /6. For the history of interp扭扭tions of this eouplet， see Yeh Chia­
ying， pp. 380-91 . 
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[ [627:  C Ts p. 2523 ; Chiu-chia 30. [6 ，  p. 463 ; Ch
.ou， ι 23， pp. 60 缸 ，

Rhymes : 2 旬的， 4 go， 6 .<0， 8 dho. Regulated . 

3 99 

[. The Han River enters thc Yangtze in modern Hupei by Wu-ch'ang. That this poem 
was c1assed among the K'uei-chou poems in early editions shows a geographical conf usion rare 
in Chinese editors. 

2 .  Ch'ien and K'un are Heaven and Earth， respectively， in their Yi-ching aspects as cos­
mological principles. “Broken-down man of learning" 的 perhaps a wcak approximation of bhið­
njio 腐 悔 : the “learning" is c1assical and historical Conf ucian I四rning， the kind of know ledge 
that should make one useful to the state， but bhió 庸， Iiterally “rotten，"  imples age and uselessness 
As Ch'ou perceptively notes， Tu Fu is both mocking himself and expressing pride in himself. 

3-4. As so often in Tu Fu's later poetry， the referents of this couplet are uncertain. Three 
things are “far":  the c1oud， the sky， and the poet ; three things are “solitary" : the night， the moon， 
and the poet 
[ 1 2 3 2 : C Ts， p. 2453 ; Chiu-chia 22 . 19E，  p.  3 6 [ ; Ch'ou， ι I I ， p . 5 5  
Rhymes: [ 旬的， 2 1帥， 4 djhin. Regulated. 

This poem is adequately discussed in the text 

1056 1 :  CTs， pp. 2276-77; Chiu-chia 3 .6， p. 5 [ ;  Ch'ou ， c. 5， pp. 69-70 ;  Twt [4B.9b-lOa;  Wyyh 
3 " .6a. 

Rhymes: 2 ngua， 4 悅， 6 siá， 8 shrá， 10  gá， [2 má， 叫 切， 而 jiá. Only the third couplet is regulated 
Title : Yü-hua Palace was establishcd in 646 as a summer retreat from the heat of Ch'ang-an ; in 

7 5 [  it was turncd into a Buddhist templc. By the timc Tu Fu visitcd 此， it was obviously long 
abandoned 

1. Djh悶，增 長， “long，" is used to describe steady winds that secm to come from far away 
It i s  remotely possible that dj"i<zng means “tall，" referring to wind in the tips of the pines， but 
gllu-biUf!g 高 風 is the proper term f or such wind. 

2. Ts，帥" 竅， translated as “scuttling，" i s  Iiterally “going to hide away，" an indication of 
the poet's entrance onto the scene. I t  would seem Iikely that these are fallen tiJes， indicating the 
diJapidation ofthe structure 

3. As he knows the name of the palace， it is very unlikely that Tu Fu did not actually know 
that it had been T'ai-tsung's. The point of the l ine is to suggest thc essentiaJ anonymity of the ruir時，
yet the occasional precision ofthe title and the e仟orts ofTu Fu's commentators play ironic counter­
point to the poet's feigned ignorance. The probJem can be resoJved by taking IIiullng 主 as an 
“imperial prince，" to whom one of the halls belonged， but the commentari白 suggest that hi間ng
W剖 read 甜 甜ferring to T'剖-tsung. In a fit of Kung-yang styJe interpretation， Chao in the Chiu­
chia commentary sugges臼 that Tu Fu avoids T'åi-tsung's name as an indirect criticism of the Jabor 
wasted on the frivolity of a summer palace. 

4. Ui il m凹ns “left behind，" remaining" :  though the buildings are c1early abandoned， 
ui  in itself does not necess盯ily imply abandonment. Gòu 構 IS a “building" in its aspect of being 
something “constructed. " 

5. GiuJi-xuá 鬼 火 were natural phosphorescences， believed to have been produced from 
human blood. That these are “green" (translated as such rather than “blue" to preserve their 
Jiving， vegetative aspect) is striking and suggests something uncanny. 

6. The und甘mining action of streamlets is the enemy of roads the world over. Q，i tu耐1 5;1
在浩蕩 is Iiterally “l盯nenting torrents stream." 

7. 1 have taken some Iiberties with this line， which translates Iiterally， “Ten thousand pip臼
the true sllraeng and hio." The “plp凹，" I&.i 錢， are the “pip臼 of Earth" dcscribed in the beginning 
of the second chapter ofthe Chuang-tzu， the vents and fissures in the earth through which thc ch'i 
pass白， producing sounds (Chuang-tzu 3/213-8). Shraeng and hio are two kinds of ocarinas， used 
especially in court musi 
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10. Liter.lly， “(If the I.dies h.ve turned to 凹rth)， it is even more true of their .rtifice of 
powder and mascara ."  Gá 假， “.rtiflce，" “something f.lse，" is  very strong .nd neg.tively echoes 
the “true" of line 7. 

[ [ . The “co.ch of gold" 吭 of course， th.t of the emperor. 
[ 5 . Njítm吋Ém 冉 冉 is • binome describing “gr.du.1 movement，" either of time or， less 

oftcn， of tr.vel ; in this c.se， the two .re combined. 
時 . Liter.lly， “Who is one with long ye.rs" ; i.e.， • sp.n longer th.n norm.1 

CHAPTER [ 2  

[ 2574 : C T5， p. 2703 ; YT虹， pp. [ 7- [ 8 ;  YT5WC 3. [ a- Ib  
Rhymes: 16  bl.iou， 1 8  dl.仰， 20 10"， 22  ki間， 叫 jr!Ji帥， 26 z!Jiou， 28 z!Jiou， 30 50U， 3 2  qiou， 3 4  5i仰，

" 的。u， 3 日 b!Jiou， 40 hi仰， 42 mi州 Unregulated. The poem has， in all， forty-cight Iines 
Title : Myr叫帥" 問 荒 is a resonant， archaÎc-so叫nding verb-object construction， which seems 

to have been cre.ted by Yü.n. Myfn .s • t叮m for "grief， "  "distre臼，" or "pity" h.s de口ded
.rchaic qu.lities. HUIJ.JJg suggests “dissolu缸" behavior .nd port疋nds the “dissolution" of the 
social bod y. 

1 5 .  Xia叫g � is a general term f or “boat，" so咽etlmes asso口ated with southeastern cr.ft. 
The vari.nt jhiu凹 船 'pp臼rs prob.bly bec.use !"( w.s sometimes used to represent th.t word. 
A leng !! is • plc.sure b盯ge. The emperor's b.rge was 臼lIed . “dr.gon boat，" lio愕-j!Jil/en .t船.
Cormorants we間 common prow decorations. 

的 Clearly 曲is describes large g.lIeys .nd ple.sure b.rges 
[ 7. Qiang-gIJiak 央極 is redund.nt. Mi>i-qiang 永 央 by itself me.ns “not yet complete，" 

butghi3k 接 is the word to describe .ttaining the Iimit of pl臼sure. Wh.t is rem.rkable .bout Yü.n 
Chieh's 戶時u poe甘y is th.t in .spiring to .ncient .uthority his Ianguage 扭 。在en highly original 
(though its co叫truction often 'ppear .rch.ic) ; compounds .nd Phrases 田ed by poe臼 whom he 
c.stig.tcd .s "ncw" far more often have carly precedents. 

[ 9. This .re. e.st of Y.ng-chou took on the form.1 pl.白-name ‘Str.its to the Se.，' XJi-man 

海 門. several centuries later 
2 1 .  Hsin-tu 輸 部， liter.lly the New C.pit.l， w.s the n.me of the Sui c.pit.1 built ne.r the 

s肘 。fHan Ch'ang-.n， the city that was to become T'ang Ch'.ng-.n 
22. It is obvious th.t the use of kiou 丘 here， without precedcnt or speci.1 signific.n間， 15

purely for the s.ke of rhyme 
23 函ng-zhi3 當 吟 here can mean either "in this time" or “from that time." 
24. In  tó:i qiuaen jrhiou 太 竟 在 we have yet another peculi.r .nd .wkward constructio吼

The line tr.nsl.tes literally， “As fc白 白0崎 songs， (thcy .re ch.r.cterized by) extreme resentment­
sorrow:' Qiuaen combines resentment and sorrow against a wrong done to one or a punishment 
u可ustly inflicted 

25-26. 1 do not feeI certain about the interpretation of these Iines. “Heaven's Jai!，" Ten-
7頓訪夫獄， 甜。 n目前ñSPf面聶τ序7訊之前而予ζ凶， we間 botn astensms p肘ten面再i而正聶哥

destruction. Bi.i J� more commonly m臼ns 可s not，" and while the meaning "consider wrong" 
seems best here， the Iines could be interpreted， "Th臼 sea-bound world 阻 not Heaven's prison， 
and why are we not Heav凹'5 prisoners ?"  

27. Ag剖n， there i s  uncertainty about this line. If “Heaven's Prisoner" ref crs to  the 扭扭nsm
(which is itself un自rtain) ，ji
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sought by those below" 主 所 監 下 所 求 ; the judgments of Heaven are manifest in the actions 0 f 
t he  people. 

34. Hy"& Z附ε-glUan 51011 為 ft 君 羞 is Iiterally “ (ought tO) make the Sui ruler feel ashamed." 
36 .  Autumn was the season of war and destruction and the punishment of wrongdoers : 

the songs generate an unseasonal autumn atmosphere if sung in spring. 
37 .  Litcrally， "How could it be otherwise than that therc was a bcclouding ofthe king's heart." 
40. Qillaèn-I，ioll Iß 尤 IS “spitc and rage" directed against someonc who has done a wrong. 

1 2547 '  CTs， p. 2696 ; YT缸， p. 1 8 ;  YTswc 3 .2a . 
Rhymcs : 2 ho， 4 ng郎， 6 10， 8 gio， 10 m師， 1 2  djl，io. 
Title : This poem is probably discussed in William Nienhauser， “ ‘Twelve Poems Propagating 

the Music Bureau Ballad ' :  Yüan Chi'eh's (71 9一722) Hsi yüel，:Ju sltilt-erlt sl，ou，" in Critical Essays 
on CI，ineSf Lileralu，e (Hong Kong， 1 976). 1 have not had the chance to see this essay. 

6. The qio 鑄 is the piscine metamorphosis of a crow in the ninth month， according to the 
Clti-yün. A 10 .• 壘， loosely translated as “pcrch，" was a fish native to the Southcast， whosc fillets 
were considered such a treat that several southeasterners were reputed to have given up their posts 
to go back home and 凹t 10 

17. More propcrly， "What they find pleasure in is the same as that which birds and beasts 
find plcasure in ."  

E口2 . [均h沙illÍe ， di阻st叮re臼55 Or uncerta盯inty."

1 2582 : CTs， pp. 2706-7; YT呵， pp. 24-25 ;  YTswc 3 .6a-6b 
Rhym"，: 2 b冊. 4 tJUln， 6 tlg;ua帥， 8 mm， 的 IriUf1棚. 12 SI阱11， [4 bÎ311， 的 dzl叫111， 的 ψuaen. 20 '，，3，1. 

T'ung-yün. The first couplet is regulated ; no other ∞uplet in the poem is 
Title a吋 preface: Yüan Chieh's flight to Jang-hsi may have actually occurred in early 759， with 

the renewed acti叫ty of Shih Ssu-ming. Note that the poet refers (0 himself as Yüan-tzu 元 于 ，
“Master Yüan ": this suggests that he saw himself as a thinker more than as a prose stylist or poet 

4. Though q)i-giuan 愛 意 means to “love one's lord，" this construction with a pronoun 
obj但ct followed by a demonstrative pronoun meaÍ1s “th峙 . of yours" ; for a parallel example， 
see 10501 .9. 

5. l\加 呀， “gape，" is oftcn applied to valleys and open features in the landscape. H.叫-qiaèng
回 映 d白口ibes Iight shining 0仟 some feature and seeming cast on other features 

8 .  This may instead suggest that e閥門 gate could be reached by boat， though the qualif ying 
pi n 為 suggests an actual ca阻 rather than a general case. 

9. I h.vc takcn 中 曲 蕩 的 句illng-kiok bin， making the linc no叩inal， a topic for thc following 
line. The alternative is cljil品ng kioιb間， “lies between tw帥ing shores" : not only 間 it insipid， it demands 
叩 odd， 盯chaic interpretation of djiùng. Moreov甘， djiung-kiok is a compound with precedents， 

ile..k.但L虹tt.is..n也..and..a.s..the..s.c.凹咀d..demen凶h且咀平血md←品;11 1<:: 1阻F'rt "， lrnnc.t pvrlncivplγ onljl 
after river and st閃3m names 

1 1 - 1 2. The absence of an explicit object of dzh3ng 贈 crea肥s difliculty in the interp間tation
of th間 couplet. Uses of dzltàng in poetry are about equally divided betwcen offering things and 
otfering wo吋s : the form here seems to suggest that the neighbors are “offering" the sentiment 
expre回ed in the following line ; cf. 1 7871 .24 and the following passage from the second part of 
the T'an-kung chapter in the Li-的; :" 于 路 在 魯 。 請 顏 湖 曰 : 何 以 贈 我 。 曰 . . . " Xiú suggests 3n 
openness and aαeptance， but it is unclear why jiJ 之 間 uscd rather than a first- or second-person 
pronoun. Pronoun shifts are， however. ∞m叩開 in poetic narrative. Ghyi p 及 is “and" but has somc 
阻nse of special dispensation一“even including." 

' 3 .  GhYIli;-bhiaep 11 乏 means "hardship" or “want of life's necessities" : it has nothing to 
do with “cabine臼 "

16， For th阻 use of dzlwan 存， cf. ' 1 1627.7 
'7. The use of sÍ&-呼的 斯 人 rccalls Confuci凹's aflirmation of fellowship with thc two rustic 

plowmen in Analects XVII I .6 : “ I f I  am n叫 the fcllow of people Iikc thcsc， then of whom?" � J� 斯
人之徒典 而 誰與 .
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1 2 5 8 7 :  C Ts， p. 270日 ; YTsc， p. 25 ; YTswc 3 . 6b一7'
Rhymes: 2 dzlríεng， 4 gíaeng， 6 l!íuaeng， 8 qíueng， 10 kíaeng， 12 geng， 14 jreng， 的 m;éJf1嗯， 的 slrraeng
Title : Ið 會 in this sense in to draw or 0仟er . lesson fro m  .n exempl盯y case， to “tre.t .s p.r.ble ."  

1 .  Note th.t  bín 積 is used . fter the  n.mc of thc  creek ; cf. note 1 2582 ，  l inc  9 .  
2 .  Mí曲.g-dzIJieng 忘 情 origin.I1y refcrrcd t o  • st.te o f  emotion.1 neutr.lity， beyond .ny 

p.ssions; hcrc it h.s come to describe unseIιconsciousness and lack of ulterior motive， contrasted 
to the gíaeng 聾， “startled beh.vior，" “iII .t  e.se，" when Yü.n returns to the vilI.ge. 

5-6. Liter.I1y， “As for my he.rt being with the people of J.ng， how could there be sh.me 
(from h，!mbleness) or gr.ndeur?" This .nd the two couplets th.t foIlow .re extremeIy pros.ic. 

1 2. Xíou fic here prob.bly me.ns “g.ve up 0仟ice."
1 3 .  Liter.I1y， “How much more (would they h.ve w.nted to retire) h.ving p.ssed through 

rebeIlion. " 
的 One of the most common me.nings of t阱，理 護 (J.ng) is to “ yield，" .s in “ yielding 

onc's 0侃白 “yielding to one of gre.ter virtue，" “def祉
的. Dzlrí肥胖slrraeng 全 生 me.ns "to keep one's life whole，" to live out one's .I1otted sp.n 

of ye.rs. 

1257 7 :  C Ts， pp. 2704-5 ; YT呵， pp. 3 5-3 6 ; YTswc 4.2.-2b; Ts，日， pp. 328-29. 
Rhymcs:  2 n阱， 4 dzlr帥， 6 men， 8jí帥， 10 nji間， 12 len， 1 4  dzlri舵n， 而 qyen， 18 tzi.凹 ， 20 lIen， 22 j1riu帥，

24 ben 

1 .  Liter.I1y， “encountered .n .ge of pe.ce." 
7. 5Irii:i-byi:n 世 變 is liter.I1y . “ch.nge in the .gc，" byεn usu.I1y i mplying • ch.nge for the 

worsc 
8 .  Ts咐 IIjI.mgτIJ(，n 親 戒 端 的 Iiter.I1y “w.s kin to b.ttle tl.gs" : tsin 純 is used poetic.IIy to 

sllggcst .n .dhercnce to something. 
9. Dén 典 is . slightly .rch.ic word， uscd in the H.n for governing . comm.ndery. Contr.st 

the kind o f I.ngu.ge used by Ts'cn Shen in 09Ó46， line 6. The 盯chaic， prosaic sie 所 .Iso lends seri­
ousness to Yüan.s sense of his position. 

1 1 . DIIO 峰 時 the word use f，研 t.king • 口ty .nd kilIing its inh.bit.nts 
1 2 .  This m.y imply th.t even the mount.in tribes took pity on the poverty of Yü.n's pre旬

在ctu間， hence the t.x offici.ls， who do not sp.re the prefecture， .re worse th.n the 凹iders (Iine 16) 
1 6. Liter.I1y， “How could they not be .s good .s the r.iders?" kiJi-biat 豈 不， “how could 

they not，" is • rhetoric.1 question me.ning “sureIy they 盯巳" Njiu 扣， “be like，" in its neg.tive 
form， bi3t-tljiu 不 計， .Imost .Iw.ys m臼ns "not be .s good 肘." Thus， the rhetoric.1 tr.nsform.tion 
of the Iinc is “Surely they must be better th.n the r.iders." 

1 7- 1 8 .  Liter.I1y， . ‘Now those ones who ex.ct .nd coIIect (t.x) press on them (the people) 
Iikc . “呵，雪 simmering."

23 .  I t  is ditlicult not to he.r here the sp叮it of 5/.ilr 1 ' 3 ， “Big R肘，" on the people's flight 
岳om oppresslve government 

1 2607 : C Ts， p. 271 4 ;  YT呵， p. 4 1 ;  YTswq.6b一7'.
Rhymes : 2 dlreng， 4 miaeng， 6 iεng， 8 slrraeng， 10 meng， 12 seng， 14 dzlrieng， 的 zlrieng， 的 tseng， 20

ien月， 22 lrellg， 24 blreng， 26 miaeng. T'的.g-yütl. Lines 1 3 - 1 4  .nd I.st three couplets regul.ted (with 
.ccept.ble v.ri.tion in fourth position ofpenultim.te linc) . 

Title : A quà-tzum 求轉 w.s • deprcssion in • rock which cOllld servc .s • wine cup 

1. Jr/ram-jrlram 嘖 嘖 is • descriptive binome properly .pplied 10 • towering p凹 k : the kind 
of oxymoron embeddcd in this line is not common in T'.ng poetry 

J. This is .n exceIIent ex.mple of kom 且是 b凹ng we.kened to me.n simply “c.n 
4. Jrlri，心情-Iuì 紋 類 is Iiter.IIy “f orm . n d  c.tegory":  there were different n.mes for di叮叮ent

sh.pcs of cup 
5. Z"il1-1lUaÎ 巡 回， tr.nsl.ted .s “wend • circIing course，" m.y be comic.I1y gr.nd for the 

.ct dcscribed. 
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6一 Literally， “lt is as if I see a Iittlc P'eng(-Iai) and Ying(-chou)." P'eng-I剖 and Ying-chou 
were two of the three isles of the immortals in the Eastern Ocean 

8 . This must refer to irregularities in the depression， which protrude above the wine when 
it is poured in. 

9. Njit-g<削 日 視 ， “Sungazing，" was the name of the castern ridge of T溢-shan， from 
which the sun could be observed rising over the sea 

1 1 . Thc two hcmistichcs may bc morc c10scly rel.tcd : "As I lovingly apprcciate it， 1 don't 
notice th.t ] '  m getting drunk." 

1 5 . Liter.lly， “lt's as if Form won in the discussion." 
25 . A c10sing question I ike this  implies the answer " 1  am ."  

12620: C1弓， p. 27 17 ;  YT.<c， p. 46 ; YT.<晰 的b; 吵( 82 . 10. . 
Rhymcs : I gεn， 2 1r帥， 4 .<1rrtn. Regulated， but with strong violation in sixth position of second linc. 
Title : QSi-nSi 投 乃 seems to have been a southern binome dcscribing the sound of rowing : aftcr 

Yü.n Chieh's series it became • term for . “rowing song." 

1. Miaeng-Iz:iεk Z 1;f is liter.lly “name" or “f.me" .nd "tr.ces" of deeds or journeys. 
2. jlruìn-z:iok 順 俗 ， “to follow custom" (what the average person does)， recalls thc advicc 

of Jo to the God of the Yellow River “ Whoever follows the custom of his timc is • righteous 
man" (C/lllang-lZ:u 43 / 1 7/40). The CI'lfang-Iz:u 呵， of course， bcing ironic， speaking of survival and 
the popular reputation of rightcousness. The advice does not work for Yüan Chieh， and he does 
not feeI the comf ort he should feeI in jllUì'←z:iok 

3. This p.ss.ge is unmistakably ironic : “asking how one governs." miàn-jitng 向 段， adopts 
the attitude of a disciple asking Conf ucius about a principle ; cf. A/la/ec/.< XIJ .  7 . 1  ; XI I I .  1 .  1 

4. Giðll-ngi; 丸 授 ， “Nine Doubts，" is prob.bly • simple writing of the homophonous 丸 晨 ，
“Nine Summits." Gióu-ngia is • mount.in with nine peaks， located i n  modern Hunan. 

1 3 4 1 1 :  C T.<， p.  2889 ; Ccc in η" 1月" p. 29; Hyylι in 1]1rT.<， p. 68 ; Wyy1r 252.2b ; T.<口， p. 392
Rhymes : 2 CI，削n， 4 I叭n， 6 l.<ill， 8 b1ry酬. 10 1;11， 12 511間， ( 1 4 '<惘， 的 gi3ll). The t'u句-yiin of line 1 6  

i n  a poem entirely i n  p 'ing-s1rui rhymes should raise some questions about the fmal section in 
the Hyylc and Wyy1r versions. 

Text: The text given 阻 that ofthe Ccc; this is the text given in T.<日" with variations in some editions 
Hyylc and Wyy1r di仟ér signific.ntly. both from the Ccc text .nd from e.ch other ; however， 
the Wyyl. text does seem to be 100seIy b.sed on thc Hyylc version (in thc order of couplets 5 .nd 
6 .nd in the inclusion of Iines 1 4- 16) .  

