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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” & A&, a “T’ang in Full Flower.” To later readers,
this era, centered in the reign of Hsiian-tsung, possessed a unique aura of
splendor and greatness, was a moment when cultural efflorescence 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 firm-
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 of 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
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xil 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 pocts 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 T ang
myth, we realize how uncharacteristic of the period Li Po and Tu Fu were.
Later readers tended to complacency about the stature of Li 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 general 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.
Otbhers 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 T’ang poets with the poetry of their
own age. At its other boundary, the High T’ang style lingered on after the
death of its Jast major talent, Tu Fu. The real break into the Mid-T ang did
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not occur until the renewed interest in fu-ku f{ 3% in the early 790s.! 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 tl e 720s had a very different 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. Moreover, that there had been no unquestionably
major poet for centuries left ample room for genius. The poet maturing
in the 740s faced a heritage of twenty years of creative magnificence.
Thus, Tu Fu stands in the shadow of his immediate predecessors in a way
that the earlier Meng Hao-jan never did.

In addition to its purely descriptive responsibilities, literary history is
a study of poetic noris and the processes of change. Rather than try to
define the period style by a new series of attributes, I 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, coherence, and continuity of literary values. Capital
poetry refers to the norms of social and occasional poctry practiced and
appreciated by the upper circle of capital society. Members of the grcat
eighth-century clans figure prominently among its practitioncrs and recip-
ients, and it was largely through them that a poet would become “famous
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 topics of
social renunciation were domesticated to the bucolic yearnings of the great;
and we find a powerful sense of generic and subgeneric decorum, though
less rigidly limited than the decorum of court poetry. Like court poetry,
capital poetry was conceived less as an independent “‘art,” than as a social
practice, and there was a web of personal and poetic relationships linking
the court poets of Chung-tsung’s reign to the imperially favored poets of
the Yii-lan shih # % 3, an early-ninth-century anthology. This web of
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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 may have dominated the imaginations of
readers from the ninth century onward, but during the second half of the
cighth century itself, Wang Wei’s was the lingering poetic voice that
haunted the poems of lesser men. The other great names of High T’ang
poetry—Meng Hao-jan, Kao Shih, Wang Ch’ang-ling, 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
poctic 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
period 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 T’ang 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 T’ang, major 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 T’ang, but we sense in High T’ang
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 rthyme. 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 T’ang 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 T’ao Ch’ien simply because it attracted
him or because he thought it a style on which to base great poetry. But
High T ang 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, T’ao Ch’ien, Ssu-ma Hsiang-ju, Yii Hsin, Hsich Ling-yiin, and others
rose and fell with the passing decades. This excitement in the rediscovery
of the poetic past continued through the Mid-T’ang, 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 T’ang soon became themselves a burden-
some literary past. Already in the 750s poets were turning wistful eyes
back to the K’ai-yiian and early T’ien-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 T’ang began almost immediately after the An Lu-
shan Rebellion, the event that marks the end of the T’ien-pao and literary
glory. The myth was built consciously by poets like Tu Fu and Wei Ying-
wu and unconsciously by the melancholy conservatism of the later capital
poets. Mid-T’ang 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 T’ang great-
ness.

I have tried to keep this work as self-contained as possible, but it
builds on The Poetry of the Early T'ang (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 of the Early T’ang. Poems are referred to by
their numbers in Todai no shihen. Where available, 1 used critical texts;
elsewhere, | made choices among the earliest texts.
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The Beginning of the High T’ang
and the First-Generation Poets
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Early T’ang and High T’ang

During the seventh and eighth centuries, major and fundamental changes
occurred in Chinese poetry (shih 3%). 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 principles 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 primarily a history of the brcakdown
of that old world of poetry, which was threatened both by prose polemics
against it and by an increasing individuality in the poets themselves. Major
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 (lii-shih 4¥3#) had its origins in Early T’ang court poetry; the
High T’ang ku-feng & B came directly from the Early T’ang poet Ch’en
Tzu-ang B F % and the opposition poetics of the seventh century.! The
heptasyllabic songs of the High T’ang retained many of the topics, modal
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4 Early T’ang and High T ang

associations, and conventions of diction of the heptasyllabic songs popular
in Empress Wu’s reign? The conventions of a yung-wu 34y 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 T’ang.

On the other hand, during the second and third decades of the eighth
century, the Early T’ang 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 T’ang 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 T ang 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
T’ang poet was bound by decorum, the High T’ang poet was fascinated
by the lack of decorum—Dboth 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 T’ang 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 T’ang poet would love what was plain and straightforward. If
the Early T’ang poet disdained the showiness of bold metaphors and sty-
listic tours de force, then the High T’ang poet delighted in them. If the
Early T’ang poet saw poetry as essentially a social phenomenon, then the
High T’ang poet was drawn to private values and themes of reclusion,
even in social poetry.

The liberation that High T ang poets found in the antithetical impulse
was neither constant nor universal, but that impulse helps to explain the
multiple, often contradictory directions that High T ang poetry took. Par-
ticularly in the early decades of the High T’ang, the new poetry was unified
by its negative relationship to the Early T’ang: 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 T ang poets possessed the full technical
range of the court poet—and court poetry was a complex craft with con-
siderable range—but High T ang 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 T’ang 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.® 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 craft.

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 Hstian-
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.

1. The Tradition of Exile Poetry

The nature and development of T’ang poetry cannot be understood apart
from its ties to occasion. In thg 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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T’ang poets, such as Li Po and Li Ho, remotely approach such an occupa-
tional definition of poetry, and much of their work was in nonoccasional
forms such as piieh-fu. But most T’ang 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 T’ang,
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 still 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-720s, 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 T’ang. 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 of Tu Fu.

2. Eremitism and the T’ao 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 T’ao Ch’ien (365—427) a figure whose literary
gifts and poetic personality answered all their needs. T’ao’s simple diction
opposed the court poet’s artifice and refinement; T"a0’s rebellious freedom
opposed the court poet’s obsequiousness; T’ao’s emphasis on writing
poetry for purely personal pleasure provided an alternative to the social
necessity that motivated the court poem. T’ao Ch’ien was the perfect
model of the free and individual poet.’

Most High T’ang 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, T’ao 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 Yiieh left the capital for a frontier post, the
parting banquet Hsiian-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.# Even in the Early T’ang, 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 degrec 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.>

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 T’ang often 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
of 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,” ku-shih & 3%, was considered proper, often following
the model of occasional poetry in the Wen-hsiian X &. 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 & &

The poetry associated with fu-ku remained the most overt form of opposi-
tion to courtly poetics. Fu-ku ‘“‘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 fu-ku writings
gradually came to possess their own aesthetic appeal. Not only did poems
in the various fu-ku forms avoid the rhetorical devices of court poetry, their
very style carried the implicit message of rejection 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’ang fu-ku styles was often
called the ku-feng, the “‘ancient mode.” Although this term was not applied
consistently in the eighth century itself, we will regularly use ku-feng to
refer to a style modeled loosely on the shih of the late Han, Wei, and Chin
periods. Experiments in the ku-feng during the Early T’ang culminated in
the Kan-yii % # of Ch’en Tzu-ang. In the High T’ang, the ku-feng lost
some of its polemical associations and became simply one subgenre among
many. Ku-feng appear in the collections of most High T’ang poets, but
none made it the center of their poetic oeuvre as Ch’en Tzu-ang had. Its
moral authority and literary historical priority often caused ku-feng to be
placed at the beginning of collections, as in the series by Li Po specifically
entitled Ku-feng.

The ku-feng had its own themes, its own turns 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 all fu-ku forms. And through its association with the Yung-huai
%1 of the Wei poet Juan Chi, the ku-feng became the appropriate vehicle
for hidden topical commentary, a means to express socially or politically
dangerous feelings and opinions. The majority of ku-feng, however, were
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not topical: despite its mild archaism, the form also served for intense emo-
tional effusions and philosophical meditations that were not tied to occa-
sion.

s. Yiieh-fu # §§

During the Early T’ang, yiieh-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” (yu-hsia # #), and several
other conventional figures in stock situations. Though most yiieh-fu could
trace their origins to folk poetry, Early T’ang yiieh-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 yiieh-fu in the Early T’ang style, often
with a genius of craft that far excelled that of their seventh-century pre-
decessors. Modifications of courtly rhetoric, similar to those in occasional
poetry, produced an effective tension between emotionally intense situa-
tions and the detached eyes of the poetic craftsman.

The heptasyllabic song (sometimes technically a yiieh-fu, 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 assumed in such songs was that
of the carefree young nobleman who disdained social convention, and the
song form took on associations of wild behavior and free 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 yiieh-fu and song forms were transformed into
vital parts of the High T’ang poetic repertoire, yiieh-fu 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 yiieh-fu. (Among
the older titles, some still had music, while others probably did not.) Other
attempts to capture the manner of popular song were assimilated to yiieh-fu,
often under old tune titles. Literary recreations of soldiers’ songs, drinking
songs, boatmen’s songs, and love songs were written in this form.

Finally, because yiieh-fu was originally a Han poctic form often con-
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taining social criticism, it became associated with fu-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 yileh-fu in its original state. Though several of Tu Fu’s most famous
poems represent this mode of yiieh-fu, it was only a minor current during
the High T’ang, bearing fruit finally in the Mid-T’ang with the “New
Yiieh-fu” of Po Chii-yi and Yiian Chen.
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The Poets of Transition

The early years of Hsiian-tsung’s reign, from 712 until the closing of the
salons of the imperial princes in 722, saw no major poet at his creative peak.
Of the last great court poets, Sung Chih-wen was granted permission to
commit suicide in 712, while Shen Ch’ian-ch’i and Li Chiao died probably
in 714. The politically prominent and poetically gifted Kuo Chen 3t &
died in 713: his few surviving poems are remarkable achievements for
their time, almost every one anticipating the best of the High T’ang.! In
those few short years the world of poetry lost its most famous names,
but during this same period severai of the future luminaries 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 enjoying its last flicker in the salon of Li Fan,
prince of Ch’i. At the same time the new style of the transition was de-
veloping under the patronage of an eminent but unaristocratic political
figure, Chang Yiieh.

Chang Yiieh % 3. (667—730) rose from a relatively humble background
during Empress Wu’s reign to eventually become one of Hsiian-tsung’s
great ministers. His collected works survive in twenty-five chian and
contain 352 poems, making it the largest body of poetry centered in the
transition period. Chang Yiieh’s political prestige and the powers of pat-
ronage his prestige commanded made his literary tastes influential in the
early K’ai-yiian Reign. Chang’s political abilities entirely overshadow his
modest poetic talents, 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

7 new aesthetic values: his praise of the Early T’ang poet Fu Chia-mo was a
”E characteristically High T’ang appreciation of the affective force of poetic

talent, and it also deprecated the decorous timidity of public poetry: “Like
a lone peak, a sheer slope, a mile-high cliff from which dense clouds swell,

Il
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from which both thunder and lightning emerge. Truly terrifying—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 confirms 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 Yiieh’s own work contains a large number of technically
competent but utterly uninspired court poems. He lacked the keen sense of
craft, the gift for ornament, and the intuitive mastery of parallelism that\
went into the best court poetry. An ungamly 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 Hsiian-tsung’s reign. The Ming critic Hu Chen-heng
A X ¥ (probably quoting an unnamed source) succinctly evaluated Chang
Yiieh’s minor talent: “In his poetry Chang Yiieh wrote just as he pleased
and usually clumsily, but there is a clear-headed aliveness in his work.” 4

Chang Yiieh usually did not strive for the appearance of spontaneity
—what Hu meant by saying he wrote ‘“‘just as he pleased”’—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 amplification, 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:

Composition in Drunkenness B 1

I'm drunk—my joy is boundless— BEasis

In every way better than not being drunk: WAk kst ed

Each time I move it’s 2 dance, HERLE

Each time I speak it’s a poem. hiEatH
[o4771]