Title : The Hyylc title 凹 most peculiar: " In  the Mount.ir時， Presented to  the Fourteenth Member 
ofHis Clan， of the Imperial Libra門， My Elder Brother ofthe Mountains" 山 中 贈 十 回 秘 書 山 凡 .
The W yy/. c1eans this "p: “Presentcd to my Elder Brother of thc MOllnt.i肘， Wci o f the I mpcrial 
Library 贈 山 兄 章 和 書-

1 .  Hyyic .nd Wyy1r re.d 租‘ 芸 暑 for 秋 雲 曙 The phr.se bl.yì 1rium-z:1riú 秘 芸 署 is odd : 
“yì is .n .ttributive for the Imperi.1 Libr.ry， .nd 1rium-z:1riri， the “Office ofRue，" is an ornamental 
term for the same: but the combinination of the three characters is odd. C/ruil-.<Irren :1: 山， “gomg
out from the mountains，" suggests giving up a life of reclusion to serve in the government. Thus， 
the Hyylc and Wyy1r versions translate roughly， “L凹ving the mountains (for) the 1 mperial Library." 
Ofthe ways in which variants occur， the most common are synonymn substitutions. homonymn 
substitutions， and simil.rity in character form :  however， usually only one of  these principles is 
in operation when there is • seri.1 variation of several characters. Here， the v.riation of 秩 and 秘
is c1e.rly a shape variation， 雪 and 芸 are homonymn variations， and 曙 (z:1riù) and 暑 牧師的 arc
• combin.tion of sh.pe .nd sound. This suggests strongly that the v.ri.tion is not .ccident.I. 

2. The “mount.in tree" is .n .1legoric.1 figure from the C1ruang-lZ:u ( 5 1/20/1 -6) which 
preserves itseIf from woodcutters by being useIess : the .n.logy is to the one who rem.ins in the 
mountains (Wang Chi-yu)， as opposed to the one who goes forth to serve the state. For 本 Hyylc
reads 色 and Wyyl. re.ds * .  The Ccc version is by f.r the most coherent opening couplet， using 
the change of the seasons to mark the duration of W凹's absence， 的 is common in T' ang poctry 
This suggests th.t the poem is indeed “sent to" (gyì: 寄) W ei r.ther than “prcsented to" (dz:lrJ.悍 贈)
him in person. 
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3-4. The use of n.μ 4'(，  suggcsts th.t Wei r.ther th.n W.ng is the subject of the verb. Line 3 
could refer either to the p.st， when Wei .te W.ng Chi-yu's herbs， or to the present， to some 
present W.ng sent Wei. 

5. For the proper 傘 密 Wyyh re.ds the ineleg.nt 宮 命 Mit 害， 1iter.lly “secret，" implies 
• p.rticul.r person.1 intim.cy， though i t  does not suggest . sexu.1 rel.tionship 

6.  For 惟 相 Hyylc re.ds El 相 .nd Wyyil re.ds 目 見 Isol.tion often le.ds to un1ikely "kin" ; 
cf. 05846 .nd 07795. 

7. “R.ts .nd wrens" were ex.mples of unlov.ble .nim.ls， which stole from • person's 
foodstocks; cf. .Iso Silih [ 7. 

9-10 .  Hyylc .nd Wyyh h.ve these lines . s  [ [  .nd [ 2 ;  For 北 令 Hyylc re.ds 舍先 For the 1ine， 
Wyyl. re.ds 依舍JI:AÄ 下 : it seems the second 銀 h.s dropped out ofthis line， .nd the 不 ofthe follow­
ing line h.s been converted to 于 to produce • line of poetry， .Ibeit • rem盯kably ugly one. Line [ 0  
m.y b e  t.ken t o  refer t o . re.1 neighbor t o  the south whom W.ng does n o t  we.ry of: this would 
.dmit . simpler expl.nation of the "my，" ngo 吾 But it seems f.r more 1ikely th.n W.ng Chi-yu 
is the pine's "southern neighbor，" .nd th.t the ngo is either en.ll.ge or defining the “southern 
neighbor" 自 “myself. " Another point of interest in the v.ri.tion between Ccc 北 兮 .nd Hyylc 
告J� is th.t Hyylc m叩luins the position.1 p盯.llelism of J� .nd 舟， while Ccc keeps the phr.ses 
J� 令 .nd 為 海 p.r.llel， though in ditf erent positions in the 1ine. The I.tter is conson.nt with p.r.l­
lelism in ku.Jeng .nd thc style of the poem .s • whole ; 伽 impulse to position.1 p.r.lle1ism is 
ch.r.cteristic of "new style" verse. Qiai-qiai 依 依 describes the dense fo1i.ge of . tree， though a 
willow is the tree with which it is usu.lly 1inked. 

[ [ - [ 2 .  In the Hyylc .nd Wyyl. versions， this couplet occupies 1ines 9 .nd [0. Line [ [  could 
be interpreted， “All th.t h.ve fee1ings h.ve c.st me 0仟" (encomp.ssing Wei .nd the sentient r.ts 
.nd wrens， but excluding the pine). 

[ 3 .  Liter.lly， <‘You， sir， your subst.nce is a thous.nd zim (high)." 
叫 “He.ven's moisture，" Ten-tljhaek 夭淳， w.s • de.d met.phor f四 imperi.1 f.vor; but 

but the use of the convention.1 tree met.phor returns something of Ten-tljlraek's origin.1 force 
[ 5 . For 以 Wyyl. re.ds 也. For biat-d zhJi 木材， see note 07767， 1ine 3. The pun between 

“timbcr" 材 and “t.lent" 才 app凹rs here 
的. Th凹 的 the virtue of the useless “ mountaln 甘甜" mentioned in line 2 

[ ] 4 [ 8 :  C1\ pp. 2890-9 [ ;  Hyylc in Tj1. Ts， p. 67; Twt [ 7A.6叫 T5口， p. 392. . 
Rhymes : [ 51.itu， 2 XÉII， 4 dÉu， 5 zlrui， 6 dzl.i， 8 I.yut. Regul.ted with p盯missible viol.tion f，四 lse

rhyme in the sixth position of the second 1ine. The second .nd third couplets .re both “B" form 
couplets， accεpt.ble .cross . rhyme ch.nge. 

1. For 山 Twt .nd T.耐 re.d 入 (“.nother m.n's home"). A “home in the mount.ins" with 
• I.ndsc.pe mur.1 would emph.size the poet's mock conf usion between the re.1 scene .nd the 
p.inted scene 

主�挖扯血型監且血旦 dwelli盟且d且.!，Lmin些些企d型企望巨型些且旦旦笠主型堅固堅堅
the re.1 I.ndsc.pe. Hiu:Ji 51.月n s!tiÉ.u 謂 山 角色 is .ctu.lly indirect discourse “cl.imed morning h.d 
come to the mountaÌns." 

5 .  Like the clouds .nd birds， the fi gure is p.inted. Qx 何 is .n .ffection.te .nd decidedly 
inform.1 modifier， m.rking the rel.tionship between the spe.ker .nd the person spoken of; it 
臼rries no semantic value 

6. Liter.lly， “his rising is so slow." 
7. Though it is perh.ps extreme to tr.nsl.te kUt'JI Ä .s “lord，" it is .n .ppell.tion of respect. 

It is sometimes .pp1ied on a more modest level， but since Y甘 is a gr.nd secrct.ry (fifth rank)， respect 
IS appropnate. 

8. Siëu-dl.ei 小 弟， “1itt!e brother ，" i s  .n affectionate t盯m of .ddress to one's juniors and 
inferiors which r.rely finds its way into poetry. Dan-tsellg *膏， the “red and the green，" was the 
common term for polychrome p剖nting. N3IIg njié hyut 能 爾 為 is 1iter.lly “c.n you do it?" 

0757 [ : C恥， p 的08 ; Chhcc in TjhT5， p. 299 ; Twt [ 8 . rob; T5口， pp. 383-84 
Rhymes : 2 miaeng， 4 tz峙，唔， 6 悶ng， 8 5hraeng. First couplet and third couplet regulated 
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l .  For 空 TWI， Ts口， .nd one edition of ClrI.cc re.d 虛 Liou 流 more commonly describes 
the movement of !ight th.n the moon itself 

2. S<xm-ngð 三 五 is the fifteenth of . lun.r month， thc time when the moon is fuI I .  For the 
first 明 TWI .nd T的 re.d 吱

3. ln other words， it 'ppe.rs in d.ylight. 
4. This line c10sely foIIows the ending of Ch'en Tzu-.ng's first Kall-Yü : here .s there I .m 

uncertain .bout the interpret.tion. Thc 'gent th.t “l曰“ onc str.y" often foIIows /1Ici 主 ; cL mcι 
xua 途 花 . Th.t one m.y weII err in reg.rd to who is • s.ge .nd who . fool is evidenccd in Tu Fu's 
1 1 797.50. And in the Kan-yü us.ge， “p盯在ct essence" c1e.rly referred to the moon. Thus， we h.ve 
one “led .s甘.y in reg.rd to who is s.ge .nd who fool by its perf ect essence." 

5. An echo of the third line o f Li Po's f.mous eighth Ku-fellg (07872) 
7. For 夜 TWI .nd T.<c.< re.d 己
8. For 這復 Twl .nd T 5C.< re.d .fl 吏

07563 : C恥， p 的06; Ccc in 刀h恥， p. 3 1 ;  Wyyl' 2 口 ， 戶 ; Yf<c 62 狗一肘 ; T5日， p . 3 8 5
Rhymes: 1 15ill， 2 句帥， 4 mian (t 'uIIg-yiin) ; 6 Iziεk， 8 m'l (pseudo.rch.ic rhyme) ; 9， 1 0  g 帥 ， 1 2  biai， 

14 giu.i 紗'ing-5hui). 1 h.ve foIIowed the Ccc text here bec.use it 聞自 the k ind of .pproxim.te， 
pseudo.rch.ic rhyme th.t is .Iso found in Tu Fu. The v.ri.nts in the I.ter .nthologies bring 
the rhymes in the second rhyme group into gre.ter .greement with convention.1 pr.ctice (5 
5hiuε'， 6 bltyεt) 

Title : Byi-lzai haeng 是 昌先 行 is Iitcr. IIy， “B.II.d : Is It Not S.d !"  The Yüeh:fu dliel←，'i (cited in 
Yf5C) expl.íns the gener.1 theme .s "the s.dness stirred in • tr.veler .s he encounters things." 

2. For it T.<(.< r凹ds �. S，mg 喪 in this 臼sc does not necessarily mean “lose" by re.son of 
de.th， but r.th盯 to “Iose" or “l凹ve behind" with no hope of returning; f，四 an analogous use， 
see Cheng notes to Little Pref .ce of Shil. 1 24 . 

4. For thís line 句=çc reads "ã種 思 間 可 間 ， cle.r1y • textu.1 conf usion 
5 .  For 見 Wyyh， η:吃， .nd TS(5 re.d 說 . One c.n “he.r" the songs .nd “he.r of" 0肘's loved 

ones in the songs， but one cannot “see，" gèn 兒 ， them. 
6. For 形 遴 Wyyl.， Yj吃， .nd T 5(.< re.d 蝴 別 . Heng-Iziek 形 遴 is Iiter.IIy "f orm .nd tr.ces，" 

with “form" referring to sight of the person 
8. SI"im-zhin 宇 晨 refers to the consteII.tions 5hri刑 事 .nd 5hiang 街 ， whose positions were 

such th.t they never .ppe.red in the he.vens .t the s.me time. Thus， they bec.me • set met.phor 
for those long p.rted， who h.d no ch.nce to meet. It is uncertain why the w.nderer might w.it 
on their setting. 

9-10 .  ln both Iines， for 常 Wyyh re.ds 桂
1 2. Zhié-b倒 是 井 ， tr.nsl.ted loosely .s “inner struggles，" 問 liter.IIy "is so .nd is not so" : 

zhi -bi.i refers to problems of v.lue， propriety， .nd truth， to situ.tions in which such questions 
.rise. The opposite is not . d.ngerous .mor.lity， but . freedom of spirit th.t tr.nscends such concerns 

一�至壘.�型主些坦坦塹， f前 進 T5，日 re.ds H. 

。7573 : C恥， p. 的旬; Chl.cc (v盯i.nt text) in  苟h恥， pp. 3 1 4一 巧 ; Wyyl. 1 56.5'-5b 
Rhymes : 2 giae旬， 4 huaeng， 6 附eng， 8 heng， 10  neng， 1 2  kiw月， 1 4  zl.ieng， 的 dzhieng. T'ung-y品n.

The fourth .nd I.st two couplets .re regul.ted. 
Text: The text of this poem is in very poor sh.pe. I h.ve foIIowed the v.ri.nt Chhcc text quoted 

in the coII.tion in 句h 后， but in two c刮目 h.ve t.ken . W yyh re.ding over it. Not only is the 
Wyyh text subst.nti.IIy ditferent from the Chh缸， the Wyyll notes v.ri.nts from the Chl1C( which 
.re ditferent from the ext.nt Chllcc text. 

1 -2. The Pien River fIows down into the Hu.i .nd w.s the stand.rd river route to foIIow 
when going from Lo-y.ng .nd Ho-n.n to the south. Sung悟chou .nd the .ncient region of Li.ng 
were on  the south side of the YeIIow River e.st of Lo-y.ng .nd Pi自l-chou. The river tr.velers 
would re.ch the Y.ngtze through the Hu剖， then tr.vel upstr凹m to re.ch the .ncient region of 
Ch'u. Ching-chou w.s • definite loc.tion in the south-ccntr.1 region， but Ching w.s • poetic 
term f or the Ch'u region in gener.I. For 劍 Wyyh re.ds 成 The use of dzhì 自 .nd ji. 之 as verbs 
here is somewhat archaic 
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3. For 漏 吟'yyÌ! reads 增
5. Using the ChI，cc version of the line given in Wyyh. The ηh T.< version of Chhcc reads 

大 河 海 韋 拉 ; Wyyh reads 大 河 噴 東 注 ; as another v盯iant Wyyh oHers 大 河 東 注 海
6. For 官 Wyyh gives 串串 的 the Chhcc reading. Gl，iu冊-dlllltlg 揮 動 means “ multitudes of 

animals and birds" ;  see use in line 8 of Li Po's Ku，手ng XXV (07889)， where “The multitude of 
cr凹tures compete in Hying and f1eeing" 揮 動 ， 飛 奔 such "f1ight" and "running" p刮目 often
themselves become ornamental terms f or "birds and animals." 

8 .  For 黃 Wyyl， reads 黑; f.白 鹿 Wyyh reads 局 (n the former variant， note that Wyyl， 
c1eans up the parallelism ; in the latter variant， Wyyh provides a more common compound， echoing 
the CI，'iu-.<hui chapter of the Chuang-tzu. 

9. Here adoptìng the W yyh reading of 遣， ìnstead of the Chhcc ( Tjh T.<) readìng 失
的. For 危 Wyyh reads 色. Thìs ìs a rhetorìcal questìon “How could ( be at pea白 (even)

f凹 a moment?" 
I 1 - 12 .  Asoft凹， the uncertain archaism of a T'ang poet can lead 10 problems in interpretation; 

that the problems are not those of a modern reader alone ìs ìndì臼tcd by the varìants. Wyyh reads 
!!. for 於， whìch must have been a somewhat awkward way of sayìng “Who holds human Iìfe 
lìghtly?" Another varì.nt gìven by Wyyh for the first two characters ìn lìne 1 2 臼 彼特. Finally， 
Wyyh offers the incomprehensìble 點 於 as the Chhcc readìng ("1 am well familìar wìth the lìghtness 
of human li長" ? ?) . 1 have followed the Chhcc readìng given in 乃hT.<， takìng zhiu是-qiu 孰於 some­
thìng Iìke zhiuk卅Ijillk 孰 串串 “How can it compare to ?" 

14 . For 存 哉 Wyyh has the incongruously pragmatìc 有 我
的. For }.哇 Wyyh has 仍

CHAPTER 1 3  

1 3 2日4: CT笠， p . 2849; [Khc in 乃ih T.<， pp. 178一791 ; Wyyh 3 12.7a ; Ts.口， p. 394.
Rhymes: 2 1i0fl， 4 lou. Regulated 
Attrìbutìon ﹒ I n  K缸， the earlìest source for the poem， 的ìs quatraìn ìs attrìbuted to the otherwise 

unknown Chu Pin 朱棧 (09955) . Famous quatrains lìke th阻 one often appear with a varìety 
of authors， and their authentìcìty is vìrtually i mpossible to determìne 

Tìtle : The Khc versìon sìmply has 登樓. Wyyh has 銘 鶴 樓 (mìswritten 繞 在 ) ; T.<c.< has �鶴樓 .
Thìs tow甘 supposedly overlooked the Yellow River a t p'u司chou， in modern Shansì. 

1 3 285 : CT.<， p. 2849; Ts口， p. 394.
Rhymes: 2 hll， 4 da.. Regulated 

3 . Lìterally， “Recently the sufferìng of beìng snapped oH� . 

05667: CT.<， p. 1203 ; Hyylc in ηh Ts， p. 94 ; Wyyh 205 . 5b ;  Ts口， P. 233
Rhymes :  2 giuai， 4 biai. Technìcally regulated， with permìssible vìolatìon in the fourth posìtìon 

of the iirst iìne; however， the repetìtìon in the first couplet goes against the spìrìt of regulatìon 
Text : Repetition was permitted in songlike qua甘aìns such as thìs， but the quatraìn has f ar 100 

mllch repetìtìon， especìally for a regulated poem. The textual varì.nts ìn the Wyyh version 
try to tone down th臼 excess， and 10 do away wìth the paìnful redundancy ìn lìne 3. ThllS， the 
first 這 ìs changed to 與; the second 逞 ìs changed to 健 . And ìn the thìrd lìne， J; ìs changed to 起 .

Tìtlc : 防'yyh gìves 古 -! as the tìtle. 

1 -2. 1 have taken the subject of thìs couplet to be the mandarìn ducks to resolve the problem 
of sìmg 進 ìn the two lìnes and to explaìn the tlll 他 ìn Iìne 4. It  would be possìble to take the sub ject 
as thε poet， but ìn that case we would have an unusual use of sùng f or meetìng the one returnìng 
and comìng back with hìm. The use of the mandarìn ducks may ìmply a female yüeh-{u persona 
的 the su句e目， but the dìfliclllty of .<ùng would remain. Hoviever， .<ùng would be appropriate if 
thc person in the boat were accompanied by mandarìn ducks. (A female yiiehτfu persona may still 
bc the ìmplìcit poìnt of vìew.) The Wyyh versìo'n definitely implìes that the poet is the speaker. 

4. T" 他 ìmplìcs "e1sewhere" (as opposed to “here") or “on theìr own" (as opposed to 
“on your behalf" accompanyìng) 
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。5668 : CTs， p. 1 203 ; Trc in 可IrTs， p.  464; Wyylr 205 狗 ; Ts.口" p. 232 
Rhymes: 2jiou， 4 iOIl. Regulatcd. 
Text: 1 havc followcd hcrc thc Ttc tcxt. 
Title : 防'yy/r and T.<cs give 古 壘 的 the title 

1 .  For 吟 Wyyh and Tscs read 事 .
2.  For 吏 Wyyh and TSCJ read 押 . Pil1.n�-.iioll 芳 測 ， literally "f凹grant low， sandy i，lcs，" 

are islcs upon which Rowcring p1ants and trccs grow. 

1 3月5 : C后， p. 28戶 ; Hyylc in 巧h 后， p 側 ; Wyyh 21 1 .6a 
Rhymes: 2 dzhai， 4 m肘， 6 hu訓， 8 gai， 10 l.i， 12 gai. 
Title: Literally， “Balla d :  Is There Not Something AboutWhich I Feel Strongly ?" The first twelve 

of twenty-four lines are quoted. 

4. W yyh reads 因 for 用 Since the traditional metaphor f.凹 the relation between ruler and 
minister is one of lovers， the person who recommends an asp叮ing official is a “go-between." This 
line is litcrally， “I have use，  but how could I act as my own go-betwecn ，" 

1 1. For 曹 Wyyh reads 雪
12. For 浮 Wyyh reads 下

1 1973 :  CT.<， pp. 2596-97 ; Wyyh 209.8a 
Rhymes : 1 dzhi間， 2 dzh帥， 4 bien. Regulated 

1. For fl Wyyh reads 乾 Iien-dzlri制 造 il and 1ien-�h)，ε" i皂 乾 both ref er to pattcrns of 
spots on a horse's pelt 

3 . Clearly one function of the kI1. 蚵 ， pendants hung on the bridle， was to signal the horsc 
when to go 

1 1 975 :  CTJ， p .  2597; ηWS(( 3 . 1 4a . 
Rhymcs : 1 dj"in， 2 可削， 4 dzlrin. Regulated. 

3 . Wu-yü叩 was a Han commandery located beyond the Great Wall in  modern Suiyüan， 
almost directly north of Ch' ang-an. 

4. New Ch'in was a T'ang county， located in the northern tip of modern Shenhsi， about 
3∞ kìlometers southeast of Wu-yüan. The two place-names suggest the swi(tness of the khan'， 
movements 

1 1982 :  C 芯， p . 2598 ; 可WS日 3 . 1 4b
Rhymcs : 1 iou， 2 jr!li州， 4 jiou. Regulated， with permìttcd vìolatìoll ìn thc sìxth posìtion of the 

thìrd lìne 
Tìtle : Pa-Iing is at  the northeast edge of Lake Tung-t'ing. Th阻 pocm 阻 the first in a series of three. 

1. Ghi帥-!OU 舊 遲， translated as “formcr comrades în travel:﹒ ìs a way of referring to old 
frìends， those one “went around wìth." 

C H A P T E R  14 

06082 : C1弓， p. 1 3 ∞; Ch叩， p. 190; Wycc 4 . 2b; Ts白， p . 24 1
Rhymes ﹒ 2 xitÍ:唔， 4 zlriáng. Unregulated 
Tìtle : “Decr Enclosure" 處 無

1-2.  This couplet ì s based on one ofthe most common kinds 0 f antitheS1S ì n  a couplet， sìght 
and sound， the two prìmary senses. Xið.ng 響 is not a direct sound， but rather a sound from far away， 
a sound from someplace unseen， a sound not dìrected at the hearer. 