Such a celebration of the self and of its authentic impulses released by wine
were taboo in the social world of Early T"ang poetry.5
More significant than Chang Yiieh’s own work was ‘his support for
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younger poets. His most famous protégé was Chang Chiu-ling (chapter 3).
Chang Yiieh’s patronage of poets was in the tradition of the aristocratic
patrons of the Early T’ang: it was a mark of power and importance. But
because of the relative obscurity of his own family background, Chang
Yiieh probably took special delight in retaining members of the great
clans in his entourage. Among these was a T’ai-ylian Wang, Wang Han
X & (chin-shih 710—died, 726), a notorious drinker, huntsman, horseman,
and womanizer who served in Chang Yiieh’s government and followed
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 affectation of such behavior by later, less wellborn figures, most
notably Li Po. In his own day Wang Han was a more famous poet than
Chang Yiieh, but only fourteen of Wang’s poems survive. Several of these
are the sensual heptasyllabic songs so popular in the first decades of the
eighth century. From Wang Han the song style and the figure of the wild,
insouciant poet can be traced to a somewhat later poet, Ts’ui Hao, who
served Chang Chiu-ling as Wang Han served Chang Yiieh. Finally, 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 fallen
aristocrat—Li Po.

Wang Han’s “Liang-chou Songs” % M%) (07557-58) 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:®

In Ch’in the season of birds and flowers APt LN
surely is over now,

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

By night we listened to nomad flutes play REEN LI HHp
“Break Willow Branch, Farewell,”

It made a man’s bold spirit fail, HZARER KL
think back upon Ch’ang-an.

[07558)

One of the most common topoi in frontier yiieh-fu was to note that
spring was already passing in the Chinese heartland while it was still winter
on the frontier.” In the Early T’ang such a commonplace was the crude
material for ornamental embellishment 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 line, he knew in nediately
the effect of the flute song on the soldiers. But the poem resists the tempta-
tion to vary or thwart expectations: it states simply that they ““think back
upon Ch’ang-an,” and the neutrality of thestatementconceals 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
“universal.” This poetry is willfully naive: it pretends to represent the
thoughts of the soldiers in some authentic for n. And in the decades that
followed, 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 £ # (chin-shik 712—13) was another Wang though of a
less eminent branch of the clan. Wang Wan lived well into the High T’ang,
but he was already a famous poet during the transition period. “Reaching
the Foot of Pei-ku Mountain” (or “Mood of the Scuthland”) 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 different.
The ways in which the two versions differ 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.®

Reaching the Foot of Pei-ku Mountain RILBLT
Path for a wanderer past the blue mountains, k3% WIS
A boat moving on before the green waters. e TS )
High waters level, the two shores wide, : MNTHAH
Wind holds steady, a single sail far. HI—#8
Now sun born from sea in the last of the night, HEaL AR
Spring comes to the river in the year before. LEANEF
And where shall letters from home reach me? REME A
Migrating geese, toward the edge of Lo-yang. Bmagid
[05527)

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 little sense of the textual integrity of poems that
we observe so religiously : 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 Yiieh 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 consider the parallel relationships, the reader may
find an analogous paradox in the preceding line: hints of sunlight diffuse
through the water before sunrise and create a “sunlight at night.” It is a
daring couplet that offers a fresh perception of the relation between the
inadequate words of human time and the more subtle gradations of nature’s
time. In terms of craft, the coupletis 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 naivete 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 will call the South-
east for its directional relation 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 eighsh 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 provided scttings 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 yiieh-fu, the “Songs of Wu.”

The Southeast was probably most significant as a unifying 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-jan, 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 the
political upheavals of the later eighth century, the Southeast truly became
a safe haven and a center for poetic composition that rivalied the capital.
During the transition period, southecasterners may also have played
a role in the creation of the High T ang style. The Old T’ang History lists
a group of southeastern poets famous in the Shen-lung Reign of Chung-
tsung (705-706): Pao Jung & &, Ho Chih-chang % % %, Chang Jo-hsii
%% /& , Wan Ch’ijjung & % &, Ho Chao & #, and Hsing Chii # E.° “All
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were literary men of Wu and Yiieh, brilliant in their writing, whose fame
was spread in the capital.” 1° Elsewhere the first three of these men are
grouped with the famous eccentric and calligrapher Chang Hsii %k 7@ as
the “Four Literary Men of Wu.”” 1! 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 of both Chang Yiieh and Chang
Chiu-ling and became one of the most renowned eccentrics of the High
T’ang. He was one of Tu Fu’s “Eight Immortals of the Winecup”’and
singled out Li Po’s genius when the stiffer members of Wang Wei’s group
discreetly avoided mentioning him. Quatrains figure prominently in the
works of Ho and the other southeasterners. The T’ang quatrain, with its
roots in the yiieh-fu of the Southermn 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 southeastern poets
became famous in the early eighth century. In almost all such quatrains
poets assumed the persona of the southeasterner, and many used colloquial
phrases associated with Wu dialect in the yiieh-fu of the Southern Dynasties
(e.8.,05448 R THA R K-

The southeastern literary mode could be translated into other forms,
such as the heptasyllabic song, which was already very popular in the
capital. Chang Jo-hsli accomplished this in his famous “Spring River °
Flowers Moon Night”” #ir it A &, which evoked the languid ambience
of a Yangtze riverscape by night.!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.!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 4 %.
Though Liu’s creative life is usually dated in the 670s, it is more likely that
he was active during the transition period or shortly before.!4 By all its
dubious accounts, Liu’s life was brief and tempestuous: he was known as
a musician and a rake, and there was even a story that his uncle, Sung Chih-
wen, had him murdered because he refused to let Sung steal the sixth couplet
from the song below.!® Liu remains at best a famous name to which several
famous songs are attributed. The following piece, also attributed to Sung
Chih-wen, can be taken as representative of the heptasyllabic song style
as it was practiced in the first decades of the eighth century.
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Song for White Hair