3 . Biaén-qiaéng 反 景 ， like biaén-jii:u 反 煮， ref ers to the sunlight just bef ore sunset : as the 
sun moves Înto the west， 的 last lìght ìs  "cast back" eastward， in the dìrectìon opposìte of the s凹's
movement. In a grove or a forest on a slope， such lìght wìll avoid the blocking foliage and ìIlumìnate 
the ìnterìor of the forest 
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4. There is some question about the force of bh叫h 復 here : it may be no more than a coor­
dinating “and" thatjoins the two Iines ; or b1!iuk might be a strong “again." referring to a prevlous 
occasion when the sunlight fell upon the moss. A more serious problem is raised by zl.iling 土 :
i n this tone the word should m臼n “rise，" leading some commentators t o  take the line as  “shines 
upon the gre凹 moss and goes up." On the other hand， such an unusual and 盯tificial construction 
runs entirely counter to the style of the poem and the natural wη of reading the line， which begs 
a dissonant zlrii1.ng “shines upon the green moss." 1 bclieve the latter reading is correct and is based 
on an unconsclOus m臼interpretation of a poem by Hsieh T'iao in which xiling and zhi.置ng are 
rhymed ( WIr 30. 17a-17b) : Hsieh's very artful line reads 蒼 苦 依鄉 土 ， properly translated; “The 
green moss， along the steps， ris白" ; however， remembered without its p盯allel line， the line would 
read simply， "Green moss lies upon the steps." In its proper interpretation， Hsieh T'iao's is an 
artf ul construction， but not an ungainly 0肘 ; however， to take Wang's line as “shin白 upon the 
green moss and rises" would demand an almost grotesque construction of the parts of the line. 
The legitimacy of Wang's usage may be confirmed by the ability to rhyme rising and falling tones， 
a practice that was to become common in  ]ater centuries 

1 3060: CTs， p. 2806 ;  HjJsc 6.4日b.
Rhymes: 2 /�i， 4 dll3i. Unregulated. 
Title : " Mountain Lodge" 山 館 -

I. In addition to silence and stillness， dzhek-dzhek 寂 寂 im plies loneliness and isolation .  

06984 : C Ts， p. 1 482 ; LScsc 1 .4b-5a. 
Rhymes: 2 /iJ， 4 shuf. A peculiar kind of regulation， appearing in detlected rhyme poems， where 

a violation is permitted in the fourth position of the first line of the couplet. 

。698 1 : CTs， p. '482 ; LScsc 1 .4a-4b 
Rhymes: 2 rniaén， 4 hiuafll. Unregulated. 

I.  T蟬，哲-ts(JJ!g 聳 聳 can describe either the color of the bamboo vegetation or the color 
of sky in which the temple is set 

2. Qlu-qé!l 吾 吾 implies indistinctness as well as distance; in this ca缸， the indistinctness 
阻 ofthe sounds of the bells. 

1 8520 :  CTs， p. 3948; TLhsc 43 . lOa ; Ts.口， p. 662
Rhymes: 1 dzhi!lEI， 2 rniEI， 4 SiUEI. Regulated with p盯missible violation in fourth position of 

first l ine: sequence of two "A" form couplets 

。7067 : CTs， p. 1 497 ; LScsc 2 .8a. 
Rhymes :  2 dzh帥、 4 qen， 6 I帥， 8 ben .  Regulated with permissible violatio叩 in fourth position of 
一扭曲thlìne--一一
Title: The Ch'ing-ming Festival， Ii阻rally "Clear and Bright，" took pla目 前 the beginning of 

the third month 

2 .  Pèi-ngèi ft早 晚 initially described a far， sweeping ga缸， but it came to be applied to the 
crenellations in wallworks， which permitted the far， sweep明喀 gaze.

4. The “'new smoke" is from the fires rekindled after the three days of Cold Food Festival， 
endin哩 two days bef ore the Ch 'ing-ming 

7. The variant here f.前 在 何處 IS 何處 是 ， probably generated to make the tone patt訂n
perfect. 

悶 的 T CTs， pp. 2635-36 ;  CKkc 5.2a .  
Rhymes :  2 q帥， 4 bi肘， 6 giu.i， 8 rni.i. Regulated with permissible violation i n  the fourth position 

of the first line. 

2 . In addition to blurriness because of distance， qi.i-qili 依依 can suggest yearning. Usually 
the yearning is of someone not wishing to part from someone e1se， but in this 臼se it might refer 
to Yüan's de刮目 to reach his home. 
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5. The flowers do not actually “hasten the winc to readiness ，" but as markers of the ap­
proaching end of the year， they show the wine is reaching its term 

7. I have taken i叫 這J‘from afar，" as referring to Yüan's present position at the parting， 
yearning to be back home in the mountains ; however， it is possible that the “af ar" ref ers to the 
distance between his windows and the mountains he will see 

12249: CTs， p. 2652 ; CKkc 6.4b; IVyy/' 3 ' 9 . 凹 ; Tscs， p. 472 
Rhymes: 2 djlti帥， 4 s!tim， 6 qi間， 8 ghyim， 10 Ii冊， 12 sim. Regulated， with strong violation in fourth 

position of third line 
Title : Wyyh adds 星 before 壁.

1 .  I t  is possiblc to  take this line as pureIy descriptive “At the mouth ofthe valley， fine streams 
and stoncs." However， guk-kðu ).;. 口 probably ref ers to the Han recIuse Cheng Tzu-chen， who 
commonly appears as an exemplary hermit in T'ang poetry under the kenning Mouth of Valley， 
Guιkðu， the place where Cheng practiced seIf-cultivation. 

2. Luk-djllim 陸 洗 ， “sinking on dry land，" is a vivid term for recIusion 
3. For 下 Wyyh and Tscs read 土 Wyyh further notes that f，由 小 Ch'ien's collection reads 在 -
4 .  Fo重 火 Wyyh reads 為 ; for 雪 Wyyh reads 林 The fires are Iiterally “deep beyond the 

cIouds" : a s  the barrier gek 時 refers to the edge of the cIouds， the fires 盯e simply “deep within 
the cIouds." 

5 .  The “color，" shri3k 色 ， probably refers to the entire creek valley and not just the water : 
there the path probably “sinks into" the vegetation 

7. Presumably the rainbows become “hidden，" dz!tI1.Ilg 歲 ， because they seem to disappear 
at the end， perhaps concealed by mist. 

8 .  Giaeng t- usually suggests a “startled" movement， but here it is applied to the hawk's 
swift movement upward 

9.  For 流 Wyy!t reads 侮 句 Zhiεp-tsiò 涉 � is a problematic phrasc， whose difficulty is increased 
because the following line is not paralleI ; it probably means to “f are through (somepIace which 
has) appeaI." 

10. Zièn lim 是 林 would be "you yearn for these forests (from somewhere eIse) " ;  zii;n 
dzhái lim 晨 在 林 implies that he yearns to remain there 

1 1. A !tul1.ng-zhiðu 膏 後 ， a “yellow seal ribbon，" was the mark of a lower olficial. Si， 思 here
does not imply desire， 的 it often does; kil1.k-si， 卻 是﹒ 15 to “think back upon with brooding." 

12 . Tzii.τjia sím 索之心 is literally “purpleji， heart" : the "purpleji，" was probably a kind 
of mushroom and w刮 目sociated with the elixir of immortality. 

12488 : CTs， p.  268 5 ;  CKkc 1O .3a  
Rhymes : 2 miaén， 4 hiuaén. First couplet regulated， though with violation in fifth position of first 

line. 

1. Literally ， “On th呵呵盯祉而 而而兩誦“(Or6e再tfieref"
4. J!tiàng-xi)ng 幸興 is literally to “ride one's impulse: ' The phrase is strongly associated 

with the famous story of Wang Hui-chih's impulsive journey to visit Tai K't間， announcing that 
he had come jhi)ng-xi)ng， and now that the impulse was gone， he had no need to see T剖 (Shih-
5�帥。 hsin-yü 3A， section 2 1 .23) 

1 2500: CTs， p. 2686; CKkc 10 .5'  
Rhymes: 2 zltið， 4 kiù .  Unregulated 

1. Hióu-qi) 有 意 suggests mtent 

12494: CT.<， p. 2685 ; CKkc 1O.4a 
Rhymes:  2 tzio壘， 4 .<iuk. Regulated with violation in the fifth position ofthe first line. 

E ∞8 1 :  CTs， p. 2 1 5 5 ;  Wyyh 292. lOa . 
Rhymes : 2 妞n， 4 !trm， 6gu酬， 8 dz!t回，. Regulated. 
Title : Ch'ang-chou just south of the Yangtze near its mouth， in modern Kiangsu 
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5 . Huang Pa began his career not as a member of the gentry but as a literate c1erk ; after 
the l1Sual vicissitudes of 。“cial life he became minister (5ι p. 2688). The analogy would have us 
consider Li's lowly post as an early stage in a glorious career. 

6. For 罷 Wyyh reads 在 .
7. Zhi的g-chuin 乘 興 is literally “take advantage o f  the spring" :  i t  can suggest either spring 

pleasures or spring farm labor. Miò 務 ， to “work hard at one's duty，" is the wrong word to apply 
to warf are and leads to a c1ear irony 

1004 5 :  CTs， p. 2 1 48. 
Rhymes: 2 q間， 4 t帥， 6 dh帥， 8 pitn. Regulated， with permissible violation in fourth position of 

seventh line 
Title: Chü寸ung was a county， whose location was j ust east-southeast of modern Nanl口時， tn

Kiangsn. 

1. Ch甘，銜，甘 was • pair of mountains in  Chü-jung; one of the mountains was Mao-shan， 
famous f，回 自 Taoist coven. Mð 革 is literally “darken with evening."  

4 .  The use of  /，ò 護， “gu盯d" or “protect，" is noteworthy here， and  suggests ranks of  c10uds 
seemmg to “protect" an open space in the sky. 

8. Pi朋-pren 翩 翩 is a binome describing a lightness of movement， of ten suggesting a kind 
of ja untiness. 

1 2995 : C恥， p. 2794 ; Chhu in 巧i/， 恥， p. 276; Y1J in  η/，Ts， p. 203 ; Chc in  ηhTs， p. 3 3 8 ; Wyyh 
201 狗 ; Yfsc 1 7. 3 ' ; Ts曰， pp 肘， 782 (in the latter citation， the poem is misattributed) ; 用'sc 3 . l 2b 

Rhymes : 1 dung， 2 kung， 4 giung， 6 dhung， 8 djiung. Regulated 
Titlc: Wu-shan Kao 巫 山 高 was an 凹rly yüeh:fu title ; Chhu notes that the original Huang-f u Jan 

collection had 巫 山 姨 的 the title. AII anthology texts read Wu-shatr Kao; indeed， the stability 
of thc text of this poem through so many anthologies is most unusual 

1 “East of Pa，" Ba-dung 巴 車， was the name of a commandery. It is impossible to know 
whether 見 should be read as hèn here (“The Wu Gorges appear from Pa-tung") or as gfn (“The 
Wu Gorges can be seen from Pa-tung"). In 白白白 白se， the thing that is seen or appears is the Wu 
Gorges and not Pa-tung : the more normal (and more pedestrian) order of such a line would be 
已 東 見 巫 峽 -

3-4.  This refers to the legend ofthe king ofCh'u's meeting with the goddess ofWu Moun­
tain : in her parting song， the goddess c1aimed to be the “c1ouds" and “rain，" which later became 
a standard metaphor f or sexual encounters and app白白 here in parallel positions in the couplet 
The “lodge" may rcfer to the goddess's dwelling or to the temple the king of Ch'u built for her 
( WIr 1 9. 1 b-2a) 

8. For 伏 Chlrcc reads 宵

12 8 1 7 : C T呵， p. 2757; Han Hung shilr-chi chiao-chu 鑄 翎 詩 集 枝 誰 ， ed. Ch'en Wang-ho rt. 玉 和
(preface (973) ， pp. 404-9 ;  Ttc in 1]h Ts， p .  648 ; Wyyh 1 57.10 b ;  Ts呵， pp. 468-69 (with anecdote) 

Rhymes: 1 甜甜， 2 Z悶， 4 ga. Regulated. 
Text : 1 have followcd the Ttc text 
Title : Wyyh reads 家 發 日 即 事

I .  For 悶 Wyyh and Han H帥'g shih-chi chiao-chu read 飛
2. These are the willows on the royal mo.t 
3. For EI 革 Wyylr reads - R .  On Cold Food Festival， all fires were to be extinguished ; 

this describes the relighting of the fires after the third day;  cf. note 07067， line 4 
4. For 輕 Wyy/ reads 青 There were several sets of “Five Lords" in the Han ; Han Hung 

is hcre using thc term to refer to the nobility in general 

14298 :  CT 5， p. 3070平
Rhymes: 1 旬iuk， 2 guk; 3 lei， 4 nei; 5 缸11， 6 sð，， ; 7 kung， 8 djiuI旬， 10 dlrung ; 1 1 師， 口 的， 14 hið; 1 5 

.eill.i， 1 6 biai， 18 qiai 
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1. This line se臼 the time as the spring planting season and fU llctions somεwhat likε thε 
hsing of the Shih. 

2. The question "from what household，" "of what family，" zlmi-ga ifl 家 ， was common 
in yüeh-fu一

3. Lines with mio . . .  bi，' . . .  .. 不 usually m凹n “no . . .  but . . . " ; howcver， here context 
makes it c1ear that it means “because they lack . . . they cannot. 

4 .  Piafll 'ztXk nei 翻 作 花 is literally "turns Qver and becomes mud." 
7. A dltán 函 is a place for storing grain， here probably thc grain for cattle feed However， 

it is possible that ngiou-dh5n 牛 國 means “cattle and stored grain ， "  in which ca但 thcse are “gone，" 
kung 空， because of “natural  d臼asters and epidemics，" tzai-Îuoek 貝 夜

1 2 .  Lò回句﹒叫 J$. 人 may be the “person on the ro.d，"  thc po凹 himself. The implication hcre 
i， that they do oot have time to chat， but must constantly pa y attention to their work. 

[ 3 .  ShrÍt叫ung 疏通 J‘to divide up thoroughly，" is more commonly used for intellectual 
d時criminations . Hr.ff←lið"g 哇 rt!. refers to the ridges and embankments that separate one field from 
another. 

[ 4. JiÈl吧g-du�n J色 領 is to “marshal" 叫 “put in good order，" often applied to mi litory for­
mations. 

[ 7一 的 The effect of the flowers 00 the girls is because they are awarε of the old met.phor 
oí women as flowers 

[4428 :  CTι p. 3095 
Rhymes : [ 5h阱， 2J巾， 4 djhin， 6 ch.，;n， 8 bl!yin. Regulated 

1. The first four characters are taken from A'ldlect5 IX. 22: "If at forty or fifty a person is 
not heard 01; then such a person is not worthy of awe" 回 十 五 十 而 且真 開 焉 ， 所 亦 不 是 畏 也 已 ﹒

2 .  Njim lell弋jin 任 夭 真 W剖 what T'ao Ch'ien was supposed to have donc i n  Wang W凹's
fourth "Offhand Composition" (05862) 

3. Bai-c!jiung mi.t 林 中 4年， the “thing in the cup，" was a kcnning for wine; it occurs in the 
poetry of T、。 Ch'ien but has currency Iater as well. 

4. Xaek-xaek 赫 赫 primarily describes shining ligl前， but very early it came to be applied 
to the quality of “iIIustrious" fame and power. 

5 .  A duãn-ch間是 短 最 was originaUy a short riding crop ， but herc it  is dearly a “walking 
stick"; rI.陀k i s  often used in this sense in T'ang poetry. However， onc often finds a play 0 0  the 
meaning of “plan" for clrrεk， and in this sense， duá.n-cl.r&k would be “poor p lans" (f or self-advance­
ment and service to the state) ; cf. notes 05797， line 吟 ， and 0595 [ ，  line 3 . 

6. If the reader heard a pun in line 5 ，  he might well expect onc in a parallel position in this 
l ine: shriu-Iiem ，龍祟， the “blinds with open spaccs，" easily becomes 就 康 ， “remiss in self-rest凹int."

[ 4444 : C T.<， p. 3098 
Rhymes: 2 déu， 4 XfU. Unregulated 

4.  Siang-Iucr.n 相 亂 臼n ref er to the external “disorder" ofthe rain scene， or it can be “throwing 
me (my heart) into conf usion，" referring to the effect of the r.in in the poet 

[4470: CT.<， p .  3 [ 00 
Rhymes : 2 5èi， 4 kiù. SOl1lething seems wrong hcrc: sèi and ki.Î .re not a司jaccnt p 'íl1g-slmi categorì凹，

and such bold ，'ul1g-yü" seems improper for this kind of poem. A textual problem m.y be involved . 
Unregulated. 

[ -2. This is a fairly common syntactic form in which some e1ement in the third or fourth 
position of a pent.syllabic line is the object of what preceded and the subject of what follows 
hence， "shadow" is the object of “soaks" and the subject of“chil l" ; “flowers" is the 0均ect of“brings
down" and the su句ect of “tiny." We 盯c sp臼king here of expected 10gic.I subjects and objects 
rather than bound gramm.tic.1 functions : indeed ， lines like these would .dmit  a great variety of 
constructìons in translation. 
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1 4 5 1 0 :  CTs， p. 3 1 05 
Rhymes : 1 "'1111 ， 2 1帥， 4 hl1l1. Regulated. 

1 5 545 : CT\ p. 3 3 1 4 : Wyyh 307.4a. 
Rhymcs: 2 shill， 4 nj帥， 6 bhyill， 8 djhill. Regulated. Thcse rhymes are extremely commonplace ; 

cf. rhymes of 1442日
Title: For 胡 居 士 .. Wyyh reads 湖 土 觀 The C Ts reading more accurately reflccts the situation 

ofthe poe m :  Ssu-k'ung Shu is c1early speaking to someone here. The interpretation ofthis poem 
is  highly contingent on the knowledge shared and presumed by Ssu-k'ung Shu and Hu ; for 
cxample， the pcrson who vows reclusion in line 5 might be either Hu， Wang Wei， or possibly 
even the poet himself. On the other hand， the dzh.ng 曾 of line 7， in indicating the past， suggests 
the poem and its author. 

1. Plausible alternatives f or the referents here might be “He whom we knew . . . " “Those 
whom you knew. . . . " djie-gii � 己 is a friend who understands one's true nature 

3. The reason the snow's blockage is “pointless" is because nO one ever comes to visit the 
rccluse 

5-6. These lines probably are making reference to the contents of the poem 
8.  For 流 Wyyh reads ，:! .  

1 5 192 :  CT5， p. 3244 ; Wyyh 3 1 8.7b-8a . 
Rhymes: 2 chiu帥， 4 dzhiuε11， 6 dhen， 8 qen. Regulated 
Title : Wyyh omits 且ι

2 .  Dhuai-il1ng 續 時. “tumbling Yang，" is an e1egant， courtly phrase f or the setting sun . 
5. Perhaps a reference to the spot of 0609 1 .  
7. For 蹲 在 Wyyh reads 告 終

1488 1 : CTs， p. 3 1 79; CI，c in ηh 后， p. 3 2 8 ;  Yhc in η"lrTs， pp. 36 1-62; Wyyh 273.4a ; Tsc.<， p. 467. 
Also attributed to Yen Wei， 1 3 534，  but with Iittle authority 

Rhymes: 2 byi， 4 zh;.， 6 dj衍， 8 gh;.. Regulated 
Text : Thc text used is the Chc tcxt 

1. For 最 Wyyh reads 秋 -
3 .  For ll: Yhc reads 入
5. For 早 U口 reads 慣，
7. For 向 Yhc reads 見 . and W yyh reads 伺 -
8 .  For 所 YI，c reads 處 .

1 3 823 : CTs， p. 297位
Rhymes: 2 x;';， 4 g;II呵， 6 削例， 8 q;Ji. Regulated， with permissible violation in fourth position of 

seventh ltne. 
Title: “In Sung" 求 中

2 . Litenlly， “As the years deepen， white boncs a問 (have bccome) few." 
8 .  The ziJ 似 J‘as if，" suggests that  in  this case q;ai-qia; 依 依 means “f ull of longing" rather 

than “blurry and unclear ." The lIntruth implicit in ziJ wOllld be more appropriate f個 a transference 
of human feelings to the mountains 

147 16 :  CTs， p.  3 1 47. 
Rhymcs: 1 1悶，巾， 2 XJ<x嚕， 4 chr;l1llg. Regulated with permissible violation in sixth position of 

third line. 
1 .  HnfllJl-dl1 行 多 is a particularly lInpoetic way to ref er to the soldier's long journey 
3. 8Iru"g Ii in  its variolls compollnds bhu憎-dhou 蓬 頭 ， bl"'"g-b;aet Ii 蠱， and bl，ung-bìn 

是 對 rcfers to mcssy hair 
4. Gy;m-chri的理 金 塘 ， “mctal scars�u are scars from weapons. 
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1 5601 : CTs， p.  3 324;  Ttc in Tjh T 5， p. 544. As 1 3 490， attribllted to Han Huang， a version of the 
poem a ppears in Wyyh 2 1 3 .23 and Ts口， P. 368

Rhymes : 1 dzhen， 2 i帥， 4 nen.  Regulated. 
Text : [ follow the Ttc text here; the Han Huang version has a diflerent title and a substantially 

di日erent first couplet 
Title : The Han Huang version bears the title “Listening to Music: [n  Depression [ TcIl of Mysclf" 

聽 講 悵然 自 述 Han Huang's first couplet reads 

All lif e's events wound my heart， 
1 face the pip四 .3nd strings， 

My whole body holding back !e.r5， 
I look into springtime mist. 

』島 事 傳 心 ft 管 錢

一 身 會 � 街 車燈

The title and first couplet make the Han Huang version a very diflerent poem and far less internaIly 
consistent than the Ssu-k'ung Shu version 

I. Literally， ' ‘Ten thousand problems wound m y heart. . . 八 ，
2. Xua司i開 花 廷 的 a mat woven with tlower designs. but xl/a 目 strongly associated with 

women， an association that would be caIled to the foreground in this context， and iett is a standard 
synecdoche for a party， here probably a dance performance by the concubine. 

4. l.a.k .<iÈu-tten 樂 小 年 m.y be “to give pl凹sure to his youth" or even "to give pl臼sure
to your youth." 

14747= C芯， p. 3 1 5 3 ;  YI5 in 乃h后， p. 2 1 6
Rhymes : 1 biung， 2 giu旬， 4 djiung. Regulated 
Title : 和 張續 射 過E 下 齒 。

14748 :  C Ts， p. 3 1 5 3 ; Yls in Ts日" p. 2 16 .  [n Ts口， p. 473， this poem is misattributed to Ch'ien Ch'i 
Rhymes : 1 11酬， 2 d仙u. 4 dctu. Regulated. 