East of the walls of Lo-yang
the flowers of peach and plum,
Flying here, flying away,
into whose yard falling now?
And the young girls of Lo-yang
grieve for their loveliness,
Walking they meet the fallen flowers
and sigh their long-drawn sighs.
This year as the flowers fall
their loveliness is changing.
Next year when the flowers bloom,
who will still be here?
For I have scen cypress and pine
smashed apart to kindling,
And heard that fields of mulberries
have changed into the sea.
Those of the past will never again
be east of Lo-yang’s walls,
-But peopie today still must face
the winds that bring down flowers.
Every year, year after year,
the flowers are always alike;
Year after year, every year,
the people are not the same.
I send these words to boys in their prime,
youths with glowing faces.
Have pity on one already dying,
a white-haired old man.
The white hair of the old man
. is truly worth your pity—
A while ago his face glowed too,
a handsome young man.
You princelings, young noblemen
beneath the flowering trees,
Clear singing, exquisite dancing
before the falling flowers,
The Chamberlain’s pool terrace,
patterned as rich brocade,
And tower and hall of General Liang
bear murals of the gods.
Then one morning lie down sick,
no one knows your name,
And the pleasures of the springtime
linger beside another.
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Eyebrows gracefully curving— TR B4 % 0%
how long can they endure?

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

Look now to where from ancient days CEE R 3 X0
were lands of song and dancing.

Now nothing more than the brown of dusk LES 3% 3
and the lament of sparrows.

(04335)

This effusive lament for the impermanence of things grew out of the treat-
ment of the capital theme in the heptasyllabic songs of the 670s. Indeed,”-
the similarities between Liu’s most famous songs and pieces like Wang
Po’s “Looking Down from the High Terrace” may have been one reason
why the dating of Liu in the 670s has not been seriously questioned.!® The
earlier songs, however, were richly descriptive, while Liu’s song is a fluid
evocation of the theme built out of redundant clichés. It possesses all the
charm of popular songs everywhere: it appeals to readers but for reasons
that do not admit close scrutiny. In the context of a poetic world where
mannered formality and sparseness of diction were mandatory, 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 of the Southern 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 between equals did not differ greatly from
that of poems to superiors, and private poetry like Yii Hsin’s might be no
less mannered than public poetry. Most social occasions in Early T’ang
poetry involved significant 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 differences 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 the recipient, private
poetry and informal occasional poetry wcre liberated to develop 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 poet mightintensify 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 differences
within informal 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-yitan Reign (713—41) 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 figures,
-especially Chang Chiu-ling ; and occasions involving poets of approximately

19
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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-
position.

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 Hsiian-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 the”
princely courts that many poets had risen to fame and imperial favor, and
a well-born young poet of the early K’ai-yiian had no reason to doubt the
continuity of this route to success. Furthermore, considering the political
instability 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 % §., prince of Ch’i ¥ ..

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 [ $1 &, found support there.
Yen had risen to fame under Empress Wu 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, Wang turned out gracious
banquet poems utterly indistinguishable from the best works of Chung-
tsung’s court (p. 29). If there was any difference with the court poetry of
earlier reigns, it was in the scope of Li Fan’s celebrations: Hsiian-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 dif-
ferent emphasis than in Chung-tsung’s reign. Two of Chung-tsung’s
favorite poets, Su T’ing # #4 and Li Yi #% X, dominated court composition.
The fundamental rules of court poetry stayed the same, but greater emphasis
was placed on the imperial theme and the augustness of imperial acts.!
Hsiian-tsung was a stronger personality than Chung-tsung, and his self-
image was reflected in the poetic tributes from his courtiers. Furthermore,
most of Hsiian-tsung’s court poets were also functioning members of the
government, in contrast to the small circle of Chung-tsung’s favorites,
whose primary qualifications were their literary talents. It was among the
true “‘poet-officials” like Chang Yiieh and Chang Chiu-ling that the im-



The Social Context 21

perial theme was particularly strong. In other poets of the court (particu-
larly among those later associated with the aristocratic faction of Li Lin-fu),
the older, celebratory traditions of court poetry rested uneasily beside the
new, imperial dignity. Hsii An-chen # % §, for example, displayed a far
sterner countenance when writing a court poem in honor of Chang Yiieh
(05760) than when accompanying the emperor on a pleasure excursion
to the Warmsprings Villa (05751). But even when Hsiian-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 yung-wu 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 from the Hsiu-
wen kuan.? By the reign of Hsiian-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 4 % 8
(successor to the literary offices of former reigns) lapsed into ceremonial
tedium, Hsiian-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 #$# &, and appointment to it was by imperial whim,
bypassing the usual qualifying procedures of the official bureaucracy. A
few years after Chang Chiu-ling offered his last turgid commemoration
of a grand court outing, the Han-lin academician Li Po was to write light,
sensual songs celebrating the beauty of the emperor’s ladies in the seclusion
of the parks of the inner court.

The power of the T’ang aristocracy had certainly not been broken
during the K’ai-yiian, but it had been forced to share power and offices
with “lowborn” figures such as Chang Yiieh and Chang Chiu-ling. What-
ever economic and social realities lay behind the rise of such men to power,
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the spiritual authority of these “lowborn” officials and, to some degree,
even of officials 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
officials of the K’ai-yilan seemed to embody values different 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 Hsiian-tsung’s imperial court, in public poems to
great officials an austere public morality was mandatory. Even eremitic
themes were acceptable, if expressed with the proper formality and moral
dimensions.

Chang Chiu-ling % 7L& (678-740) was by far the most important -
of the nonaristocratic patrons of letters in the K’ai-yiian. Chang was from
a locally prominent family of the hinterlands of modern Kwangtung, and
like many other “lowborn” officials of the K’ai-yiian, entered the central
government during the reign of Empress Wu. Passing the chin-shih ex-
amination of 702, Chang Chiu-ling had mastered the requisite craft of
court poetry with enough grace to have his work praised by none other
than Shen Ch’lian-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 often 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-level
posts until 722, when Chang Yiieh became minister. From that time until
Chang Yiieh’s death in 730, Chang Chiu-ling’s fortunes rose and fell with
those of Chang Yiieh. After his patron’s death, however, Chang Chiu-ling
rose steadily, becoming minister himselfin 734.

Like Chang Yiieh,Chang Chiu-ling gathered an entourage of literary
men around him, but this entourage was distinguished by the presence of
many of the finest poets of the eighth century. Wang Wei applied to Chang
for a position and received one; Meng Hao-jan came north from Hsiang-
yang, formed ties with the group around Chang Chiu-ling, and tried un-
successfully to pass the chin-shih examination. Although failure excluded
him from good office in the central government, Meng was later appointed
to Chang Chiu-ling’s staff after Chang’s demotion to a provincial military
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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 official,
but rather with a simple dignity achieved through the archaic mode of
Sfu-ku (05785):

Indirectly I've heard of a great and good man 8 M X &F
Who cares not of the faction a man may have known. EMERE
Nor does he barter the vessels of state HAkeE
In his constant plans for the common weal. SAAE R

Through the distorting conventions of historical hagiography itis impossi-
ble to judge the true administrative gifts of the men Chang Chiu-ling
brought into office, but Chang’s eye for literary talent is a verifiable talent
of the minister. In most cases recognition is a contributing factor to literary
genius. Those of Chang’s entourage who achieved literary fame did so
only after 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, inost 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 officialdom. He lacked
technical versatility, however, and usually avoided certain genres and sub-
genres, including yileh-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 Tzu-ang, an outlander like
Chang himself. Chang’s poetry in the direct tradition of Ch’en Tzu-ang
includes some of his works best known in later dynasties.

The most egregious example of Ch’en’s influence appears in Chang’s
Kan-yii % ® (02965-76). Like Ch’en Tzu-ang’s Kan-yii, Chang’s Kan-yii
are moral allegories and treatments of the hsien-jen 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 %3 (02960-64). 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 Cl'en Tzu-ang and the impulses 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, Chang’s oeuvre is more complacent and conservative
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’ii-chiang Collection’” (44792):
Proper in form, fullness of strength HEHEL
Subtle comprehension of Nature’s inner laws. EHRMTY

The qualities Chiao-jan admired were also stressed by later critics: Chang’s
poetry was seen to possess hsing-chi £ %, a term with strong_fu-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 #tF #
unoflicial biography of Chang Chiu-ling we read: ““The Way of his poetry
[ feng-ya R 4] is based on the dominance of ‘deeper significance’ [hsing-
chi]—not a single line in a single poem lacks it.” 3 Ssu-k’ung T'u 8] ¥ B
translated this essentially Confucian interest in ethical seriousness into the
modal poetics of the Late T’ang; he describes Chang’s poetry as shen-yii
iL#, a brooding gloom that suggests richness and depth of feeling.# 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 Chang Chiu-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 of 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 becoming increasingly frequent in the 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 being with his own complex motives for generating
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the persona. For this reason one should avoid a simpleminded biographical
criticism that easily identifies poet and persona. On the other hand, it
should be recognized that poets and readers alike might presume a poem to
be an authentic expression of the poet’s inner nature. And this presumption
partially 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 office, or-as a complaint seeking redress of wrongs.
Through the poem a person could be known.

Asa 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’iian-ch’i,
couplets like (03132):

Wind through eaves fells the down of birds, ERERE
Leaves by the window dangle spider threads. BEMAY

Hsing-chi and shen-yii, 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
his vantage point—the traditional “high place”—gazed out over the scene,
described what he saw, and drew associations to the events and problems
of his life.

Climbing a Tall Building on an Autumn Evening: KRB E S
I Gaze to Where the South River Touches the LN 5 PLER 55
Shih-hsing Road

Streaming rivulets draw back, sandflats emerge, B ATk

Frost comes down, the sky’s vault, crystalline. ERKATEH

Hunched at the railing, I gaze long and far, R - K

Path and ford draw many emotions of distant places. b S A L

Longing comes from beyond the rivers and mountains; 2 45 ok

Where my gaze breaks off, clouds and mists arise. gty

A rolling flood where nothing is distinct— GIET AN

Oh, what is accomplished from all this constant toil ? 1% 1% AT B

I came here, wind shaking my frail white locks, KERER

No one could say it shook ribbons of high office. hENEm

A stabled horse suffering cramped restraints, BELHE

A caged bird longing for faraway journeys. HKBsima

The year grows ever darker toward its close. & 1 &) 1587,

At the end of day, a pointless restlessness. R:BA Y X

All living creatures value fulfilling their natures, e LT

The bonds upon my body grow from recent fame. Y Ehit s

I look back, find I'm truly right now— AR AL

But when will ease come for sorrow at what is past? ¥ &P

[02949]

T
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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 offer 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, it did represent the height of one very compelling mood,
deepened because the author was Chang Chiu-ling, the “virtuous minister”
of the glorious K’ai-yiian.

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” (Ii £), 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, it seems that the social scope of poetry
broadened in the K’ai-yiian, but not by much. We find that more poets
were writing from a wider spectrum of the official 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 southeasterners, who fitted smoothly into capital society and
formed friendships with members of the great clans. Later in the K’ai-yiian,
outsiders to this closely knit group begin to appear, poets like Kao Shih,
Li Po, and Wu Yiin. 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 of poets, larger and more open to new talent. In contrast,
if we examine the works of poets famous in the K’ai-yiian, we find them
linked to one another by poem exchanges and stronger bonds of friendship.
At the center of this group was one poet acquainted with virtually everyone
practicing poetry in the capital—Wang Wei.
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Wang Wei
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 of Ch’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 waterfall 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, I love only stillness;

The affairs of the world touch not my heart.

I 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
official 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 Eastern Han, Chang Heng may have written a “‘Return to the Fields”

27
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fu, but 1mpenal recognition came for his fu 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 find 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 761. The major
biographical sources are in conflict, but the dates 699 to 761 are the most
plausible. Though Wang Wei’s father and grandfather were never more
than middle-level officials, they were members of the powerful T ai-yiian
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’ui, 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 it should be no surprise
that he found a warm welcome in the courts of the T’ang princes.