1. To Sa y 0 f. moonless night that thc “moon is black" was vcry bold 

1 3 95 5 :  C 刃， p. 3002 ; Chc in Tjh Ts. p.  ]26 ;  Yhc in η/， T5. p. 376 (attribllted to Li Tuan) ; Ttc in 
ηh1弓， p. 476; Twt 1 8 . 1 8b ;  Wyyh 1 5 I .2b-3a (attributed to Wang Ch'ang-Iing !) ;  TSC5. p. 465. 

Rhymes : 2 ng紹， 4 s/，iú. Unregu[ated. 

2 .  [ t  is interesting that only Clu giv臼 the cl刮目c.Ily prop盯 (and tonaIly prefer.ble) 與 誰
here; a II other texts read t h e more colIoquial 誰 與

4 .  HUI!-s/，;，i 禾 ... is literalIy "rice and millet" : in the Little Pref ace to 5hi1， 旬• hurx.-sl，;ú was 
what was supposed to have.been growing over the ruins of thc Chou capi個 1 ; moreover. hua.-shiú 
is mentioned in the song of the Sh.ng prince Chi-tzu， grie叫ng over the ruins of the old Sh.ng 
capital (5ι p. 162 1 )  

CHAPTER 1 5  

442 1 6 :  CTs， p .  9 日4 ; Wyyh 163 . IOb;  T5口， pp. 的64-65 (folIowed by matching pocm b y  Liu 
Ch'ang-吋ch

Rhymes: 2 /'川IUω9肘削11爪'丸， 4 阱""爪f九， 6 b“.，.蚓n， 8 mim. Regulated， but with a strong， impermissibte violation 
in the fourth position of the fourth line. 

Title: Tscs omits 宣 豐 Y←feng was a county in southern Ki.ngsu . 

2. Dhùng-!iitt 洞 傲 ， tr.nslated as “breaking through，" describes the movement of the new 
stream downhill， around obstacles 

3. A jilu i3 is a winding. .nd here probably natural， pond :  the “lowering" of the water 
level of the pond indicates that it 時 one of the sources of the “new spring." 

5 .  CT 5 reads here 幸將 室 主 合 Kung-sh，i.k 空 色 is a Buddhist term for the v.cuity of .11 
percepts; besides indicating the color or visual qualities of a thing exclusive of form， sh，i.k implies 

• sensuous attractiveness， which can ensnare the lInenlightened. The stream “cleans" or “pur遁的
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dzl，ib'g 淨 ， the “bright beauty" (slrri.k) probably by Aowing over things and either muting the 
colors of making them seem illusory 

6. For 最 CTs reads 淨 The C Ts reading eliminates the ambiguity ofsð here : the substitution 
in the C Ts text suggests that sò was taken as “color\ess" or “pure" ;  in that case， the line would 
be translated， "\ts purity is distinct from that ofthe average stream." However， parallel construction 
indi臼tes that the ‘吋 should be interpreted as “always." Here the double function of sð should be 
interpreted as “always." Here the double function of sð is so obvious that the word play is probably 
intcntional 

7 .  For 每 到 T的 reads 若 對 Wyylr reads 肯 for 宵， but this would seem to be an unintentional 
error. 

44249 :  CI入 p. 9 1 3 0 ;  Wyyl， 236.9a. 
Rhymes : 1 k訓， 2 /.呵， 4 Im.i. Regulated 

3. Ngá 爽 ， “1 ，" is the technical term for the “self." 

44264 :  C Ts， p. 9 1 3 3 ;  Yiin-Irsi yu-yi (Taipei : Kuang-ming， 1 970)， p .  5 ; Tscs， pp. 685-86， 1064 ;  
Tsltlrc 2.2a-2b. 

Rhymes: 2 Slr阱， 4 句jin. Regulated 

2. 10旬-shj" 容 身 ， l iterally， “admits the body，" is commonly associated with adequacy 
and comfort with little 

3. Yiin-tr..i yu-yi and the first Tscs occurrence read 安 for 好， which appears in  the second 
T 

44261 : CTs， p. 9 1 ] 2 ;  TslrllC 2.2a 
Rhymes: 1 s;u肘， 2 愕;uaet， 4 iU6l. The poem would be regulated if we read tzli 載 instead on nen 

年 in the second position of line 3 
Title : A n alternative title 叮 當 鬥 雪 夜 . From Ling-ch'e's other poems， ; t  i s  apparent that East 

Forest Temple was by no means deserted. 

1. For 會 Tsl，lrc reads 先
J . Tsl，lrc notes th時 間fers to Master Lung-shu 龍樹大 師 -
4. The interpretation of the last line here is uncertain ; f or a similar use of 1.t in connection 

with “ghosts and gods，" see Kuo-y帥， Ch'u-yü 11 (SPT的 1 8. lOb.

443 1 1 : CT.<， p.  9 1 44 ;  Wyylr 256. loa. 
Rhymes : 2 slrrae哼， 4 lraeng， 6 zl，ieng， 8 biaeng， 10 dz/tieng， 1 2  k;aeng. Regulated 
Title : Hsia司chou was on the Yangtze， upstr凹m from Chiang-ling and Tung-t'ing 

2. Qiou-dll!iu 憂 這 is a phrase from Analects XV. 3 1  : 'The good man is concerned for the 
Way and not concerned about poverty." it wouid be easy to transíer "Way" to the Buddhist 
"way，" but the 阱， 提 of the first line indicates that the Confucian Way of public concern is m目前
here. Since the monk is on a journey， qiou-dMu may also have an element of “concern for my 
journey." \ t  is further possible that qiou-dháu is coordinate with l<ll←slrraeng 學 生 ﹒ “1 a m concerned 
for the Way and bring trouble to my life." The meaning is approximately the same in either 臼se

7. Chiao-ho 交 河 was the Central Asian area around Turfal1 ; except il1 occasional poetry 
written on journeys through the frontier regions， poe臼 were often imprecise in their identi品cat10n
of Central Asian tribes and regions. The reference here 的 uncertain : it may indica扭 Tibetan in­
cursions， and it may refer to the nomad troops loosely a l lied to the imperial army. 

8. Thinwillow Camp 細 神 學 had been located on the Thinwillow Plain， southwest of 
Ch'ang-an. An important Han military camp had been located there， and T'ang poets used it 
commonly to refer to places where the imperial army was mustered 

12 .  Reading variant 謝 instead of 詩

443 1 2 :  CTs， p. 9 1 44 ;  Wyyl， 256.lOb 
Rhymes: 2 guin，  4 cllUin， 6 5缸n， 8 njin， 1 0  bl'yin， 1 2  tsin. Regulated. 
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6. CI暉fI月-qlln 光 訟 ， “light .nd d盯k，" commonly .re meton ymy for the p.ss.ge of time 
Huàn-shi" 幼 身 ， "illusion-body，" is • Buddhist term 

7. M"I-lò 末 路 ， “end of the ro.d，" w.s • convention.1 mctaphor for the cnd oflifc 
8 . Xùìng (haeng) njin 向 ( H) 人 is prob.bly short for xiimg 旬ifl 5/riuet 甸 人撓， “tel1 to someone." 
的 lok qièfll bllyin 設 廠 骨 ， tr.nsl.ted .s “ 1  we.ry of povcrty，" is Iiter.lly “.Imost (utterly) 

W閉門 of poverty." 
1 2. Chi6k-l...èn 赤 縣 ， liter.lly the "red county，" origin.lly w.s • kenning for imperi.1 

te叮itory， but in the T'.ng it w.s used especi.lly for the c'pital region. Xi酬<-f!-15În are speci且c.lly
those ofone's n.tive region (who might be presumcd， on the modcl of. vill.ge society， to be “kin"). 

44799: C Ts， p. 92的 ; Cjc 6.4' ; Wyyh 2的. 5b
Rhymes : 2 泊間， 4 zia， 6 sllia， 8 nga. Regul.ted 
Title: Biδ-dak 餓 得 indicates composition to a set topic. 

1 .  Cià-zl，i6k 學 石 is liter.lly "m.de • fra mework of stone";  however， this does not neces­
s.rily indic.te th.t the bridge is m.n-m.de : the subject could be imperson.l. Ha 寞 ， “rosc c1oud，" 
is a not uncommon attributive [1甘 high s.ndstone c1iffs. There w.s • Rose-Cloud Cliff Moun臼m
in the T'ien-t'.i group .nd • f.mous stone bridge on T'ien-t'.i ; however， if these f.mous placcs 
were mea肘， the subject would prob.bly h.ve required more spccific .lIusion to the .r臼

2. For 壁 Wyyl， re.ds 流 Liou 流 的 the 凹sier re.ding : not only does it expl.in the second 
hemistich. it forms the mOTe common cornpound huefl-!;OU 憨 流 ， “c.sc.de." However， wyyh 
h.s • habit of “c1eaning 11 p" 的 texts and providing more obvious readings一

3 .  The "sh.dow" or “reRection" is of course the bridge reRected in the stre.m bclow 
4. Sèi 旬 ， “tiny，" first 'ppe.rs .s .n .ttribute of wind in thc 臼ghth century. 

44842 :  C Ts， p. 925 1 ;  Cjc 6. l I b  
Rhymes : 1 t帥， 2 tZf帥， 4 dzl，iuw. Regul.ted， two “B" form cOllplets 

1. For ItIung-lung 蒙 籠 ， see note 0 5732 ，  line 4 
2. Lek-lek 淒 淒 should describe the sound of w.ter， but here， .s .n .ttributive of sunlit s.nds， 

the binome is prob.bly the homophonous 履 歷 ， describing c1.rity or brightness. Tzien-tzien 議 �
describes the swift Rowing o f  w.ter .nd i s  c10sely rel.ted t o  Isièn-Isi.n itït; see 06090， note t o  line 2 

3 . Hió-njin 祠 人 . “winged being，" w.s • common kenning for .n immorta l ，  here referring 
to Red Pine. 

4. Though the supposed origin ofth白e Rowers is diflèr口前， the image here echoes numerous 
臼r1ier poems on Pe.ch Blossom Spring. 

44874 : C Ts， p. 92 57;  Cjc 7.3 b一相
Rhymes : 2 g役， 3 I..k， 4 chi6k (1'"叩-yiil') ; 5 zia，嘿， 6 l，aeng， 8 hll!J.l1g (t '，"研-Y;;II) ; 9 njit， 1 0  it， 12 dzltit; 

13 zhiok， 1 4 是iok， 16 tziok. 
Title : D棚n-gung 為 'i: w.s .n .Itern.tive title f or a Censor of the Court of General A ff.irs 侍 � 吏 ，

With their duty t o exercise mor.ljudgment， censors were often .sso口.ted with things o f  .utumn，  
such .s frost or， 的 he間， h.wks. The comp盯阻on ofthe poem suggests the im.ge ofTu Fu's 10857. 口 ，
.nd ne.r echoes ofTu Fu's poetry occur throughout ; e .g. ，  for line 3 ， cf. 108 1 4.4， 1 0864.4 

1. jllin-tzuìn 神 峻 is properly the "godlike .nd glorious steed，" .nd it would bejust .s possible 
to t.ke the line， “The .ncients 'pp問ci.ted godlike .nd glorious steeds， but how c.n they comp.re 
to . . . ?" But zhuìn 跤 ， written .Iso with the m.n r.dic.1 1i.， c.me to be .pplied to .11 forms of 
excellcnce， .nd it is in th.t gcner.1 sense 1 h念vc t.ken it hcre: thus， the h.wk is thc highcst cx.mple 
within the I.rger c.tegory jltill-tzuìll. 

2. Cek 擊， tr.nsl.ted .s "on the kill，" is the “striking" of the bird of prey 
4. However one conceived its materiaJ composition. . ‘H臼ven" w.s thought of .s • pl.ne 

.bove the “empty" sky， .nd thus very' high things were s.id to be “n凹r" it.  jié-ch括全 咫 尺 ， “m
inch or foot，" w.s commonly used to express c10se proximity. 

6. These birds .ct out of fe.r of the h.wk's power 
8.  T甘ng-ha 膏 'A: “blue c1ouds，" like tm啟-hiu;m 青 雪 ， suggest spiritu.1 .nd soci.1 "Ioftiness，" 
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proximity to heaven and the court. Ha 貫 alone usually suggests “rose c1ouds，" but Iw basically 
ref ers to shapc， texture， and some color. 

10. BiJII-it 奮進 suggests the rapid shaking of wings and soaring up 
1 1 . [t is unclear whether lliu削-5)i 囊 團� ， .‘c1oud-passes，" refers to actua[ passes with clouds 

in  them or 10 formations of c10ud that resemb[e passes. Gðu-iεp mei 111i: 藍色 Îs [iterally "disturbs 
the leaves and 臼 [ost." Thc “l臼ves" here are probab[y hiua/叫εp 掌 管 ， “doud-[eaves，" wisps of 
c10ud 

1 2 .  Xua 11. . “fiowers" and “snowflakes，" is the parallel for leaves in the preceding line. 
1 ]. ZlIiok 唇， to "attach，" is often used with letting one's thoughts or feelings consider， 

hope for， or be stirred by something in the external world. Literally， Wang's “lofty fcelings have 
something to which to attach themselv凹." The reason Wang's feelings settle on the hawk is aι 
finity， hence the translation “find fellowship of kind." 

的 One function of poetry is to “exhaust" intent or emotio肘 ; however， the emotions 
may be so gr臼t they “cannot be exhausted." Qi) bi，t-tziok 垂 不 足 suggests that the poet has some 
surplus of emotion or that the connection between Wang and the bird 阻 decper than he has expressed 
in thc poem. 

448 1 4 : CT5， p. 9246; CJc 6.6a-6b ; Wyyh 1 59 .5b .  
Rhymes : 2 piong， 4 位呻吟， 6 djlliong. Regulated with strong violation in fourth position of fourth 

Iinc. 

I .  Léu.-1JF.Ìu 撩 亂 describes conf usion and int甘mingling， here of thc colors of the mountain 
For 色 Wyyh reads 山 -

2. To use the first-person pronoun here i s strong and merits the playful “ my own middle 
peak . "  

3 .  The first hemistich m a y  be  conditional : “ W hen there are no problems. . 
4. Nitp qim-tziong 晶晶 晶 ;j( is literally “to tread in seduded traces，" i .e . ，  to follow in the 

foo扭扭ps of other recluses who have gone 0何 Înto seclusion 
6. Literal旬， “Cold azure， even more layer upon layer." Djiollg-djiong 會 會 refers to the 

"Iaycrs" of mountains. 

44845 : C芯， p. 925 1 ; Cjc 6. 1 2a . 
Rhymes : 1 g間， 2 "間， 4 gU.I1. Regulated . 

1 .  Literally， . ‘ Raucous. contentious noises. together between 'Îs 50' and 'Îs not 50." The 
people making such noises are caught up in  the distinction between “true" and “false." 

44853 : CT5， p. 9252; Cjc 6. 1 3a 
Rhymes: 1 dhall1!， 2 bhiang， 4 glliu凹'g. Regulated. 

二 P些血益正主we里空空 or 主竺竺坦竺些?三竺些些 空plications offreedom from restraint 
and of cleat甘ing in compounds like this 

4485 5 : CT玄， p. 925 2 ; CJc 6. 1 3 a. 
Rhymes : 2 Imall， 4 51"εn， 6 gw. Regulated. 

1 do 
1 .  QiJII-tzi時 絕 跡 is literally “hide my traces " ;  i.e.， hide the evidence and memory of what 

2. Kjak 押， translated as “even." indicates a reversal of e.xpectations 
l Kfllaèm 欠 ， “lack，" is highly unliterary in this use in the T'ang 
6. Literally， “Truth 阻 in its midst." Jill-qij 真 巷 ， “true concept，" is as c10se as Iiterary Chinese 

com凹 to the abstraction Truth 

44856 ; C T5， p. 9252 ; Cjc 6. 1 μ 
Rhymes : 2 pia酬， 4 .<1/3/1. Regulated with permissible violation in the foùrth position of the first 

linc 
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I .  Bi3t-17ak 不 學 may suggest not that he won't try to learn the language but that he won't 
even try to form the sounds 

2 .  J日ong 從 here is short f.甘 t.<iong-13i ，從 車
4. úx.k-s17raèi 學 殺 的 literally “please utterly." 

的 1 5 5 : CTs， p .  888 5 ;  Cjc 1O.8b 
Rhymes: 1 jiou， 2 XiOIl， 3 dl!OlI， 4 1i01l .  Unregulated . 
Title: A "Big Talk" fll was attributed to Sung Y位 ( Ywlc， p. 346)， and a command series of “Big 

Talk" and “Little Talk" 沛ih fro m the Liang can be found in Ywlc， pp. 345-46. These pieccs arc 
exactly the same kind of amusing hyperbole found here. 

2. The “roc，" b17mg 嚕 ， and “leviathan，" g"m 綴 ， are the two fabulous 口自tures of i mmense 
proportions found in the first chapter of the Chllang-tzlι That one mctamorphoses into the other 
is of no significance hcre. 

3. Li O's line is the weakest of the three 

的 1 5 7 : C 刃， p. 888 5 ;  Cjc 1 0. 8b-9a. 
Rhymes: 1 xi5， 2 zllr， 3 tz訝， 4 zhi.. Unregulatcd . 

1. The “River of SuJfering，" kó-Itα 苦 ，可 ， was a conventional Buddhist emblem of the 
suJfering of the proccss of life 

4. Bià吟-gá 放 假 occurs much later as “to be on vacation" : c1carly the same meaning cxistcd 
in the T'ang as well 

的 1 5 8 : C T.<， p .  8886;  Cjc 1O.9a. 
Rhymes: 1 xi帥， 2 1i帥， 3 SI帥， 4 lioll .  The homophones in c10sc proximity here would not be p叮叮

mitted as rhymes in more formal poetry 

1 .  DII3i f遭 are Szechwanese steamed dumplings 
2. Li帕吶， “ When凹n盯1叩som叫e前thin咚19 昀叫a油伽bou叫t t岫o be roa甜εd， he盯s啪t阻2叩n吋岫】吋ds叫an吋d w叩， 恥 dro∞o叫I fI恥ow叫in愕E 

cnss-cross . . 
J. Dzllio:k 嚼 1S to “grind one's teeth together，" here to make gnawing motions. K品.g 肯，

a s  often， here indicates a question 
4. 1 take this line as a mock examplc of the gIutton showing shame. 

的242 : C Ts， p. 893 3 ;  Cjc 1O.2b. 、
Rhymes : 2 tsim， 4 djlti間， 6 sl.im， 8 gyi帥， 1 0 句ïm， 12 lim. Regulated， tho叫gh there is a violation 

in the fourth position of the first line of Ch祖0寸an's second (0咽plct.

1. For 削 逢， see note to 1 1 232，  line 4. Bí!u埋-dj17itr 風 塵 of世n sug志ests w盯fare， but here 
the physicaI image would be associated with the vicissitudcs of history 

. Note here how that which actually does the “自tm哩 away，" ts;m 侵 ， is transferred to an � 廿恥ntp 、， .1、"" _"，þJ.. 一-r‘一-
3 .  Note t h a t  qiaeng-Ieng 英 畫 ， translated freely as “bright soul，" does not necessarily imply 

one dea d ;  it can aIso ref甘 to a superior and living spirit， 的 i n the Ho-yiielt ying-Iing clri titlι In ad­
dition to silen間， dzhek-mo:k 寂 寞 implics Ioneliness and desolation. 

4. long-Ilill&i 容 街 are gu盯ds， often-but not exclusively-applying 怕 the guardians of 
a tomb; c( 06∞8. 10.吟 probably means “adorned" here. For an extens附 ，liscussion -;:'f 圳5 com­
pound， see Chao， p. 128 . 

5. Hsiang YÜ began his struggle for the empire as warlord from the former region of Greater 
Ch'u. 

7. In other words， when they submitted to Han Kao-tsu 
8. The tseng-sllTi5 青 丈 are literally the “green histories，" so called because they were written 

on dried slips o f bamboo. In the T'ang the phrase had come to m凹n simply “historics，" and csp← 
cially "ancient histories." 

9. The “arra ying of the st.白，" m.g-dz17ið 星 景， can be an omen of 出e appearance of an 
emperor， in th白 白se Han Kao-tsu. 
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的 That “Hcaven destroyed" him was the complaint of Hsiang Y且 before his death (5c， 
p. 3 3 4) 

l J 的2 1 : CTs， p. 2940; KHyc 2. 1 1 0 .  
Rhymcs: 2 ngiok， 3 fziok， 5 5"iok ; 6 zl.isng， (7 seng，) 8 nwg， 9 1.aeng ; 10 bia叫， II dzlriu剖， 1 3  .增lUaet.

1. Kiεng-bl.a.k 輕 薄 impli白 frivolity and lack of depth or scriousness; i t  is applied particularly 
to thc way a man tr凹ts womcn， but its application is broader 

2. "Jade" color is a mark of beauty 
3. Thc “purplc Iancs，" tzit-mack 會 筒， were the strccts of thc capital. 
5 . Tsi控 制 ， “piercc，" describ白 embroidery on the gown. What the “snow" might be is 

llncertain unless it is rhino horn (rather than rhino designs). 5Irraeng 5ei 51.iok 生 犀 來 is di而cult:
.<I.iok in this context probably ref ers to some kind of strapping or belting. If the line is taken in par­
allcl to thc preceding line， it bccomes “living rhinos are strappcd (in)，" probably referring to a 
design on the gown which is crossed by straps. It could， however， be some sort of strap madc out 
of rhino hide 

7. 1 havc no 沾自 what this line ref ers 帖， unless it is a mctaphor f or the trees 
串 “Rosy Ilesh，" IlImg-gyi 虹 仇 ， might possibly describe the young man's wine-f1ushed 

skin or the youthful complcxion of a young lady， but most likely it is “red m凹t，" as in WI. 3 5 . 1 8b .  
In KHyc 被 is givcn as a varÎant for �字 (The same variant for nsng appears in 20685 . )  Pi.t-pi.t 赫赫
should describe the  movcment of somcthing in the  wind， and unless another binome is meant， 
its application here is unccrtain. This line and the preceding line are most unllsual ; such obscllrity， 
when it is not simply a stylistic posture (as i t  may well be herc) ， often marks a taboo subject， and 
the taboo su句ect most appropriate in this ca阻 would be a sexual encounter. 

' 3而且7: CI弓， p. 2941 ; KHyc 2.2b ; Ttc in ηI.Ts， pp. 495-96; Wyyl. 200.9b (here and in KHyc the 
scries is treated as one long poem， with this as the second stanza) ; 叮叮 7 1 .2a.