During his teens Wang went to the capital, ostensibly to take the pre-
liminary examination, but more likely to obtain the pationiage of an impe-
rial prince. This had long been one accepted course by which a young man
of good family soughtadvancement, and young Wang Weicouldnothave
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
decade, no one could foresee that Hsiian-tsung was to exert firm control
over his imperial family and to reign for over forty years.

Wang Wei’s collection contains a small number of juvenalia, datable
from text notes probably written by Wang Chin or Wang Wei himself.
The inclusion of juvenalia 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. It 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 in Ch’ang-an;
the occasion was the Double Ninth Festival, when it was customary to
climb some high place and think on absent friends and relations.

On the Double Ninth: Remembering My Brothers AAABELERLS
East of the Mountains
Alone in a strange land, FBALEAERE

and I here, a stranger,
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Each time this holiday comes &S
I long doubly for my kin,
And know that brothers far away ERAHESE
are climbing someplace high,
Decking themselves with dogwood twigs, wiERALY—A
short one person.
[06137])

The word repetition in the first line and the clever play on strangenesses,
doublings, and absences show a firm mastery of the court poet’s rhetorical
craft (cf. 03512-13, 03764). But young Wang Wei already infused rhet-
orical play with something deeper, a psychological seriousness and specu-
lative capability that belong firmly in the High T ang.

Wang Wei passed the preliminary examination in 717, becoming a
candidate from the capital prefecture, a position of prestige with a relative
certainty of success in the chin-shih examination. This latter he passed in 721.
During this period Wang Wei enjoyed the patronage of 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 little of his musical
interests after this period, his reputation as a painter grew and endured.
Few critics of his poetry or painting fail to cite the couplet (05864):

] erred in this life, becoming a poet. bRt ok 4
In some life before I'm sure I was a painter. 2.8 ¥

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.

It 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 of Li 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 Majesty Lends the Prince of Ch’i His Chiu- W TR E
ch’eng Palace that My Prince May Escape the # 5 R
Heat: To My Prince’s Command

The Imperial Prince withdraws afar FFAHFEH
from the Gates of Rose Phoenix,

A Royal missive lends him this distant AETiaainmy
palace of azure mists. }

Outside its windows clouds and fog BEEELEARL

rise from our very robes,
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Roll up the curtains; its streams and hills AR LAANEP
enter into a mirror.

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

From its cliffs bright colors of trees EHMME®RER
shade the latticework.

1t’s by no means certain that homes of gods A AL % b
are any finer than this, ’

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

[06057)

The fourth line probably refers to the reflectionin a lake or pool (cf. 05060.4),
but it may suggest the framing space of the window. The closing compari-
son to the dwellings 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 apotheosis like Wang-tzu Ch’iao?

After passing the metropolitan examination, Wang Wei received a
minor position in the Music Office, perhaps because of his abilities as a
musician. Soon thereafter Wang became involved in political difficulties
the true origins of which are not altogether clear: 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 his associations with the princes at a tme when
Hsiian-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 followed the exile poetry of
Tu Shen-yen, Shen Ch’iian-ch’i, Sung Chih-wen, and Chang Yiieh, 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 elements 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 significance. In the following poem from the Chi-chou journey, the
poet is scarcely present at all: 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 ' B S kP oK
Drift by boat upon the Great River, RARTE
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Massed waters touching the sky’s very edge. HAKRE XKE
Sky and waves suddenly split apart— P &AL K
The million houses of a district capital. geTEXR
And further on, see walls and market, AT
Then clearly appears mulberry, hemp. %A A
I look back toward my homeland— @8t i 2 E
Vast floods stretching to the clouds. LR E XA
[05848]

Two points in space define a journey: 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. Similarly, when
the poet’s eyes shift 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 indiffer-
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 corollary power to create interest and longing in the human
mind: it controls visual absence and loss, the necessary stimuli of desire.
The riverscape creates expectant interest in what lies 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 call it descriptive; the focus of interest lies not on what is seen but
on the interior life of the perceiving poet. But beyond the interior con-
cerns of the occasional lyric, there 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 closure 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
river.

The ornamental craft over which Wang had such perfect mastery was
avoided even more intensely in his later poetry; Wang Wei’s style achieved
an austere simplicity that became the touchstone of his individual poetic
voice. Again the poet gazes over a broad stretch of water:
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South Cottage R

A light boat goes off to south cottage; #AGEL

North cottage, hard to reach over vast waters. JbIE R IF

Look at men’s houses on the other bank— faAZAR

So far away we cannot recognize them. EETAR
[06087]

Like other quatrains from the Wang Strearn Collection, ‘‘South Cottage” is
animated by a mask of naivete and understatement built upon the kind of
structural genius seen in the preceding poem. Wang Wei also learned 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 (02612.7; 02762.15).
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-
tive value of loneliness or the positive value of reclusion.

Wang Wei returned from his Chi-chou exile sometime during the
mid 720s. Little is known of his life between his return 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 Streamn
Collection #) 4%, a small series of quatrains written by Wang together
with his friend P’ei Ti (06078—-97; 06169—88). For partings, banquets, and
yung-wu series, small collections of one or more scrolls (chiian %) were
common, but the form of the Wang Stream Collection was something new.!
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.? 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 Yii (10840-60). In aes-
thetic sensibility and intellectual interests, few T’ang poets were as far apart
as Wang Wei and Han Yii; Han’s uncharacteristically meek submission to
the model of the Wang Stream Collection suggests something of its compel-
ling influence.

In 734 Wang Wei petitioned the new minister, Chang Chiu-ling, for
a post. Chang’s circle was filled with 'men bearing surnames like Wang,
Pei %, Ts'ui #,and Wei ¥ —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, Wang 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-
tier, where he served as regional censor. Several occasional poems on fron-
tier themes and probably several of his border yiieli-fu date from this period.
Some of Wang’s border poems, such as “Army Song” #& % 17 (05782), are
among the finest of their kind, but they belong to the tradition of the man-
nered frontier yileh-fu of the Southern Dynasties. The conservatism of
Wang’s literary training 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 later in the work of
Ts’en Shen.

Arriving at the Frontier on a Mission #2EL

With a single coach I'll visit the frontiers, B oMt
And of client kingdoms, pass by Chii-ycn. BRi&ER
Voyaging tumbleweed leaves the passes of Han, FELEE
A homebound goose enters Tartar skies. SMARK
Great desert: one column of smoke stands straight; KERSHE
Long river: the setting sun hangs round. 7% 8@
At Hsiao ramparts I met a mounted messenger— EMEHZH
“The Grand Marshall is now at Mount Yen-jan.” MY AHK

[05984]

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 yiieh-
fu by the Liang poet Wu Yiin % .3 For all Wang Wei’s undeniable
originality, his work was more deeply rooted in the Early T’ang than that
of any other major 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
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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 associations with Chang Chiu-ling, he held a post that was low for
one of his age and background. From 742 until 755, when the capital fell
to the rebel army, Wang held a succession of such posts, perhaps no more
than sinecures. During the 740s and early 750s the poet probably spent most
of his time at his estate, enjoying the fellowship of his many friends and
writing poems for them on how his gates were always closed to visitors.

Like many other officials left behind in Hsiian-tsung’s unseemly flight
from Ch’ang-an, Wang Wei fell captive to An Lu-shan’s army and was
given the undesired honor of an office in the rebel government. Wang is
said to have tried desperately to avoid complicity with the rebels by taking
drugs to simulate incapacitating sickness. When the capitals were retaken,
he was imprisoned by T’ang forces on the charge of treason. Conveniently,
Wang Wei’s brother Wang Chin was then serving in the Bureau of Justice
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 rebels, a poem that obliquely 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 overwhelming—Wang Wei’s
poetic silence on the An Lu-shan Rebellion is remarkable. The fact that
Wang spent most of the rebellion in An Lu-shan’s prison is sufficient to
explain why he never wrote vehement attacks on the rebel occupation as
Tu Fu did, but his silence after his release is perhaps best explained by the
proprieties of poetic topic that Wang Wei usually followed: the rebellion
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 held a series of high posts until his death, probably in 761.
During hislast years Wang is said to have become increasingly devout as a
Buddhist layman, leading an austere and simple life. His last great poems
have a quality all their own: even Wang’s masterful descriptive powers
were abandoned, and there remained a starkness of style that avoided any
hint of artful craft.

Villa on Chung-nan Mountain ESE I 3

In middle age I grew truly to love the Way, b AT E
Now late, my home lies at South Mountain’s edge. ®E&HLE
When the mood comes, I always go alone, BEEEE
I know all about its wonders, without motive, alone. BEXTHi

I'll walk to the place where the waters end TEAER
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Or sit and watch times when the clouds rise. L &5 E ARG

Maybe I'll run into an old man of the woods— BEERE

We'll laugh, chat, no hour that we have to be home. RBEM
[05968]

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 life
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
processes of becoming. From his early years he foresaw the deepening wis-
dow, religiousness, and abandonment of worldly ties in old age, and the
poet fulfilled his prophecy for himself. The opening of the preceding poem
is a variation on a set opening trope that recurs through Wang’s poetry:

Now, late in life, I love only stillness, 8%, F 1 47 4%
The affairs of the world touch not my heart. EFAMu
[05922]

In my youth understanding was shallow, FERFA
Drove myself to study to grasp profit, fame. BETF LA
Now in winter’s clarity I see the far mountains, FARLAW
Massed snows, a frozen blue-green HERBER
And sparkling white, emerge from eastern forests, EXXE &
Stirring in me desire to leave this world. AEAEE

[05786]
Late I learned that pure and true law, XY 31311
Daily grow more distant from the crowds of men. 0HAR R
[05841])
My youth is not worth speaking of — SERRE
I saw the Way when years were already long. ESE A
[05842]

Wang had seen similar processes in the lives of others as early as his Chi-
chou exile (05853—54). The lament for passing youth and hair growing
white had little place in Wang Wei’s poetry: for him old age was a visionary
state, and in his private poetry he celebrated each stage by which it drew
nearer.
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It is difficult to know which poets were considered the greatest con-
temporaries by K’ai-yiian 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
evaluationsare not mere politeness, they involve more disturbing unknowns
suchas“precisely when’ and ““to what audience.” The K’ai-yiian and T’ien-
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 life 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 of his younger contemporaries, but he was also the central social
figure 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-yiian 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
Wei’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 stability 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
beenidentified, but on the whole, Wang’s collectionis 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 landscape poet. This image is to
some degree justified, because Wang Wei saw himself in similar terms. But
at the same time Wang Wei was one of the most social and urbane of
T’ang poets. There is great variety both in his poetry and in the facets of
of his personality. He could abandon the strong poetic identity that perme-
ates his reclusive poetry to write the most gifted and graceful court poetry
since Sung Chih-wen and Shen Ch’tian-ch’t. When he was innovative, he
could work either through the traditions of his predecessors or deliberately
take new departures. During his Chi-chou exile he created major poetry
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out of a base of Early T’ang exile poetry, but he 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 model was the “Nine Songs”
of the Ch’u-tz’u: the accepted interpretation of these poems in the T’ang
was that Ch’ii Yiian had composed them as revisions of popular shamanis-
tic performances he had seen in his exile. When Wang Wei wrote such a
poem, it carried a silent literary-historical context, a tacit assumption of
the roleof Ch’ii Yilan in his unjust exile. Thetwo 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 Lk —F= =
Yii Mountain: “Bidding the Goddess Farewell” E AP dh
In a swirl they come forward and bow B HESEH
there before the hall,
Eyes filled with love-longing BAE>RL
toward the sacred mats like jade.
She came but did not speak, RS EL
Her will was not made known,
And She is the evening rain, (F TR S AN
makes the empty mountains somber.
The pipes grieve in shrillness, N
Flurried strings throb with longing, 8% 4
The carriage of the goddess T B REHE
is about to turn majestically.
In a flash clouds draw back, BERS AR
the rain ceases,
And green stand the mountains b E kg
amid water’s splashing flow.
[05906]