Rhymcs: 2 /i.k， 3 jI.iak， 5 51.i.k ;  6 si帥， 7 deu， 8 m戶u ; 1 1  dltfiu， 1 3 XCÚI 

2. For 空 KHyc， Wyyl. ， and Yf<c read 徒
3 .  For 會 KHyc， Wyyl.， a n d  Yf<c read 嘍
4. This is the case to which the first two metaphors of futility apply 
5 .  This could be taken， “Those who recognized me were worse than those who did not. 
6. The /img-siw 凌 霄， “trumpetllower，" was a c1imbing vine that blossomed fro m  summer 

into autumn. The rclation of c1imbing vines to trees was commonly a metaphor f or one's being 
“e1evatcd" and “given support" by the powerf ul. A topical application of this and the following 
lines would be that someone， perhaps the poet， has depended on a powerf ul person to e1evate him 
to a high position， but has mct with a serious reversal that did not touch the one supported h i m ;  
furthermorc， his necd for support a n d  inability to stand on his own i s  from h i s  own nature. For 
a possible application to Ku's li丘， see text， p. 299. 

10. KHyc， Wyyl.， and Yþc include a repetition of 行 路 車 ，
1 1 .  KHyc reads 求 和 at the beginning o f  this line 
' 3 . For 看 KHyc， Wyyl.. and Yfsc read 覺 -

CHAPTER 1 6  

。" “ CI\ p. 198前 WCa 8 . l b-2a 
Rhymes : 2 I削n， 4 sitl， 6 bl.yitl， 8 djl.in， 10  gl.iuan . . .  ( T'.mg-yiin). The 品rst ten of eighteen lines 

arc quotcd 
Titlc “In the Post of Assistant in Lo-yang : Asking to Be Rclieved" 任 洛 時 丞 請 4年 .

f .  A dzl.a.k 聿 is a hole o r  bore， usually man-madc. 
5. )itf-qiε11 材 腰 J‘brcaking the waist，" is a kcnning for a rcspcctful bow， which from its 

carlier uscs suggests running countcr to one's natu.re. 
6. Emcnding 水 的 冰 . In the )ell-d.ien sl.iI. chapter of the CI.ua吟-tzu ( 10/4/38)  one "drinks 

kc wat口，" qyíon-biatlg fl:. 冰 ， in ordcr to cool the “fevcrish" anxicties brought on by court commands 
BiJTIg 冰 and sllllí 水 arc often conf used in textual transmission 
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7. Xiou-g&.u 休學 is to resign from oflice. 
9-10.  These .re common emblems of . creature fulfilling its own nature with others of 

its kind 

093 8 7 :  CT丸 p. 1999; WCcc 9.2a-2b; Wyy/. 336 .8. .  
Rhymes : 1 maek， 2 c/.i戚， 4 的ek; 6 qi"a郎. 8 l，iuaél1 ; 9 t阱. 1 0  Îlm， 12  '�i侃rr ; ( 1 3  I ì ) ，  1 4  pi抖， 的 附iài ;

( 1 7  xi")， 1 8 眠 20 dj兒 ，

3. 5lrri" 或 sugg叮叮 openwork， here referring to the windows or screens. Leng-l.mg 玲現
origin.lly described the  sound of jade， but  early it was  transf白red to sparkling and intricate patterns 
of lig恥， here shining through the .<Irril/. Hom 舍， originally mcaning to “hold in thc mouth，" m呵
呵tain some of its original force here as the opcn spaces in the latticework seem to "contain" the 
spring wind 

4. For “Rose Phocnix G.tes，" sec notc to 06057， line r 
6. Lo-yu Park， foundcd in the Han， was one of the f.worite placcs for outings from Ch'ang-

an 
8. For 無 Wyy/. re.ds 於， prob.bly a printing 叮叮r
9.  lou-iang 悠揚 describcs .n 凹panse of sunlit scenery 
1 2 .  For 鄰 Wyyll re.ds 酒 .
1 3 . I n  poetry mio-qitm 無 厭 usually means simply "nevcr gct tired of";  however， in this 

臼sc it is clearly used in its older， moral sense of"insatiable."Jiutn-1ì 專 利 時 liter.lly to “monopolizc 
profits" ; like mio-qitm it is a pre-Ch'in phrase which carries strong moral condemnation 

14. For this line， W yy/. rcads 百 科 一 草草草Ií"1ft 1，. . Thc WCa text 的 literally， “ A hundred 
m凹sur臼 in an instant， a single cup's expenditure."  

1 5. Liter.lly， “First the  thick， .ftεrw.rds the thin i s  a great theft." 
20.  For 去 Wyy/. re.ds 者

08960: C Tι p.  1 9 日 WCcc 2. lOb. 
Rhymes : I qim， 2 dj/.im， 4jrl.im， 6 削阱， 8 gyim， 10 kyilll， 12 Ii"，一 First two couplets regul.ted， two 

"A" form couplets. 

1. Dom-dom 湛 港 is a binome describing the thickness and density of w.ter， veget.tion， etc 
2. This and the preceding line echo T'.o Ch'ien's 夕 景 湛 處 羽 (CTJitl.< 6. lOb). Dj/.im 沌 ，

lit叮ally "sunken，" i s both a mood and a visu.1 quality 0 f endfolding darkness 
5. Huen-m必 吉 潭、 is the “d盯k silence" of the sage， a stillness and inaction. 
8 月I.iung-gyim 沖 棒 ， literally “hollow lapels，" ref ers to a pla咐， unagitated mood. Gyim 

ìs commonly used for one's “state of mind." 

。90 1 2 : C T5， p .  192月 WCcc J.7b. 
Rhymes: 2 djiuk， 4 .<iuk. Regulated with compen 叫ory viol.tion in fi臼ou叮rt晶h pos叮忱圳i扯tion of fìrst lin冒n
Title亡e: Lu叫Jit←-5泊Irri 撐 師 was a title for a class of b。叫th Ta叩。ois目t and Buddhist monks， though in this c.se， 

Ts'an is cle.r1y a Buddhist. 

12. The snow on pine and bamboo is .n cmblem of the rcsolute endurance of hardship. 

。9027: CT玄， p .  1 924 ; WCcc 3.9b ; Wyyl' 2 5 5 . 4 月 Ts口" p. 714 (with .nswering poem by Ch'iu Tan). 
Rhymes : 2 1m， 4 merr. Unregulated. 
Title : Literally， “To Au珀liary Secretary Ch'iu， Twenty-second of his Clan." 

1 .  The use of jiok 屬 h白e is poetic， as in 03503 .3  
2. 5如-b/.ò 散步， literally “scattered pacing，" is a random strolling， walking about without 

going anywhere in  particular ;  the usage becomes current only in the late eigth and ninth centuries， 
though it occurs 臼r1ier. Hiuaèng Iirmg len 詠琮 夭 can be “ch.nt of thc cool sky，" as well as chant 
under it .  As in Iriuaèt啟-mi3t �1年， I.iuaèng often takes the topic of . poem as its 0句ect..' 

08907 : C Ts， p. 1 9凹 ; WC叮 1 .8 b ; Twt 1 5 A.7>一7b; W yyl. 2 1 j .7'-7b; Ts.口， p. 400. 
Rhymes : 2 X叮咚， 4 litmg， 6 dl.oc，唔， 8 koc嗯. 10 m悶，哼， 12 "I.i肘'g， 1 4jiaJ吟， 1 6 z妞，磅， 18 i叫唔， 20gl.阻，叩﹒

Only the seventh couplet is regul.ted 
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Tcxt:  In his Sfrw)?-ym s!Ji/r-l/Ua 升 巷 詩 話 ( Hsü Ii-tai sltil1-/rlla cd. 8. ，b-2a)，  Yang Shcn 榜 棋 expresscs
the opinion that the last lines arc a later intcrpolation by an cnthusiast of the Southeast ; howcver， 
such complimentary occasional closings were entirely cOl1sonant with T' ang poetic practice， 
.nd an earlier closure at  lil1e ， 昂 would be most unusual for a pocm ofthis sort 

2. Qèn 宴 is the sa me 自 然 in the title (though the usc of 麓 ， thc character used in the WI. 
category， may have an air of formality). Qèn-tsTm 事 寢 suggests • horizontal fe.st， like those the 
Romans held. 

5 .  � 舟 sugg自ts a genuine sickness， rather than simply poor spirits. For 進 Wyyh reads.iL 
8 . 1 1 1  the  use o f  dð 規 . in the  archaic sis-mín 斯 氏 ， and in the sentiment expressed， thîs linc 

is graciously formal. 
9-10. These lines represent • version of the principle of government by in.ction. 
口 . Si的-bhiai 鮮紅 is liter.lly “the fresh .nd fat" ; i .ι， meat. The line i s  Iiterally， "The fresh 

.nd f at belong to • seasonal prohibition." 
' 3 - '4.  Bið 俯 and 哼，直ng 仰 joined as a compound mean “in a brief time" ; the placement 

of two characters in par.llel position usually indicates their significance in compound for m ;  this 
“in onc momcnt . . . in thenext. . . . . .  However， their basic meanings， “looking down" and “looking 
up，" arc physically appropriatc to thc .ctions dcscribcd， .nd thcsc scm白 .rc .Iso prcscnt in the 
linc “Gold" and 門jade" are common compliments for literary excellence. 

1 7. Mim 文 ， translated broadly as “culture，" is also more specifically “literature." 
的• Ngyi:n 最 is a pcrson rich in talent and virtue. Q間ng﹒ilZng 汪 洋 is a binome describing the 

boundlessness of the ocean， and like many such water d白criptiv凹， 從 is transfcrred to the richness 
of talcnt in literary composition 

時. The bl.iaen 這 are the “ marches，" the border feudatories. The dlllii-bl，iaen 大 青島 are the 
Impor阻nt border feudatories， though the application of th阻 language of imperial feudalism to 
Wu is singularly inappropriate. 

20. Dzl13i-biò 財 賊 ， Iiterally “property and taxables，" is a phrase from the Shu ( 1 1 1 . 1 1  pt.ii 
chap. 3 . 1 5) :  these are the factors given consìderatìon ìn the capìtal's adjudìcatìon of each regìon's 
taxcs 

08874:  CTs， p. 1 895 ; 衍'Ccc 1 . 3' .  
Rhymes:  2 I間， 4 nom， 6 qyím， 8 gyi冊， 10 djhim， 12 sim ( T'wrg-YÜt1 : despìte the apparent dìfference 

of /lOm， ìt belon哩2月 to an adjacent category) 

3. Lìterally， '‘Not yet set， H凹ven's Rìver stretches athwart (thc sky)." 
4. Th站 到gnals the onset of autuml1. 
7. Literally， the “sl.ang gusts，" S/lat.g bcìng the note associated wìth autumn. 
1 1 . An odd， elliptical constructìon， lìterally， “Human lìfe-how can ìt be grasses or trees ?" 

A negative answer to the rhetorical questìon is i mplied 
12. Han-slIif4 寒 暑 ， freely translated as “the season's changes，" is lìterally “ (wìnter's) cold 

and (些型些空主空空t，" a common metonvmy f or the scasons. 

094 1 2 :  CTs， p. 2006 ;  WCcc 1 0 抖 Wyyh 332 . 5b-6a 
Rhymes:  2 guak， 4 x泊; 5 dzl間 ， 6 kJi ; 7 jilÌng， 8 tljiùng ; (9 lellg) ， 10 ts峙，哩， l2 g的eng ; 1 3  I!ek， 14 ge壘，

的 pae壘， 的 tzu訓， ( 1 9  dj/rill) ， 20 Ilgiaen ; 21 gð， 22 mið 

2. The events descrìbcd ìn the poem are expanded from a brief note on Wu-tì's shooting 
of . dragon durìng hìs journcy down thc Yangtze in 1 06 8.C. in H." slm， p .  1 96. 1 11 the context 
of another mention of the journey in Sc， pp. 400-40 1 ，  "southern fiefs，" 'IOm-guak 南 圖 ， may be 
• proper name Nom. CUlZn-ziok lt 俗 echoes the canonical exegesìs of gUIZ/l in Analects XVII.9: 
“By the SI1i1， one can observe" 持 可 以 lt . Cu削 ìs ìnterpreted as “observe the fruìtìon and declìne 
of customs" lt 風 俗之盛 衰 . Thìs echo reìnforces the general theme of Wu-tì's actìveness : 的 he
pcrsollally shoots thc dragon， so he personally goes out to observe customs 

3. NgiJI 吃 dcscrìb白 the massìve solìdìty ofa moul1taìn， here transferred to the ìmmobìlìty 
of thc emperor's boat 

6. Lien-slrr"， 主 山 ， “ lìnked mountaìns，" ìs a varìatìon on thc standard mctaphor of waves 
的 mountains. C/rit -t ìs to “shout at" someone or something， rcbukìng or insultìng . 
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7. N}[ifJ.k-nj時n 愕 然 describcs the kind of fe.r th.t occurs whcn cncountering somcthing 
unexpected一“startlc up in te叮or."

1 o .  DJhiuk-Io ，.. 稽 ， “sterns and prows，" was a common synecdoche for bo.ts 句ihiuk-Io
l.<en-1iJ 給 趙 千 里 is taken verb.tim from the Hall 51ru p.ss.ge， immedi.tcly fo\lowing the statement 
that Wu-ti himself shot a dragon. The commentators explain the phrase as a hyperbolic description 
of an unbroken line of boats ( H<， pp. 1 96-97) 

口. The “S凹 god" is T'ien-wu ( Tell-lIgo 天 吳 ) ， described in the Slrdll-hai c1，ing as h.ving 
a be.st's body， cight hum.n he.ds， eight ta山， .nd cight legs 

1 3 .  Tz'u F凹 (Tsì Bi�i 飲 .lt ) was a swordsman of Warring States Ch'u who， when his boat 
was stopped by a pair of dragons， lcapt into the wav臼 and killed them. Written 仗 飛 ， the n.mc 
became the ollicial title of a Han huntmaster， in charge of shooting with stringed arrows. 

14. The referent of "orph.n，" go-句ie 孤 兒 ， i s  uncertain， though it m.y simply be an ex­
pansion of go as a conventional deprecatory term for imperial princes and nobility “Shooting 
through hide (armor) ，"  g'lfhr-gek 青 草 ， describes the  graceless but  powerf u l  archery of a warrior 
interested not in the fine points of the art but in the ability to penetrate a thickness of armor. 

1 5 .  In other words， given that these others were present to kill the dragon for him， why 
did Wu-ti kil l  it  himself? The 1'<;11 說 ， “himself，" is .lso used in the H dn 51m sourcc p.ssage . 

16. Dlllm-pdek 學魄 is to 臼usc sonlconc to losc spirit. in this casc to “ovcrawe" thc fcudal 
lords 

19. The hunts of the emperor are cclebrated in the greatfu on his hunting p.rk by Ssu-ma 
Hsiang寸u .

20. This line could also be taken .s • rhetoric.1 question “Of this d.y how could his attcn­
d.nts not spcak ?" implying th.t they did. BlIt this seems to prom臼e far more than the brief notice 
in the Hall 51，u， and it is probably best to have the poct wondering why they did not write more 
of the feat. I t wOllld be very 臼sy to re.d topic.1 criticism into th間 line

09236 :  C T5， p. 1970; WCa 7 . l b 
Rhymes : 1 I 帥 ， 2 CI，叫間， 4 nell. Regulated 
Title : A note， prob.bly the author's， i臼s a前ttac晶h】e吋d to刃 the tit叫tI山le

9卯。 kilo凹met甘er叮s we臼st ofCh'.盯.ng-an] ; I onc白e staye吋d in the 扭mp抖le" 寺 在 或 功 ， 曹 居 此寺 方 is probably 
a mistake f，自 1才

1. Xirxng-dll3i 香 壘， " incense-terrace，" 問 a kenning for the m.in im.ge h.\I of a temple 
2. In  oth甘 words. în reRection 
3. J叫 請 問 a form.1 m.rker o f .  co\lective. Bi3/ 5iαng .<I，i，k 不 相 識 間， in this case， cIearly “we 

do not recognize each other." 
4. Rather than its fu\l verbal meaning “sit，" dzltu& 生 here might be 0明您 of the particIe 

usages listed in Chang Hsi.ng， SI，i1. 缸，“ 巾'ü yü-倍'u IrUi-51，il" pp. 405- 1 4 ; however， the paraIlel 
word does not give any cIue to the function of dzl，uil l呵呵• Giå-nen 古巴年 IS 個 “chronicIe，" but gO 
here might simply m臼n to 可'eca\l. " “Recording" in the translation is a weak attempt to preservc 
toe opcnncss 01 WeìStine， encompassmg a me臼phoncal markll1g ot 帥c y自rs by the bcIls an在
the poet's memory of bygone years 

09360: C Ts. p .  1994; WC(( 8 .8b 
Rhymes : 2 5h，iu， 4 mio (t'urrg-yürr)， 6 句 iu， 8 jrlr叫， 10 訓 帆 1 2 51r叫 The fì丘h couplet Ís regulated ; 

however， the poem as a whole gives the i mpression of studied c.relessness : in contrast to old­
style" avoidance of tone pattern， this poem in many of the couplcts misses regulation only by 
one character. 

Title : “Pl.nting Melons" recaIls the Ch'in m.rquis of Tung-Iing， who .fter the fa\l of the Ch 'in， 
became a melon planter outside the Blue Gate of Han Ch'ang-an. In  the ninth of Li Po's K.← 
戶嗯， the m.rquìs's ch.nged status is used .s .n ex.mple of the wheel of fortune 

1. Lð-，nållg 酋 掉 ìs a compouna used in the CI，uarrg-tzu ( 7 1/2513 8-39) describing "c.re­
lessnessu in government， transferred from carelessness of farmin g :  commentators cxplain it as 
“plowing sh.\low sowing thinly." Slrruil→i1;1I1I 丰 性 is to foIlowing one's inborn nature. Birxng 
方 here marks the apodosis of a conditional construction 
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2 .  Liá-511，aeng Jl'. 生 has the sense of"putting one's life in good order ，"  following the straight 
and narrow (as in 1iJ-5ib'g 理 性 ) . 5Irriu 晶l is to be “remiss" or “lax." 

7. The “spring work" 時， of course， weeding 
1 L Ngo-jrl，aei 吾 儕 的 literal ly “my kind，" though Wei 時 probably rεferring as much to 

his ineptness as to his literacy， the mark of his social c1ass. 

0<}24 1 :  C T5， p. 1971 ; WCcc 7.2b ; YI5 in 方h 后， p.  225. 
Rhymcs: 2 dhoc， 4 doc. Regulated. 

2.  T5oc-dlloc 蹉 跎 primarily mcant to “stumble " ;  it was early cxtcnded to mean “ mlSs an 
opportunity" 凹 的 “faiL "  With a time word such as “years" or “days" as the subject， t用-dhoc means 
that time "slips away" from one. Qòm 8告 m口ns that the poet was “unaw盯e" of thc passage of 
tlmc. 

3 . For this use of dzl，u直 笠 ， see Chang Hsiang， 51，ill Iz'" {h 'ü yíi-峙'u 'lUí-J/J巾， p. 407 

09 1 72 :  C刃， p. 1956 ;  WCcc 5 . 1 5a ;  Y15 in ηh T 5， pp. 297-98 
Rhymes : 1 /，咕n， 2 II"an， 4 )，nll. Regulatcd. 
Title : YI.< reads 訪 字 應 不 適

I .  Officials regularly got one day oflï n ten. Kio-djllit 驅車� is litcrally to “gallop" • horse ; 
it was somctimcs transferred to public service (as were many horse words)， i mplying • person 
mllst "rush arollnd" at  thc behest of othcrs 

3 . 51，i'-5日 持 思 is the process of thinking which leads to a poem 

09263 : CT5， pp. 1 975-76 ; WCcc 7.6a-6b ; Wyyh 3 1 9. 1 2' .  
Rhymes : 2 .<"i5， 4 kiá， 6 1訝， 8 shui， 1 0 X訝， 1 2 侈， 1 4  li9. Unregulatcd 

9. Gyi-!1'，io 飢粉 is to bc forced to h﹒盯d labor out of hunger 
刊 . 7 啪" .�-trm 倉凜 arc simply “granarics，" but thc compoul1d is usually uscd for thosc 

granarics kcpt by the govcrnment. 5iu叫ihiu 宿 僧 is Iiterally "accumulation Icft ov甘 from 凹rJier."

09003 : C T人 p. 19訓 WCcc 3 .6b ; Twt 1 7B. l l a-l I b ;  Wyyl， 228 .5b-6a ; T江、 p. 400
Rhymes ﹒ 2  kaek， 4 zl，it"' ;  6 z;ε壘， 8 tzitk. Unregulated， except for the second couplet 
Titlc: Ch'üan四chiao Mountain was near W凹's post in Ch 'u-chou (in modern Anhwei) 

1. The "chill，" first noticed this morning， marks the advancc of autumn and oncoming 
wmt盯，

4.  This recalls thc reclusc “Master White Stone" 白 石 先 生 ， who boiled white stones as 
his food 

6. For 憨 Wyylr and T.<臼 rcad 寄 -
7. For 滿 T，叫， Wyylr， and Ts口 read ; ι

09369: C 恥 ， p .  1 995 ; WCcc 8 狗 ; Y15 in 刀1， T5， p.  225 ; Ylu in 可h Ts， p. 398 ;  Tt{ in ηh后， P. 467 ;
Wyylr 1 64.7b-8a 

Rhymes : 1 51t，aeng， 2 miaeng， 4 lruaeng. Regulated， two “ A "  form couplets in sequence. 
Titlc: YI" and Ttc read simply 西 洞

2 .  For 漾 Tt{ rcads 進 .
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1 2 167 262 408--:09 
12249 2時3 409 
1 2488 264 409 

1 2494 264 409 
1 2500 264 409 

1 25 4 7  23 0 401 

1 25 7 4  228-29 400-01 

1 2 5 77 2 3 5 402 

1 2 5 8 2 23 1 - 3 2 401一02

1 2 5 8 7  23 2-3 3  402 

12607 2 36-3 7 402一03

1 2620 237 403 
1 2 8 1 7 270 4 1 0  
1 2995 267 4 1 0  

1 3 060 256 408 

1 3 284 24 7  406 

1 3 28 5 24日 406 

1 3 29 5  25 0 407 
1 3 4 1 1  239 403 -04 

1 3 4 1 8  240 404 

1 3 62 1 3 0 1 4 1 8  

1 3627 302 4 1 8 

1 3 823 276 4 1 2  

1 395 5 279 4 1 3 

1 4298 27。一71 4 1。一 1 1

1 4428 272 4 1 1  

1 4444 273 4 1 1  

1 4470 273 4 1 1  

1 45 1 0  273 4 1 2 

1 4 7 1 6 278 4 1 2  

14747 278 4 1 3 
14748 279 4 1 3 
1 4 8 8 1 27 5  4 1 2  

1 5 1 92 274 4 1 2  

1 5 5 4 5 274 4 1 2  

1 5601 278 4 1 3 

18520 260 408 

29160 47-48 344-45 

43 1 5 5 296 4 1 7 

43 1 5 7  297 4 1 7 

4 3 1 5 8 297 4 1 7 

43242 297-98 4 1 7- 1 8 
4421 6 283 4 1 3 - 1 4 

44249 283 -84 4 1 4 

44261 285 4 1 4 

44264 284 4 1 4 

443 1 1  285-86 4 1 4 

443 1 2  286 4 1 4-1 5 

44799 289 4 1 5 

448 1 4 291 4 1 6 

44842 289 4 1 5 

44845 291 4 1 6  

44853 291 4 1 6 

4485 5 292 4 1 6  

44856 292 4 1 6- 1 7 
44874 290 4 1 5 

46748 1 4 5  3 73 
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EARL Y ANTHOLOGIES AND SOURCES FOR TEXTS 

A serious student of T' ang poetry must b亡 conc叮ned with texts and their sourc的﹒ The
circul泌的n of poems in manuscript， the probably reconstitution of poems fi-om memory， 
the upheavals of the late ninth and early tenth centuries， and a cavalier attitude towards 
t亡xtual integrity on the part of many anthologists have resulted in a rich range of variant 
texts for many ofthe best-known T'ang poems. An 亡qually disturbing probability is that 
variants oncε exist吋 for many poems preserved in a single early text :  their textual inte­
grity may be a function only of the loss of other texts. Even when we can trace the history 
of printed editions， we know almost nothing of th亡 history of a work betw自n its forma­
tion and the appearance of Sung printed editions-if we are fortunate enough to have 
Sung editions. Though a degree of textual uncertainty is present when we treat any 
T'ang text， knowledge ofthe source of a poem is of crucial importance in evalllating the 
crεdibility of a text and its attribution 

Most of the poets discussed at  length ih this book have collections that have sur­
vived independently. Two exemplary studies of the history of printed editions are 
recommended : 
Hung， William. Pref ace to A Concordance to the POelt甘 of Tu Fu. Harvard-Yenching 

Institute Sinological lndex Seri白， Supplement 1 4. Reprint. Taipei， 1966 
Bryant， Daniel. The Hígh T'ang Poet Meng Hao-jan : Studíe.< ín Bíography and Textual 

History﹒ Diss.， University of British Columbia， 1978 
Early anthologies are also important， not only as sources of texts and variants， but 

also as sources for the history oftast巳 Hiraoka Takeo 平 同 武 夫 ， Ichihara Kδkichi tl> 原 宇 吉
and Imai Kiyoshi's 今 井 淆， Tõdaí n 0 shíhen 唐 代 。 紛 篇 ， T'ang Civilization Reference 
Series 1 1 - 1 2 ﹒ Institüte fOï Hümanistic Stuòies (Kyoto， 1 964-65) provides a poem's 
source not only in one or more editions of the poet's collection， but also in the early 
anthologies 

In addition to individual collections and early anthologies， T'ang poems have been 
preserved in a variety of other sources which include shíh-h閥， anecdotal collections， 
encyclopedias， stories， gazetteers， and the )apanese sources that went to make up the 
Ch'üan T'ang shíh yí 金 唐詩 逸 .

T'ang Antl】ologi白

Sou-yii hsíao-chí f責 玉 小 集 : 1 chüan， compiler unknown， but probably put together in thε 
second quarter of the eighth centuty. Th亡 Syltc contains primarily poets of the latc 
S亡venth and early eighth centuries. Therε is a study by Itõ Masafumi 伊 慈 正 文 ， Sogyoku 
shõshü ní tsuíte f責 玉 小 集 1 = 可 \ ' ï ， in Chügoku bungaku hõ 1 5  ( 1 96 1 )  

427 
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Ho-yiieh ying-Iing ιhi 河 嶽 其 主 義 : 3 chüan， compiled by Yin Fan 放耳� and completed in 
7 5 3 .  This is the best known of the T'ang anthologies and contains an important general 
pref ace and prefaccs for the individual poets included ; the latter are important sources 
for contemporary evaluation of High T'ang poets . There is a study by Nakazawa 
Mare。 中 澤希 男 ， Kagaku eireishü kõ 河 撞車 英 畫 集 攻 ， in Gumma Daigll似 是iyõ 1 ( 1 95 1 ) ; 
and a study of the preface by Wang Yün-hsi 玉 還 魚 ， Shilt Ho-yüeh ying-ling chi hsü 
llln Sheng- T'ang shilt-ko 釋河嶽葵 畫 集 序 論 盛 唐 詩歌 ， in T'llng-shih yen-ch叫 l帥t-W帥"
d，i (Peking， 1957) .  

KlIo-hsiu chi 圓 秀 集 : 3 ch品帥， compiled by Jui  T'ing-chang � 提 章 in the late 750S or 
carly 7605. The emphasis in this anthology is on regulated forms and on euphony.  
There i s  a study of the text and dating by Nakazawa Mareo 中 浮 希 男 ， Kokushüsh日 師
國 秀 集 攻 ， in NillOfl Chügokugllkklli hõ 3 ( 1 9 5 1 ) ，  

C h'ieh-dlung chi 售 中 年 1 ch恥fl， compiled by Yüan Chieh 元， 結 ， with a pref ace dated 
760. This is a tiny collection of戶，如 poets， many of whom arc otherwise unknown ; 
see discussion in chapter 1 2 .  

Chuflg-hsing hsiell-ch ' i  clti 中 興 悶 氣無 : 2 chüan， compiled by Kao Chung-wu 高 中 式 in
the late 780s with a general pref ace (missing in  some editions) and pref aces to the in­
dividual poets . The Chhcc is an anthology of poets famous in the 760s and 77os. Modeled 
on the Hyylc， this anthology is an important source for capital taste in the later eighth 
century. 

Clri-hsiian d1i 桂玄 集 : 2 d，ii帥， compiled in the early ninth century by Yao H。 她合 . The 
Cltc provides short biographical notes on the poets and begins with Wang Wei to 
cover the poets of the later eighth century. 

的叫lln shih 御 覽 詩 : 1 chüan， compiled by Ling-hu Ch'u 令狐楚 by imperial command in 
the Yüan-ho reign (806-20). The Yls is made up primarily of poets popular in  the later 
cighth century. 

的←l凹ian dli 又玄 集 : 2 d，iian， compiled by Wei Chuang 韋 拉 ， with a pref ace dated 900. 
The Yhc contains a wide representation of poets from the eighth and ninth centuries 
and includes poems by monks and women 

心'ai-tiao chi 才 調 集 : 10 ch巾11， compiled by Wei Hu 牢 殺 in the Five Dynasties. This is a 
Iarge anthology with almost a thousand poems (and not one by Tu Fu) . The following 
numbers give some indication of early-tenth-century taste : Wei Chuang， 63 poems ; 
Wen T'ing-yün， 61 poems ; 就fang W凹， 2 poems ; Meng Hao寸an， 2 poems ; Kao Shih， 
1 poem. 

Thc nine anthologics above have becn published together with a fragment of 
叫V\.ll甘訂卅吋可γ甘扭呵呵4金om Tlln Rllang ae 主'at哼七Ît'n hdit1n T'翩tgd1ih-崖人這一一一一
唐 詩 (Hong Kong， 1 95 8) .  A Iarger collect的n ofT'ang poems recovered from Tun-huang 
materials has been made by Wang Chung-min 正 重 氏 ， PU Ch 'üan T'ang shih 禱 金唐 詩 ，
何printed in T'ang-sltih yen-chiu lun-wen chi， ed. Chou K'ang-hsieh 周 應 變 (Hong Kon臣，
1 97 1) . 

Sung Anthologies Important as Sources for T'ang Poetry 

Well-yilan ying-hua 文 苑 吳 華 1000 cltiiarl， completed in 98 7 by Li Fang 李 坊 and the 
othcr compilers ofthe T'ai-p'ing encyclopedias. The Wyyh is a textual nightmare with 
errors， “corrections，" misattributions， and duplications (often under di是rent titles)， 
but it remains pcrhaps the single most important source for T'ang writing. The Wyyh 
was based on the model of the Wen hsüan and begins in the end ofthe Liang， where the 
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Wen hsüan left ()仔. The Wyyh includesfu and prosc， as well as poctry. Later editions 
include corrections of some errors， and there is a Wen-yiian ying-hua pien-clleI1g 文 苑
吳 學 辨 聾 by the Sung scholar p'eng Shu-hsia 彭 叔 夏 .

Tang wen ts'ui 唐 文 串串 : l oo chi泊n， compiled b y Y a 0 Hsüan 姚 鐘 (968- 1020). The Twt was 
also modeled on the Wen hsüan and contains fu and prose， but it was compiled with 
a strongfu-ku bias and contains much materia l not in the Wyyh. 

T' ang pai-cllía shíh-hsüan 唐 首 家詩 選 20 cltüan， compilation dubiously attributed to 
Wang An-shih 王 安 石 .

Wan-shou T'ang�en chüeh-chíi � 首 唐 人 � 句 : 10 1  chüan (though there are very diffèrent 
editions)， compiled in 1 1 92 by Hung Mai 講 述 -

Yüe何ÌI shíh-chí 學 府 詩 集 : 100 chüan， compiled b y  Kuo Mao-ch'ien 郭 先 僑 in the Sung. 
The Yþc contains most ofd叫做-fu through the T'ang as well as some earlier matcrial 
on y品eh-fl/.

T' ang-shíh chí-shíh 唐 詩 紀 事 : 81 cllíiall， compiled by Chi Yt且-kung 計 有 功 ， earlicst pub­
Iished edition from 1224. There is a typeset， collated edition put out by Taiwan Chung­
hua (Taipei ， 1 970) . Though much of its material comes from extant earlier sources ， the 
Tscs also contains important anecdotes and biographical material. 

OTHER IMPORTANT LATER COLtECTIONS AND A NTHOLOGIES : 

San-t'í shih 三 種 詩 : compiled by Chou Pi 用 詞 in 1 250. Though this is a Sung work， its 
texts are poor and it is more interesting and important as an anthology than as a primary 
source. The san-t'j are the heptasyl1abic and pentasyllabic lü-shíl， and the pentasyllabic 
chüell-Chü. Within these three Iarge divisions， poems are further subdivided according 
to Chou Pi's theories of regulated poetry. Most of the poems are from the Iater eighth 
αntury and fro m  the ninth cent叮y. There is a ]apanese translation and study by 
Murakami Tetsumi 村 土 哲 見 ， Salltaíshí 三 休 詩 ， Chl1go抑 的len sell 1 6-1 7 (Tokyo， 
1 969). 

Tang-shíh p '的-Ituí 唐 詩 品 f; : 100 chí切n， compiled by Kao Ping 高 雄 in 1 393 .  
T'a句 shíh hsüan 唐 詩 這 : 7 c1，ü仰， published in 1 570 after thc death ofits reputed compiler， 

Li P'an-Iung 李 學 龍 . This has been the most important anthology of T'ang poetry in 
]apan. The selection is idiosyncratic and reflects Ming archaist taste : it concentrates 
heavily On the High T'ang， with some Early T'ang poems， less Mid-T'ang， and no 
Late T'ang. There are numerous ]apanese translations and studies， including Maeno 
Naoaki 前 野 直 彬 ， Tõsl!isclI 唐 為 進 (Tokyo， 1970) anù Saitõ Shδ 審 .ii. 時 . Tõshiserr 
庸 椅 ìr，1<而改而!kel 6-7 (Tokyo， 1970). 

Tang-yíll t'ung-chíen 唐 膏� 籤 : 1033 chüan， compiled by Hu Chen-heng 胡 震 亨 in the 
seventeenth century. This massive compendium was one of the primary bases for the 
Ch'üan T'a愕 紛紛. The last section， the Tang-yill k '即i-chíen 唐 膏 癸 錢 ， i s a la咚e com­
pendium of traditional comments on T'ang poetry， random philological notes， and 
∞mments on anthologies and editions. 

Ch'üan T'ang shíh 金 庸 持 : 900 chüan， compiled by ten Ch'ing scholar百 in 間sponse ω an
edict of η '05 ， and ∞mpleted in 1 706， then publishcd in η07. It was reissued in 1 8肘，
and Chung-hua published a typeset， punctuated editiol1 in 1 960. The typeset edition 
has corrected some misprints. 

Ch'üan Tang shíh yí (Zen Tõshí ítsu) 全 唐 詩也 3 chüan， compiled by Ichikawa Seinci 
申 持 會 拿 . This work contains T'ang poems that wcrc prcscrvcd in ]apan and Icft out 
of the CTs. This is included in modern editions of CTs 
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GENERAL STUDIES : 

Chao Wen-tsao 超 文 雜 T'ang-shih chiang-yi 唐 詩 講 義 Taipei， 1 956. 
Cheng-chung Book Company. T'ang-tai shih-hsüeh 唐 代 持 學 . Taipei， 1 967. 
Fang YÜ 方翁. T'ang-shih hsing-ch 'eng te yen-chiu 唐 詩 形 成 的 研 兌 . Taipei， 1 975 .  On 

development of genres. 
Hsi Han-ching '* 渴靜• T'ang-jen ch 'i-yen chin-t'i-shih ko-Iü te yen-chiu 唐 人主 言 述 種 詩

格律 的 研 兌 . Taip凹， 1 976.
Hsia Ching-kuan 夏 投 觀 T'ang shih shuo 唐 詩就 . Taipei， 1 975.  
Hu Yün-yi 胡 囊 翼 . T'ang-shih yen-chiu 唐 詩研 兌 . Hong Kong， 1 959. 
Huang Sheng-hsiung 費 且是 雄• T'ang-jen chüeh-chü te yen-chiu}華 人 且也 句 的 研 究. M.A. thesis. 

Taiwan Shih-fan ta-hsüeh， 1972. 
Itδ Masafumi 伊 接 正 文 . SeiT õ sh(iin to zendai no sh(iin 盛 唐 請 人 E 前 代 η 請 人 • Chügoku 

bungaku hõ 8 ( 1 958) and 10 ( 1 959). 
Lin Keng 林� . Sheng T'ang ch' i-hsiang J甚 唐 氣 象 . P凹-ching ta-hsüeh hsüeh-pao 2 ( 1 95 8) .  
Liu K'ai-yang 釗 肉 楊 • T 'ang-shih lun-wen chi 唐 詩 白色 文 集 . Shanghai， 196 1 .  
L iu  Ta-mei 制 造梅. T' ang-tai shih-jen fen-che c hi yen-chiu 唐 代 詩 人 分析及研 究 . Taipei， 

1976. 
Maeno Naoaki 前 野 直 彬 . Tõdai no sh(iintachi 唐 代 份 為 人 建 Tokyo， 1 9 7 1 .  
Ogawa Tamaki 小 川 壞 樹 . Tõshi gaisetsu 唐 請 被說 . Chügoku shijin senshü. Tokyo. 1 958 .  
Ogawa Tamaki. Tõdai no sh(iin-sono tenki 唐 代 仍 為 人 一 哥 份 傳 記 . Tokyo， 1975 .  
Su Hsüeh-lin 誰 掌 林 . T' ang-shih kai-shuo 唐 詩概1t . Reprint. Taipei， 1 967. 
Suzuki Sh句i 童年 水 修 次 . Tõdai sh(iin ron 唐 代 詩 人 論 . 2 vols. Tokyo， 1973 .  
Tu Sung-po 拉松柏 Ch'an-hs品eh yü T'ang-Sung shih-hs品eh 禪 學與唐 宋 詩 學 . T缸pei， 1 976.
Wang Shih-ching 王 士 苦 . T'ang-tai shih-ko 唐 代 詩歌 Peking， 1959 

INDIVIDUAL POETS 

Ch'en Yi-hsin 陳 蛤 默 . Lun Wang Wei te shih � 主 線 的 詩 . Wen-hsüeh yi-ch'an 3 ( 1 956).  
一一一- Wang Wei sheng-p 'ing shih-chi ch'u-t'an 王 維 生 平 事 績初 緣 . Wen-hsüeh yi-ch'an 

6 ( 1 958 ) .  
一一一- Wang Wei te shan-shui shih 玉 線 的 山 水詩 . Wen-hsüeh p'ing-Iun ( 1 960.5) .  
Chuang Shen i生 命 • Wang Wei hsing-/ü k'ao 王 維 行 祿 考 . Hsin-ya hsüeh-pao 1 969.9. 1 . 
一一一- Wang Wei Tao-chia ssu-hsiang yü sheng-huo 王 維 這 家 思 想 與 生 治 . T a-/u tsa-chih 

33-8  ( 1 966) 
一一一一 防'ang Wei yen-chiu 王 維 研 究 Hong Kong， 1 97 1  
Harada Kenyü 原 W � 雄 and Kobayashi Tai ichi的 小 林 太 市 部 σt 王 維 . Kanshi taikei vol. 

10.  Tokyo， 1 964. 
Hsü Hsien-te 徐 腎 德 . Wang Wei shih yen-chiu 王 維 持研 究 . Taipei， 1973. 
Iritani Sensuke 入 谷仙 介 . σi kenkyü 王 維研 究 Tokyo， 1976. 
Kobayashi T剖ichirõ 小 林 太 會 郎 . σi no seigai to geUutsu 王 維 仿 生 涯 E 藝街. Osaka， 1 944. 
Teng K'uei-ying 部魁其. Wang Wei shih chien-/un 王 維 持 筒 �. T'耐Ig-shih yen-chiu /un-wen 

chi. Peking， 1959. 
Tsuru Haruo 都 留 春 雄 - σi 王 維 . Chügoku shijin se肘hü 6. Tokyo， 1958 .  
Tsuru Haruo et  aL σi shi  sakuin 王 維 持 索�I . Kyoto， 1952 .  
Wagner， Marsha. Wang Wei. Forthcoming. 

Meng Hao寸an

Bryant， Daniel. The High T'ang Poet 九1eng Hao-jan : Studi凹 in Biography and Textual 
History﹒ Di叮叮 University of British Columb凹， 1978.
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Ch'en Yi-hsin 陳 蛤 紋 . Meng Hao-jan shih-chi k 'ao-pien 孟 浩 !.i( 事 跡 考 辨 . Wetl-shih 4 
( 1 965) . 
一一一- T'llll Meng Hllo-jan te yin-yi 史 孟 港 煞 的 居在 逸 . T'ang-shih ye，r-cllÍu I，m-wen ιhi. 

Peking， 1 959 
Frankel， Hans. The Biographies of Meng Hao-jan. Chinese Dynastic Histories Translations 1 . 

Berkel句， 1 96 I .  
Hsiao Chi-tsung 著 繪 *， . Meng Hll吋lln shih→huo 孟 浩 然 詩 就 . Taipei， 19“-
Kroll， Paul  W. “The Quatrains of Meng Hao-jan ."  Monumenta Sericll 3 1  ( 1 974一75).
Lao Ssu-kuang 學 思 完 . Lun Meng Hao-jlltl slzih � 孟 浩 然 詩 . Wen-hsüeh slrih-chieh 25 

( 1 960) . 
MiII位， James W. “ The Poetry of Meng HllO寸an : Translations and Critical lntroduction for 

the Western Reader. Diss. ， Princeton， 1 972. 
Rust， Ambros. Meng Hao-jan : sein Leben und religioses Denken nach seinen GediclUen 

Diss.， Zurich， 1 960. 
Taniguchi Akio 谷 口 吻 失 . 凡1õ Kõnen jiseki kõ: jõkyõ õshi 0 megutte 孟 浩 然 事 游 考 :

土 家 應 試 告 Ih <.， 可 τ . Chugoku chusei bungllku kenkyu I I  ( 1 976) 
Wen Yi-to 闖 一 多 Meng Hllo-jlln 孟 浩然 . T'ang-shíh tSll-lun. Peking， 1956 .  
Yu Hsin-li 游 信 利 . Meng Hao-jan ch i  c1rien-chu 孟 浩 然無 義 注 Taipei， 1968.  

Wang Ch'ang-ling 

Bodman， Richard W. Poe:ícs alld Prσsody in Early Medieval CIlína : A Study llnd Trlln.<ílltíon 
of Kukaí's Bunkyõ h(furon. Diss.， Cornell， 1 978. 

Feng P'ing (再 平﹒ Wang Ch'ang-líng ch'i-chüeh te yí-shu t'e-se 王 昌 � 七 絕 的 青島 街 特 色 .
KUllng-míngjíh-pllo 1963 .2. 1 7  

L i  Kuo-sheng 李 劉 感. Wang Ch'ang-ling sllíh chíao-cl/U 王 昌 � 詩 枝 注 . Taipei， 1 973 . 
T'an Yu-hsüeh 諱 使 學. Wang Ch'ang-Iing h.<ing-níen k '110 王 昌 鹼 行 年 考 . Reprint. T'llng­

shih yen-chíu lun-wen chí， vol. 3 .  Hong Kong， 1 970. 

Li Po 

For a discussion of editions of Li Po's works， see Hanabusa Hideki 花 房 英 銜， A
Concordance to the Poems of Lí Po. T'ang Civilization Reference Series 8 (Kyoto， 1957) ; 
and T'ang Ming-min 唐 明 敏 ， Lí PO chí ch'i shíh chíh pan可pen 李 白 及 其 詩 之 版 本 . M.A.  
thesis， Kuo-Ii cheng-chih ta-hsüeh. Taipei， 1 975 For a bibliography of secondary works， 
see Lí PO yen-chíu lun-wen chi 李 合 研 究 詩 文 集 (Peking， 1 964)， pp. 4 1 7 勾 ; and Chugoku 
koten kenkyu 1 6  ( 1 968)， pp. 78-84. 
Chan Ying 詹 鎮 . Lí PO shíh-wen hsi-nien 李 白 詩 文 學 年 . Peking， 1 9 5 8  
Ch ' i Wei-han .lf. 綠 紛 Lí PO yen-chíu 李 白 研 究 Taipei， 1975 
Hanabusa Hideki 花 房 英 樹 . A Concordance to  tlze Poems of Lí Po. T'ang Civilization 

Reference Series 8. K yoto， 1 957. 
Ho Heng-jen 實 但 仁 . Lí PO shen-shíh k' ao 李 白 身 世 考 Taipei， 1977. 
Huang Hsi-kuei 黃 錫 這 Lí T'ai-po níen-p 'u 李 太 白 年 吉普 Peking， 1958 .  
Kuo  Mo-jo 郭 沫是. Li  PO  yü Tu Fu 李 白 ，已杜甫. Peking， 1 97 I .  
L i  PO yen-chíu lun-wen chi 李 白 研 究 俞文集 Peking， 1 964.  
Lin Keng 林皮. Shíh-jen Lí PO 詩人李 白 . Shanghai， 1958 .  
Matsuura Tomohisa t.: 渴 友 久. Rihllku kenkyu 李 台 研 究 . Tokyo， 1 976. 
Ono Jitsunosuke 夫 野 寞 之JIh . 的taíhll的 是enkyu 李 太 白 研 究 . Tokyo， 1959.  
Waley， Arthur. The Poetry and Career �fLí Po. London， 1950. 
Wong Siu-kit. The Genius of Lí Po. Hong Kong， 1974. 



43 2 An Imroductory Bibliography 

Wang Yün-hsi 主 這 熙 et al. Li PO yen-chill 李 白 研 究 Peking， 1962 
Yii P'ing-po 會 乎 伯 et al .  Li PO shih /un-ts 'lmg 丰 台 詩 論 叢 . Hong Kong， 1962. 

Kao Shih 

Chan， Marie. Kao S/rih. Boston， 1978.  
Juan T'ing-y甘 抗美Jiì. Kao Ch'ang-shih shih chiao-chu 高 常 侍 持 枝 注 . Taipei， 1965 .  
一一一- Kao Ch'ang-si1i/r Ts 'en Chia-c1rou ch'門en yü shil! c1rill p 'ir吟唱/un 禹 常 侍 本 嘉 洲 其 人

典詩之評論 • Ta-/u tsa-chih 1968. 1 0 . 
Ueno Tatsukai 土 尾 龍 介 Kõteki no Sllifu 為 適 仍 為 風 . Kyüshu Chügo帥 gakkai hõ 1 1 ( 1 965) .  

Ts'en Shen 

Chan， Marie. 
Socicty， 98.4 ( 1 978) 

Li Chia-yen 丰 Jr 言 芯 'en shih hsi-nien 本詩 幸 年. Wen-hsüelr yi-ch 'an 3 ( 1 956) .  
Nakano Miyoko 中 Jf 美 代 子 . Shinsllin no saigai shi 本 參 仿 塞 外持 . Nihon Chügoku g泌的i

/rõ 12 ( 1 960) . 
Shih Mo-ch'ing 史 墨 卿 Ts'en Shen yen-c1liu 本 參 研 究 T剖p白， 1973 . 
Sugaya Seigo 管 谷 ;吾 吾. Slri/lshi/l no koshi ni tSllite 學參 仿 古 論 口 ，叫 ‘ 1 . Shinaga的 蚣，他yü

24-25 ( 1 960) . 
Ueno Tatsukai 土 尾 ��， 介 . S/linshin no �甜的ai shi 本參 仿 造 塞 請. Me的da Makoto hakuslli 

的meki kinen Chüg。如gaku ronsllU ( 1 964). 

Tu Fl1 

The amount of scholarship on Tu Fu is so massive and complex that it i$ virtually 
an arca of study in its own right. For studies and lists of editions and commentaries on 
Tu Fu， see: 
Hung， W圳am. Preface to A Concordance ω the Poems of TI/ FI/ . H訂vard-Yenching 

Sinological Index Series， Suppl凹nent 14. Rεprint. Taipei， 1 966. 
Ma T'l1ng-yen .鳥 詞 儼 and Chiang Ping-hsin 美 鋪 好 Tu shih pan-pell mu-/u 杜詩風 本 目 錄 .

7i， FI/ yett-chiu /I//I-wen cI，i 杜 甫 研 究 詩 文 1. ， vol. 3 .  Peking， 1963 . ，  pp. 3 50-94. 
Shu Ying �在 美 . T u  F u  shih-clri t e  c1ri-c1酬/lg chiao-tsao k 'o-pen 杜 甫 詩 集 的 錢 種枝干刻 本

Tu F" yen-chil/ lur←wen chi， vol. 3. Peking， 1 963 ，  pp. 346-49. 
一一一主血。三坦步加g 曹 樹 銘• T" c1li ts'ung chiao 杜i農 業枝 Hong Kong， 1978 

Wan Man 4島 史 TI/ c前誦“1日在奪義毒j五Fi'-ye長c1l1U tun-wen chr ， v前刁?法站客TI}Ú3 ，-一一 一
pp. 3 J I -45 .  

For a bibliography of Chinε史 studi的 on Tu Fu (mainland only) ， see Tu Fu yel←chiu 
Irm-well chi， vol. 1 (Peking 1962)， pp. 269-73 ; vol. 2 (Peking， 1963 ) ，  pp. 286-292 ; and 
vol. 3 (Pcking， 1963)， pp. 395-99. These bibliographies cover the p白iod fro m  1 9 1 0  
until 1 962. The following i s  a short list of some books that are important， recent， o r  in  
English : 
Ch'en Yao-chi !'t.J島車里• Tu-sllih t 'e-chih yijan-yilan k' ao 杜 詩 特 質 淵 源 考 . Taipei， 1978 .  
Chien Ming-Yl1ng 簡 明 勇 • Tu Fu cll'i-/ii chim-c111/ 杜 甫 七 律 研 究 與 蔑 詮 . T剖pei， 1973 .  
Davis， A. R. Tu FII. New York， 1971  
Hawk肘， David. A Litt/e Primer rif Tu Fu. Oxford， 1967 
Hsiao Ti-fc凹 蕭 綠 j� . Tu FI/ yen-chiu 杜 甫 研 究， vol I .  Shantung jen-min， 1956.  
Hu Ch'l1an-an 胡 傳安 . S/lih-slleng Tu Fu tui IIOU-shih shih-jen te yillg-/rsiang 詩 聖 杜甫 對

1t i!!" 詩 人 的 影 響 . Taipei， 1975 .  
Huang Ch'i-yüan 費 啟 原 Tu F u shih hsü-tzu ye/l-chiu 杜 甫 詩 虛 字 研 究 . Taipei， 1977. 
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Hung， WilIiam. Tu Fu， China 's Greatest Poet. Cambridge， 1952 .  
一一� A Concordance to t�e Poems of Tu Fu. Harvard-Yenching Institute Sinological 

Index Se口的， Supplement 1 2 1  reprint. Taipei， 1966. 
Kurokawa Yδichi 黑 11 1 洋 一 . Toho no kenkyii 社 甫 的 研 究 . Tokyo， 1977. 
Li Tao-hsien 季 造頓 TII Fu shih-shih yen-c1lill 杜 甫 詩 史研 究 . Taip凹， 1973 .
Liu Chung-ho JJ 中 和. TII s/lih yen-c1liu 杜 詩 研 究 . Taipei， 1968. 
Mei Tsu-lin and Kao Yu-kung. “Tu Fu's ‘Autumn Meditations' : An Exerci世 in Linguistic 

Criticism. HarvardJollrnal of Asiatic Stlld削 28 ( 1 968) . 
Suzuki Toraõ 鈴 木 虎 雄. Toshi 社為. Tokyo， 1963 
TII Fu yen-chiu lun-wen chi 杜 甫 研 究 � 文拳， Vol. 1. Peking， 19自 ; vols. 2寸， Peking， 1963 
Tu Fu yen-c/liu tzu-liao hui-p 'ien 杜 甫 研 究 資 料 ，身 結 . Taipei， 1973 .  
Yeh Chia-ying j{ 品 登• Tu F u Ch'iu-hsing pa-s/lou c1li-shIlO 杜 甫 秋 興 八 首集 it . Taip凹， 1966.
Yoshikawa Kojirδ 吉 川 幸 汶 郎 Toho 社 誨 ， vol. 1. Tokyo， 1967. 
Zach， Erwin von. TII FlI's Gedichte. εd. Jam白 Hightow叮 . Cambridge， 1952.  

Yüan Chieh 

Lung Kung 龍 " . Shih-jen Yüan C/lie/l 詩 人 元 給. Wen-hsüeh yi-ch 'an 2 ( 1956)  
Sun Wang �幸 草 . Yüan TZ'II-shan chi 元 次 山 無 . Shanghai， 1 960. 
T'ang Ch'ing-min 游 擊 氏 Y品an C/lieh ho t '  a-te tso-p '的 元 結 和他 的 作 品 . T' ang-s/lih 

yen-chiu lun-wen chi. Peking， 1959.  

Other Poets 

Fukazawa Kazayuki 漂 浮一 幸. 1 σbutsu no 仰的 章 應物 仿 歌 行 C/liigoku bungaku Itõ 2 4  
( 1974). 

Harada Keny面 原 田 � 雄 .Joken s/lishii kyδchü 常 建 為 集 紋 注 .Jimbutl rosõ 13 ( 1966) . 
一一一- Kokyõ zakki 頭 ;記錄 記 . Hõ的 8 ( 1958)  
Ichihara Kδkichi 命 原 亨 吉. Chiitõ shoki ni  okeru 的sa no  s/lisõ ni tsuite .p 1;吾 初期 1: 1; I t 毛 江

左 仍 持僧 1: 句 、 ， 1 .  Tõhõ gakllhõ 28 ( 1958) .  
Juan T'ing-尚 昆廷翰. T'al1g Hllang-fuJan shih-c/li k 'o pu yi l，sÜ 唐 皇 甫 冉 持 無 可 補 一 序 .

Ta-lll tsa-dlih 1964 . 1 2  
Konishi Noboru 小 西 昇 • Kokyõ 11 0  fiisltishi 顧 況 仿 諷刺 為 . Chiigoky bung叫u ronshii 4 

( 1 974). 
Nielso几 Thomas P. A Concordance to tlte Poems of Wei Yit啟-Wl/. San Francisco， 1976. 
--- The T'ang Poet-Mo欣 Chiao-j，耐1. Occasional Pap甘s 3， Center for Asian Studies， 

的甜咎前e-Y站時r品研均持7一 一-一一一一一一一一于 一一~一一一-
Ono Jitsunosuke 大 野 案 之劫 。 Tõdai shidan lIi okeru C/lõetsll 唐 代 紡 禮 1 : 1; I t 毛 張 說

C/liigokl/ koten kenkyii 14 (1966); 1 5  ( 1 967). 
Pu Tung � -t.. Wang Chih-huan te liang-ch叩u tz'u .1.. 之 淺的 it. 刑 詞 . Wen-hsüeh yen-chiu 

1958 .2 .  
Yoshikawa Koji的 吉 川 幸 次 郎 . Chõetsu no tm的i to  bUII gaku �長 說 份 傳記 E 文 字. Tδhõgaku 1 

( 195 1 ) .  

MISCELLANEOUS 

Bibliography 

In addition to the m可or bibliographies of Chinese studi凹， the journal Cltiigoku kot曰:
衍nkyü has put out two bibliographies devoted to T'ang literature. No.  1 3 ( 1965) : 82-99 
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covers japanese scholarship from late 1 953  until 1 965 .  No. 20 ( 1 973 ) : 74-91 covers both 
Chinese and ]apanese schol盯ship from 1 965 until 1 973 .  

Middle Chinese Reconstructions 

The most convenient work for fi nding Middle Chinese reconstructions is Hugh M.  
Stimson's T'  ang Poetic Vocabulary (New Haven， 1 976). This work contains a l l  the characters 
used in seven hundred T'ang poems， including all the T'ang-shih san-pai-shou 唐 詩 三 百 首
and the T'ang poems from the T'ang-Sung shih chü-yao 唐 宋詩 學 要 . Stimson us臼 his
own romanization system， which is much more convenient than the modifi.ed Karlgren 
system used in the Kuang-yün sheng-hsi. For characters not in T' ang Poetic Vocabulary， see 
Shen Chien-shih 沈 是 士 ， Kuang-yün sheng-hsi 虜 ，實 毒 集 reprint (Kyoto， 1969). 

Shih-hua Literature 

There is no work that provides the means to find discussions on a poet in the massive 
and fragmentary corpus of shih-hua literature. However， Helmut Martin's lndex to the 
H 0 Col/ection of Twenty-E怯的 Shih-hua (San Francisco， 1973)  provides access to the discus­
sion o f T 'ang poets in that select collection. Also of use is Shen Ping-hsün's 沈炳異 Hsü
T' ang shill-hua 續 唐 詩 話 ， reprinted in Li-tai shih-shih ch'ang-p'ien， series 1 ， ed. Yang 
Chia-lo 串串 家 路 (Taipei ， 1 9 7 1 ) .  This l oo-chüan work gathers shih-hlla from a wide variety 
of sources and arranges them under the heading of individual T' ang poets. 

Names and Biographical Material 

Hiraoka Takeo 平 崗 武 失 and Ichihara Kδkichi 市 原 亨 吉 • Tõdai no sh(iin 唐 代 仿 請 人 .
T'ang Civilization Reference Series 4. Kyoto， 1 960. lndex o f  the poets in Ch 'üan 
T' aflg shih. Tõdai no shihen also has an index at the end of names referred to in the poems. 

Hsin Wen-fang 辛 文 房. T'ang ts' ai-tzu chuan 唐 才 于 傅: iO ch咐11， completed in 1 304. This 
is an important source of biographical information on many T'ang poets， though it 
includes much apocryphal information‘ Nunome Chofu's 布 自 湖 ï-. and Nakamura 
Takahashi's 中 村 喬 共 Tõzaishitetl no kenkyü 唐 才 子 傳份 研 究 (Osaka， 1 972) traces the 
sources ofthe material Hsin Wen-fang used. 

Ogawa Tamaki 小 川 環樹. Tõdai no shijin-sono tenki 唐 代 仍 持 人一 哥 份 傳記 . Tokyo， 
1 975 .  

Ts'en Chung-mien 本 仲 勉. T'  ang-jen Irang-ti lu 唐 人 行 第 錄 . Shanghai， 1 962. lndex 
identifying or trying to identify individua!s referred to in  poem titles by their c1an 
number. 

Metrics， Grammar， and Poetic Usage 

Chang Hsiang 張 相 • Shih tz'u ch'ü yü-tz 'u hui-shih 詩詞 曲 語 辭 !1釋. Shanghai， 1 962. 
Wang Li 主 力. Han-yü shih-Iü hsüeh 漢 語 詩 律 學 . Shanghai， 1 958 .  Still the standard study 

。f metr悶， rhyme， and the poetic Ianguage. 
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Agrarian poetry. See Themes and subgenres: 
agranan 

Allegory: topical， 8 ，  94， 1 3 3-34， 207一08，
2 1 0- 1 1 ，  241， 244-45， 270， 3 10-12， 3 16 

Amplification. See Rhetorical amplilication 
An Lu-shan Rebellion， 34， 64， 1 3 4， 1 5 6， 166， 

1 8 5， 197-99 

Biography﹒ role in reading， 24-25， 94， 1 8 5-
86， 235-36 

Bravo. See Types: bravo 
Buddhism in poetry， 旬， 282-旬， 291-9月 m

Wang W凹's poetry， 38 ，  42-46 
Bunkyõ hifuron， 96， 280 

Canon: formation of poetic， 253-56， 265 
Capital poetry， 52-53，  56-59， 77， 79， 8 1 ， 166， 

253-58; defined， xiii-xiv 
Chang Chi， 2 17  
Chang Chi凹， 2昕一97
Chang Chiu-Iing， 5 ，  1 3 ，  20-21 ，  22-26， 59， 

1 3 3 ;  the Kan-yü of， 23; and Chia叮an， 24，
288; and Wang W凹， 3 2- 3 3 ;  and Meng 
Hao-jan， 72， 74， 84， 的; and Wang Ch'ang­
ling， 95 

Chang Hsieh， 194 
Chang Hs益， 的， 107， 1 1 3 
Chang Jo-hs缸， 1 5- 1 6  
Chang Piao， 2 3 8  
Chang Wei (High T'ang poet)， 1 90， 250 
Chang Wei (Late T'ang critic)， 2妒， 304
Chang Y垃eh， 5， 7， 1 1 一句， 吟， 20-22， 30， 泊，

98， 193 
Ch'ang Chien， 5 3 ， 59，  88-90 
Ch'ang Tang， 257 
Ch'ang-甜， 吟， 1 86， 215  passim; image in 

poetry 01; 8 1  
Ch 'ang-ho chi， 28 1 
Character sketch， 106-08 
Chao Cheng-ming， 238  
Ch'en Tzu-ang， 3 ，  23-24， 288 ，  293; the 

Kan-yü 0[， 8， 月， 1 22， 1 3 3-34， 24 1; and Li 

Po， 1 12-14; and Kao Shih， 1 49-50， 1 5 3 -
54， 1 60; and Meng Yün-ch'ing， 2 4 1  

Chi-hsien ti間， 2 1  
Chi-hsüan chi， 256-57， 2缸， 267， 269. See also 

Bibliography: T'ang Anthologies 
Chi-wu Ch'ien， 58-59 
Chi-yi chi， 92 
Ch'i， prince of See Li Fan 
Ch'i Chung-fou， 257， 274， 280， 307 
Chia Chih， 199， 250-5' 
Chiang Yen， 295 
Chiao-jan， 24， 166-67， 280-8 5，  287-95， 

296-98， 304， 3 10， 3 12; and Wei Ying-wu， 
305 ，  308 

Ch'ieh-εhung chi: poets 01; 225-26， 229， Z)I ， 
2)8-4); preface 01; 225-26， 229， 238，  243 . 
See Bibliography: T'ang Anthologies 

Ch'ien Ch'i， 254-58， 261 -64， 265-66， 269， 
273， 275-76， 282 

Chih-tun， 287 
Chin Dynasty: poetic style 01ι; 65， 1叫45 ， 1吵94
Ch 
Ch叮'in Shi甘ih-huang， 1 33-34 
Chir哲 (μscene")， 266 
Ch 'ing (“emotion")，  147， 266 
Ch 'ing (modal category， “lucidity")， 肉， 97. 

120 
Ch'ing-chiang， 282， 285-87 
Ch'ou Chao-ao， 221 
Chu Fang， 270， 299 
Chu Hsi， 303 
Ch'u Kuang占到， 49， 54， 60， 句-70， 102， 1 3 0， 

1 77一78
Ch'u song style， 37-38， 63 ， 1 1 8 
Ch'u-tz 'u ﹒ tradition 01; 3 8， 48， 1 4 月 of “Nine

Songs， " 刃， 230; of ' 'The Fisherman" (Yü­
fU)， 58， 的， 89; of “Summons to the Soul" 
(Chao-hun)， 123 ;  of "Summons to the Re-
c\use" (Chao-yin-shih)， 172， 268 

Ch'ü Yüan， J7， 2 1 9  
Chü-t'u， 277 
Ch'üan Te-y位， 258

A l <  
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Chuang-tzu ，  1 18， 160， 1 94. 224. 236 
Chung Jung. 48 
Chung-hsing hsien-ch'i c缸， 24 1 .  255 .  280. 308. 

See Bibliography: T'ang Anthologies 
Chung-tsung. xiii. 1 5. 以)-缸 . 5 5  
Confucian values in poetry. 22-24. 6 5 .  226. 

232. 234. 237. 304 
Convention: role in composition. 1 84-85 
Couplet: craft of parallel. 1 4- 1 5.- 57. 243. 259. 

263. 266. 277; in Wang Wei. 5 1 ;  in Meng 
Hao-j阻. 84-85 

Court poetry. xiii-xiv. 3-7. 1 1- 1 2. 19-2 1 . 
3 3 .  3 9. 55- 56. 108. 145. 165 

Didactic poetry. 8. 245 

Early T'ang style. 1 44-45. 1 65 .  289;  relation 
to High T'ang. 3 - 1 0， 1 3 ;  poetic ∞n­
ventions of; 1 3 一巧 . 47-48; social occasions 
for poetry in. 1 9; and Tu Fu. 2 1 9-20 

Eremitism. See Themes and subgenres: 間，
c1usion 

Exile: poetry of. 5-6. 30. 37 

Fan  Ch'uan-cheng. 1 20 
Fang Huang. 2 16  
Fang H凶. 258
Fang Kuan. 1 惱. 1 56. 1 790 199 
Feng (“wind"). 97. 1 3 2  
Fe，智﹒伽 (“wind and bone"). 97 
Fu， 1 18. 1 4 1 .  1 89. 210  
Fu-鞋u， xiii. 4. 64， 89. 1 1 2. 1 1 4. 144. 253 . 270; 

and k吋eng， 8. 1 3 月 and yüehju， 10; in 
Chang Chiu-Iing. 23-24; view of Iiterary 
history. 96. 1 3 3 .  288-旬. 293-94; view of 
p田try. 1 1 3 ;  in Tu Fu. 209- 1 1 .  2 1 9-20; in 
Yüan Chieh and mid-century revival. 的6.
225-46; decline in later eighth century. 
Z 5 5-56; in Ku K'ua旬. 3∞; in Wei Ying­
wu. 304. 30ô--07 

Han Hung. 257-58. 269一70
Han-Iin Academy. 2 1 .  1 1 5- 17 
Han-shan. 45 . 2旬. 29 1
Han Y函， 戶. 1 19. 226. 242. 277. 296. 300-0月

recognìtion of Tu Fu. 2 1 6-17; and Wei 
Ying-wu. 305. 3 1 2- 1 4  

Han Yün-ch'ing. 245-46 
Heptasyllabic songs. 3-4. 8-9. 1 3 . 而， 泊t 28; 

in Ts'ui Hao. 59-63; in Li Ch'i. 1 04; in Kao 
Shih. 1 戶 . in Ts'en Shen. 173.  1 77; in  Tu 
FIl. 19O-妒. 1 99; in Ta-Ii p自峙. 277-79; in 
Chia吋an. 288-9月 in Wei Ying-wu. 304 

High T'ang: evolution of period style. xii­
xiii， 3 - 1 1 ; 自nse of craft. 1 7口; breakdown 
of poe世c values. 3 1 3- 16  

Ho Chao. 1 5- 16 
Ho Chih-chang. 內 的. 1 14. 1 20-21 
Ho Hsün. 2 5 5. 3 10 
Ho-Ian Chin-ming. 249 

lndex 

Ho-yüeh ying-ling chi， 54. 駒. 95-96. 1 1 8 . 1 32. 
1 3 6. 147. 的9. 238-4口. 249. See also Yin 
Fan; Bibliography: T'ang Anthologi自

Hsia-hou Shen. 2刃. 269. 274. 307 
Hsiao Ying-shih. 243-45， 263. 27口. 300
Hsieh Ling-yün. 48. 68. 1 72. 304. 3 10; and 

Chiao-jan. 呦， 呦. 293
Hsieh T'iao. 48. 84. 1 4 1  
Hsien-jen shih-mih. See Themes a n d  sub­

genres: hsien:ien shih-chih 
Hsin-ch 'i (“novel and arresting"). 258. 261 .  

263 .  267 
Hsing Ch且. 1 5 - 1 6  
Hsü An-chen. 2 1 . 37  
Hsüan-tsung. 20-22. 28 . 30 . 34. 的-86. 1 I 5-

17. 140. 1 56. 1 97. 1 99. 25 1 . 3 1 1  
Hsüeh Chi. 1 50 
Hsüeh Chü. 177. 249-50 

Huai-如• See Themes and subgenres: huai-ku 
Huang-fu Jan. 245. 254- 58; 267-69， 273. 275. 

28 1-82 
Huang-fu Shih. 298-99. 301  
Huang-fu Tseng. 257-58 

Imitation. 的5-66. 19。
I mmortals. See Themes and subgenres: im­

mortals 
Indefinite occasion: poetry of， 2 17- 1 8 
Informal occasional poetry. 7-8 

Jen Hua. 216 
Juan Chi. 293 

Kan-yü. See Chang Chiu-Iing: the Kan-yü of; 
Ch'en Tzu-ang:﹒ the Kan-yü of; 

KaOl干nung-wu， 241 .  25卜5ð. 20 1. 203-句，
的一旬. 2叭. 308. See also Chu略-hsing
hsiell-ch'i  chi 

Kao Li-shih. 1 17. 144 
Kao 晶晶. 53. 9 1-92. 1 3 6. 147-61， 165-66; 

and Wang Wei. 3 3 ;  and Ch'u Kuang-hsi. 
67; and Li Po. 1 17; and Ts'en Sh目1， 169-
70. 175. 177. 1 80; and Tu Fu. 1 88-89; and 
Hsüeh Ch品. 250; and Han Hung. 269 

Kao-ku (“lofty and ancient"). 97 
Keng Wei. 257. 274. 276. 2月， 280-缸. 284.

295 
. Ko-shu Han. 1 5 5-56. 1 90 
Ku (“bone").  97. 147. 271 
K u  Fei-hsiung. 299 
K呵呵， 3. 8寸， 50. 5吼 叫. 17吼 叫-弱. 230.

245. 255; in Ch'u Kuang-h鈍. 68-69; in Li 



lndex 

Po， 1 3 2， 1 3 4; in Kao Shih， 1 47-50， 1 53-54， 
1 57， 1 59; in Ch 'ieh-chung poets， 238， 24 1 ;  in 
Hsüeh Ch苗， 250; in Wei Ying-wu， 30!)- 1 O 

K u  K'uang， 298-302， 309- 1 0  
Kükai， 280 
Kung Tzu-chen， 1 19 
Kuo Chen， 1 1  
Kuo p 'u， 145，  2 1 5  
Kuo-hsiu c缸， 95， 1 1 8， 1 8 1 .  See Bibliography: 

T'ang Anthologies 

Lang Shih-yüan， 257-58， 26←旬， 必9， 282
Late T'ang， 24， 272 
Li Ch'i， 53，  59， 1 03-08; and Li Po， 103， 143; 

and Tu Fu， 19。
Li Chia-yu， 258， 265-67， 269， 273， 275， 

28 1-82 
Li  Fan， prince of Ch'i， 1 1 ，  2旬， 29， 60
Li Ho， 6， 1 3 3 ，  3 0 1-ω 
Li Hua， 243， 245-46， 2 5 5  
L i  Hun， 299 
Li K 'ang-ch'eng， 255  
Li  Kuei-nien， 1 16 
Li Lin-fu， 剖， 1 5 5 ， 1 89-90， 229， 244， 248 
Li Mi， 299 
Li 0， 295-97 
Li Pai-yao， 1 50 
Li Po， 6， 9， 1 3 ，  24， 36， 53， 108， 1 0少-43， 145， 

1 6 5-66， 250- 5 1 ;  and Tu Fu， x祉， 1 86， 188-
90， 2旬， 2 1 ← 1 7; K吋mg of， 8， 1 3 2-35，  140， 
144， 240; and Ts'ui Hao， 6口， 62-63; and 
Meng Hao-jan， 71-7丸 78， 82， 84， 1 1  5 ;  and 
Wang Ch'ang-Iing， 96; and Kao Shih， 1 5 3，  
1 5 5; and Ts'en Shen， 1 7 1-75， 17!)-81 ;  and 
Ts'ui Kuo-fi且， 248; and Chang Wei， 250; 
and Ku K'uang， 300-01 

Li Shan， 60 
Li Shang-yin， 47-48， 272 
L.i Shu， 246， 266， 295 
Li Tuan， 茍7， �l， 頑剪E河�27r.z7'F街口音I
Li Yang-ping， 1 18- 19， 265 
Li Yi (early-eighth-century court poet)， 20 
Li Yi (Iate eighth-， early-ninth-century poet)， 

254 
Li Yung， 60， 188， 190 
Liang Huang， 252 
Liang SU， 246 
Lien-chü. See Linked ve自e
Ling-ch'e， 282、 284-85
Ling-yi， 28丸 28]-84
Linked verse， 2缸， 295-98
Liu Ch'ang-ch'ing， 258-61， 265-66， 275， 

28 1-82 
Liu Hsi-yi， 16-18 ， 55 ，  6 1  
Liu Shen-hsü， 249 
Liu T'ai-chen， 303-04， 308-09 

Liu Tsung-yüan， 26口， 303
Liu Yü-hsi， 282， 284-85  
L o  Pin-wang， 47， 2 1 0， 263 
Lu Chao-Iin. 6， 47， 1 96， 2 1 0  
Lu Chi， 1 1 3 
Lu Hsiang， 54 -55 ，  56， 58 
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Lu Lun， 254， 257， 27口， 274-75， 277-80， 284 
Lu T'ung， 302 
Lu Y缸， 295
Lü-shih. See Regulated verse 
Lun-wen (Ts'ao P'i)， 1 1 3  

Ma 吭， 302
Mei SI呵呵， 8 1
Mencius， 65， 1 87 
Meng Chiao， 64， 2 1 7; and the poets of the 

mid-century fu-1tu revival， 226， 239， 24 1-
42; and the poetry of the Southeast， 2 8 1 ，  
294， 296; and K u K '凹嗯， 301-02; and Wei 
Ying-wu， 304-06， 308， 3 I 3 

Meng Hao-jan， 5 3-54， 59， 68-69， 71 -88， 94， 
120-21 ，  204， 249; and Wang Wei， xii， 3 6， 
50-51 ;  and Li Po， 1 29， 143 ;  and Ts'en 
Shen， 1 7 1-72; and Yüan Chieh， 2 3 3 ;  and 
Wei Ying-wu， 303 

Meng Yün-ch'ing， 238， 240-43， 304-05 
Miao Fa， 257， 274， 280 
Mid-T'ang， xii-xi鈍， xv， 1 67， 170， 24月 pro­

test yüeh:fu of， 10， 27 1 ;  and Tu Fu， 2 1 6- 18 ;  
p田tic values o f .  277， 2缸， 284-85， 288， 
294， 30月 and Ku K'ua嗯， 298-99; and Wei 
Ying-wu， 305， 3 1 3- 峙， 3 1 6  

Mood， 14， 24， 97-98， 192-93; categories of， 
54. 俏， 1 20-2 1 ;  in Wang Ch'ang-Iing， 98-
103; in Li Po， 1 27; in Kao Shih， 1 5 1 ， 
1 5 9-60 

“New y，血ieh-fu， " I 口， 阱1 2 1 7， 酬， 3 1← I I 
Nineteen Old Poems， 87， 242 

Occasional poetry， xiv-xv， 3， 5-8， 旬， 口，
253; general referents in， 92-95; heptasyl­
labic song used in， 104， 106， 173，  1 77; in Li 
Po， 1 3 5-38 

Orthodoxy， 253，  261 

p'ai-l函， 93， 103， 261 
p'an Shu， 295， 297-98 
Pao Chao， 48， 14 1-42 
Pao Chi， 258 
Pao Ho， 258 
Pao Ju嗯， 1 5-16  
Peach Blossom Spring. See Themes and sut← 

genres: Peach Blossom Spring 
Pei-chuang ("manly and resolute pathos")， 97， 

1 47-48， 1 70 
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p 'ei Chi， 295 
p'ei Ti， 34 ，  5 5， 59 
p﹒i Jih-hsiu， 75 
Pien Kung， 1 70 
PO Chü巾， 料， 1 1 9， 3∞， “New Yüeh-fu "  of， 

間'， 1 54， 2 1 7， 304， 3 1← 1 1 ; and Wei Ying­
wU， 304， 308， 3 10-- 1 1 ，  3 月 ， 3 1 5 

Poem sequences， 2 峙， 2 1 8  
Poet-monks， 28 1 ，  282-95 
Poetry: concept of， 1 1 3 ，  148-49， 203， 209 
Pref ace， use of， 228-29， 23 1 ，  244， 300 

Quatrains， 16， 70， 251， 278-79; series， 32， 55， 
59; in Wang Wei， 38; in Ch'u Kuang-h鈍，
69-70; in Meng Hao-寸凹， 86; in Wang 
Ch'ang-Iing， 93-95; in Ts'en Shen， 179; in 
later capital poets， 256， 260， 264， 270， 
272-73， 278-79; in Chia�jan， 289; in Wei 
Ying-wu， 308， 3 1 2， 3 16 

Reading tradition， 24-25， 93-95 

Regulated verse， 3 ，  1 5 5. 1 87， 260 passim; a白﹒
thetics of， 14， 174; heptasyllabic， 6 1-62; 
rules of craft in， 82， 89， 262-63; Tu Fu's in­
novations in， 200， 2 1 1 ， 2 1 3 

Rhetorical amplification， 1 22， 202， 246 

Salchel Anlhology. See Ch'ieh-chung chi 
Shang-kuan Wan-e沛， 7， 1 20 
Shang-kuan Yi， 28 
Shen Ch'ien-yün， 238-39， 24 1 
Shen Ch'üan-ch'i， 1 1 ， 1 04， 1 20， 1 65 ; exile 

poetry of， 6， 30; and Chang Chiu-ling， 25; 
place in poetic canon， 254- 5 5  

Sheng-p'ing， princess， 257， 269-70 
Shih-ching， 94， 234， 279; in Wang W凹， 43， 48;

High T'ang perception of， 54; “Great Pref­
ace" of， 72， 227; as a modeí f or ju-的
poetry， 1 54 ，  230， 244 

Shih-chung mi-chih (Wang Ch'ang-Iing)， 
95-96 

Sh ih-jen chu-k'o I'u (Chang Wei)， 240-41 
Shih-ko (Wang Ch'ang-ling)， 9 5-96 
Shih-p'in (Chung Jung)， 48 
Shih-p '的� (Chiao寸an)， 292 
Shih-shih (Chia吋an)， 292-94 
Shih-yi (Chiao寸an)， 292 
Shu Hsi， 1 54， 230 
" Song-Iyric" (Iz'u)， 93，  99 
Songs， 6。一缸， 93-94， 130 passim; in  Li  Po， 

1 1 9. See also Heptasyllabic songs 
Southeast (lower Yangtze region)， 1 5- 話， 64，

1 1 2， 1 3 1， 1 66-67， 28 1 
Southern D ynasties: High T'ang i mage of， 

6 1 ;  poetry of� 281-82， 289， 293， 296， 303 

lndex 

Ssu-k'ung Shu， 257， 274， 277， 278， 280 
Ssu-k'ung T'u， 24， 272 
Ssu-ma Ch'eng-chen， 1 14 
Ssu-ma Hsiang寸u， 47-48， 74; and Li Po， 

1 1 1 - 14 ，  1 4 1  
Su Shih， 7 5  
S u  T'ing， 20， 1 口 ， 1 14 
Su-tsung， 34， 1 1 7， 1 56-57， 1 79， 1 97， 1 99， 2 5 1 
S u  Yüan-ming， 23 1 
Subgenre， 56， 2 1 7. See also Themes and sub­

genres 
Sung Chih-wen， 1 1 ， 時， 37， 68， 1 2口， 而5; exile 

poetry of， 6，  30; place in poetic canon， 
254-55 

Szechwan: as regional mode， 1 1 2- 1 3 ，  1 3 3  

Ta-li Reign， 2 5 3 ，  294. See also “Ten Talents 
of the Ta-li" 

Tai Shu﹒lun， 269， 270-73 
Tai-tsung， 27-28 
T'ai-臼ung， 2 1 ，  28 
Tan-yang chi (by Yin Fan， lost)， 64 
T'ao Ch'ien， 56， 75， 1 的 172， 200， 237; re﹒ 

vival of interest in p個try of， ←7， 53 ，  1 7 1 ;  
in Wang Wei， 38 ，  44-45， 48-50; in Ch'u 
Kuang-I凹， 54， 曲， 63-66; in Meng Hao­
jan， 86-87; in Wei Ying-wu， 3 凹， 3 1 3 

T'ao Han， 249 
Taoism in poetry， 14口， 1 44-46 
T'ang Heng， 295， 298 
“Ten Talents of the Ta﹒li，" 257， 269， 273-80 
Themes and subgenres: agrarian， 43-44， 49， 

64-66， 232， 3 1 5  
-barren tree: 2 10--1 2  
-boudoir p oetry: 102， 252 
-the capital: 47， 6。
一-the frontier: 1 3 ，  3 3 ， 旬， 1 3 3 ; in Wang 

Ch'ang-ling， 96， 98， 1 00--0 1 ;  in Kao Shih， 
1 50-53 ， 1 5 5， 1 59; in Ts'en Shen， 1 74-76， 
178-79; in Lu Lun， 278-79 

-hsien:jen shih-chih (the failure and depres­
sion of a worthy man， unrecognized tal­
ent)， 23， 68， 89， 1 3 3 ，  225-26， 2 38 

-hu酬，郎， 1 22， 1 3 9， 1 50， 2 1 3 ， 227， 276， 285 ，  
297， 3 1 2  

一-immortals， 68， 1 3 3 ， 14。一圳， 1 44-46 
-impermanence， 9， 的， 62 旬， 1 24-26 
-music， 1 04-06; heard from an unseen 

source， 98 
一-pamtmg， 222-23， 240 
一-Peach Blossom Spring， 4 5-46， 49， 58， 122， 

1 3 6 
一-reclusion， 52， 刃， 78-79， passim 
一-return， 4 1 -46， 79， 262-63 
-Iao-wang (e1egy for one's wife)， 1 96， 

305-06 
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-temple visiting， 59， 78-79， 103-04， 1 77-
78， 3 1 2 

-visiting the recluse， 55 ;  and not finding 
him in， 1 10- 口 ， 3 1 4 

-yu-hsien shih ("wandering immortals")， 
145  
y u  s o  ssu， 128  

-yung-hu衍， 月 2

、 一-yung-wu， 4， 9， 21 ，  1 3 3， 1 88，  2 1 8， 26 1 ，  264， 
296-97 

.Trip缸tite form， 26， 58， 1 88 
Ts'ang-lang shih-hua， 1 70， 25 3  
Ts'ao Chih， 48 ，  2 1 8  
Ts'ao P'i， 1 1 3 
Ts'en Shen， 的5， 169--82， 276-77; and Li Po， 

1 2 1 ，  143 ;  and Kao Shih， 1 47-48， 1 5 1 ， 1 53 ，  
1 5 5， 1 58-59; andTu Fu，  1 90， 1 92， 1 97， 1 99; 
and Yüan Chieh， 23 1 

Tsu Yung， 55 -58 
Ts'ui Hao， 吟， 20， 29， 53 ，  59， 60-63 ，  70， 301 ; 

place i n poetic 臼non， 254 
Ts'ui K uo-心， 5 3 ， 248-49 
Ts'ui Shu， 249 
Ts'ui Tung， 257， 274 
Tu Fu， xv， I口， 56， 166， 1 83-224， 225; and Li 

Po， xiii， 109， I I  7， I 吟， 1 2 1， 1 4 1 ;  and Meng 
Hao-jan， 75， 77， 84; and Li Ch'i， 1 04; and 
Kao Shih， I 刃 ， 1 55 ，  1 57-58; and Ts'en 
Sh凹， 1 77-80; and Yüan Chieh， 234， 238 ;  
and Meng Yün-ch'ing， 240-4日 and Ts'ui 
Ku�fu， 248; and Hsüeh Ch苗， 249-50; and 
p凹ts of the later eighth century， 259， 265， 
279; and Ch'ing-chiang， 285-86; and 
Chiao-jan， 2駒， 29月 and Wei Ying-wu， 
305 

Tu-ku Chi， 243， 245， 254-56， 293 
Tu Shen-yen， 30， 1 8 6  
Tu Tui， I 旬 ， I叭， 1 8 1  
Types， 66， 102， 107 
-abandoned woman， 9， 10 1-02 
一“bravo，" 9， 1 1 2， 124 
一-eccentric， 4， 27， 106-07， 1 1 3 ，  I I6-17， 144， 

189， 207， 2 I I ，  236-37 
-fisherman， 67-68， 的， 1 07， 2巧， 260
-frontier soldier， 9. See also Themes and 

subgenres: frontier 
-rec\use， 27， 7 1-75，  78-79. See also Themes 

and subgenres: rec\usion 
-southeasterner， 1 3 1. See also Southeast 
-young noble， 9， 吟， 60， I I 2， I 吟， 301  
Tz 'u. See  "Song-Iyric" 

Vignette， 而， 60， 旬， 69-70， 1 22-刀， 1 28-]0， 
178-79， 194， 208， 279. See also Quatrain 

Wan Ch'i-jung， 1 5- 1 6  

4 3 9  

Wang Ch'ang-ling， 36， 53-54， 59， 70， 72， 88，  
91 -103， 1 53 ，  279; and Li Po， 1 3 7， 143 ;  and 
Ts'en Shen， 1 73 ，  175 ，  1 78-79; and Ku 
K'uang， 300 

Wang Chao-chün， 69-70 
Wang C恤， 12， 此， 抖， 63 ， 衍， 1 3 8 
Wang Chi-yu， 238-40 
Wang Chih-huan， 91-92， 149， 247-48 
Wang Chin， 此， 34， 36， 的
Wang Fan-ch油， 衍， 2旬， 291 
Wang Han，  13-14， 3 1 ， 1 75 ，  248 
Wang Po， 6， 吟， 62
Wang Shih-yü甜， 74-76， 筒， 徊， 120 
Wang Stream Co/lection ( Wang-ch'uan chi) ， 3 2， 

3 9， 59; influence in later eighth century， 
256， 264， 275 

Wang Wan， 14-15 
Wang Wei， xiv， 20， 27-51 ， 52-56， 94， 的5-66，

284; and Meng Ha吋胡 xii， 50一 51 ， 72， 
74-79， 82， 84-88; and Chang Chiu-Iing， 
23 ;  and Ts'ui Hao， 60-缸 and Ch'u 
Kuang-I凹， 63-旬， 68-69; and Wang 
Ch'ang-ling， 96-97; character sketches in， 
1 06-07; and Li Po， I I O， 1 3 6-37， 1 39-40， 
143 ;  and Kao Shih， 1 5 3 ;  and Ts'en Shen， 
1 7 1-73;  and Tu Fu， 1 8 5 ，  188 ，  199-201， 204， 
2 1 5 ， 2 1 7; and Yüan Chieh， 23 1 ，  233 ; and 
Ch'ien Ch'i， 254， 262-64; influence in later 
eighth century， 254-59， 266， 268-69， 
272-75， 279; and Ku K'ua呵， 300; and Wei 
Ying-wu， 303， 3 10， 3 14- I 5 

Wei Cheng， 1 50 
Wei Hao， 1 1 7， I I 9  
Wei T'ao， 76 
Wei Ying-wu， xv， 166， 240， 282， 297， 299， 

303-16  
Wen:lu， I I 3  
防悟n-hsüan， 8， 4 8， 60， 145， 1 54， 160， 308 
Wu Yün， II  5. 143-46 

Yang Hsiung， 24， 47， I I 2- 1 3  
Yang Kuei-fei， 1 1 6， 1 97 
Yang Kuo-chung， 244 
Yao Ho， 2仇， 263 
Yao Tzu-yen， 24 
Yen Chao咱yin， 20 
Yen Chen-ch'ing， 225， 282， 295-97 
Yen Fang， 249 
Yen Wei， 258， 282， 284-85 
Yen Y苗， 1 7口， 253  
Yin Fan， 64， 209， 23 8-40， 248-50; on Lu 

Hsiang， 54; on Tsu Yung， 56; on Chi-wu 
Ch'ien， 58; on Ts'ui Hao， 60; on 此1eng
Hao寸an， 75， 84; on Ch'ang Chien， 88-89; 
on Wang Ch'ang-Iing， 95-97; on Li Po， 
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Yin Fan (continued) 
1 1 1， 1 1 8， 1 23 ， 1 3 2， 1 36; on Kao Shih， 147-
48; on Ts'en Shen， I Ó9-70， 173， 1 8 1  

Yu-hsia. See Types: “bravo" 
YÜ Hsin， 1 9， 48， 2 1 0， 2 1 9-20， 263 
Yü-1an-shih， 267. See Bibliography: T'ang An-

tho10gies 
Y白;-t'ai hou-c郎， 252 
Yü T'i ，  238 
Yüan Chen， 10 ，  1 旬 ， 217
Yüan Chi-ch'uan， 238  
Yüan Chieh， 166， 225-38， 239-43， 263 ，  288， 

3∞， 3 06; and Kao Shih， 1 54; and Hsiao 

lndex 

Ying-shih， 244 
Yüan Te-hsiu， 227， 243-44 
Yüehfu ，  9-10， 1 3 ，  104， 1 99， 248， 288; protest 

and social criticism， 9-10， 245， 2戶， 270-
7 1 ，  304; Southeastern mode， 1 5- 16; and 
song， 的， 1 30; general referents of， 94; in 
Wang Ch'ang-ling， 闕， 99-1∞; in Li Po， 
1 1 9-30， 1 3 月 of Pao. Chao， 1 4 1 ; in Yüan 
Chieh， 229-30; in Meng Yün-ch'ing， 241 ; 
in Ku K'uang， 302; in Wei Yi峙-wu， 3 10 

Yün-hsi yu-yi， 265 
Yung-huai Ouan Chi)， 8， 1 3 2. See a1so Themes 

and subgenres: yung-huai 