In this case, the use of Ch’u-tz’u meter echoes specific source texts, but
Wang also followed in the footsteps of Sung Chih-wen by using Ch’u-tz’u
meter for personal poetry.# But Wang complicated the expressively 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: P EERGH LK
For Hsii of the Secretariat

One evening you came out 2 A
from the Secretariat,

Sad how affairs in this world of dust EEES 5%

go so of ten awry.
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You halted your horse 5 552 4t
by a two-trunked sala tree,
Gazed on green mountains, 25 LT
did not go home.
[05902]

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 (06125—31) 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 and 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, 0579899, 05760—61, 06038) 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 (05805). 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 (lii-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 imagisticclosurethat 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—a statement, a question, or an image that was so
simple or seemed so incomplete that the reader was compelled to look be-
neath it for the importance expected in quatrain closure.

The success of this new form of closure depended entirely on generic
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expectations, and Wang Wel manipulated those expectations, teasing the
reader to look for profundity beneath a mask of simplicity. The distrust of
surfaces, 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 poetry of surfaces—
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 of hiddenness 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
tradition was to alter entirely the way in which poetry was read: what was
said was no longer necessarily all that 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.s

Rapids by the Luan Trees 2RA

The moaning of wind in autumn rain, HAAX &P

Swift water trickling over stones. AR5 B

Leaping waves strike one another— PR f A0 R

A white egret startles up, comes down again. aRENT
[06090])

Even in less enigmatic quatrains, there is often a strange uncertainty about
the full significance of Wang’s flat statements.

Look Down from the High Terrace: Seeing R XX 1N
Off Reminder Li
I say goodbye, looking down from this high terrace nted 4
Where stream and plain stretch in endless distances. N B FATiR
At sunset the birds return in flight aiEREE
And travelers go on and away, never ceasing. FAETE
[06108]

The reader knows that the movenients 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 public poetry was not always mere graciousness, nor was
it always written to command. In a poem to encourage the emperor to
perform the state sacrifices on Mount Hua (05830), 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 public dignity more characteristic of Tu Fu or Han
Yii 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 III BEREREIZ
At day’s evening I see the T’ai-hang Mountains. B 7 LAAT
I fali into brooding that I cannot go. AN
“Well, tell me then, why is that so?” M B AToA R
The web of the world has snared me. @R MK
My little sister grows taller each day, kB Rk
My brothers have not yet married, N ESE S
The family’s poor, my salary low, KRHES
And our savings, not what they once were. R EIE 3
So often I have longed to fly away, R ER
But I hesitated, looked back again. B 385 A8 40 A
The site of Sun Teng’s Whistling Terrace, REEKHE
Still out there somewhere among pine and bamboo. A ARE
No, I’'m not all that far from it— aEE 4
Old friends are already on their way. YALPH
Daily the stains of desire fade away, Fkaed
Meditation’s stillness grows daily more firm. #FROLE
Suddenly I resolve to go! ZrE#ka
Why wait till my years are approaching their end? FEABE
[os861]

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 concern of Wang Wei. But in Wang Wei’s poetry this
conflict is part of a much larger pattern of renunciation. It is not simply a
stable state of conflict: there is a primary value, usually a social one, and
the dominant movement is one of negation. This central act of negation
occurs in literary terms, in intellectual terms, and in terms of the poet’s
self-image.
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The literary gesture of negation lay in 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
movement, finding in eccentricity a conscious violation of poetic decorum
and restraint. Li Po and a wide number of minor poets chose this path of
opposition in gestures of wild spontaneity, but in Wang Wei’s case, the
movement was one of negation rather than antithesis.® Wang’s character-
istic eremitic poetry 1s austere, written in a language stripped of ornament,
alanguage of basic words (05980):

The river flows out beyond Heaven and Earth, LR R s
The mountain’s color, between Being and Nonbeing. LEARP

In contrast to poets like LiPo, Wang 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 eeling. If genuine feeling is to
be present, it must be hidden, only implied, spared the manipulative self-
consciousness implicit in overt 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 2% L%

A clear stream lined by long tracts of brush, FNEE R
There horse and coach go rumbling away. 28 MM
The flowing waters seem to have purpose, Fokto A &
And birds of evening join to turn home. £ 448858
Grass-grown wallslook down on an ancient ford, XWELA
As setting sunlight fills the autumn mountains, % 8 il
And far, far beneath the heights of Mount Sung, BREZT
I return and close my gate. $FAB AWM

[05969]

Return was one of the most compelling themes in the poetry of Wang Wei
and that of his contemporaries, return 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, as well as its poetry. However, the goals of their “‘returns,” their
definitions of ‘““the natural,” were often quite different.

In Wang Wei’s poetry the dbject of a return was usuallya 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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Wang Wei’s version of freedom was a “freedom from” rather than a “free-
dom to.” As in the preceding poem, return to stillness was often indicated
in the closure of a poem by a gesture that symbolized renunciation of hu-
man society and the end of discourse—shutting a gate:

In eastern marshes, the beauty of spring’s plants, [ & F-5 4 )
In deep sorrow I shut my wicker gate. IR 4
[05970)
And he who is still—tell me why it is so LRk
That his briar gate is closed in broad daylight? Hlakxzw
(05976)

Shutting a gate is simply one of many final gestures of renunciation in Wang
Wei’s poetry. It may be a refusal to go home, thereby rejecting the social
structure of time (05968; 05981); sometimes it is an explicitly Buddhist
gesture towards asceticism and self-negation:

At sunset by the curve of a deserted pool BEFEY
I sit in meditation, mastering ZRHNER
the poison dragon of passion.
[05958]
If you would learn escape from sickness and old age, & oo R EH
For you there is only the discipline of Non-Life. RALEA
(05987]

The Buddhist allegory “Climbing Pien-chiieh Temple” £ # % ¥ il-
lustrates the progress of the soul from the illusion of the physical world to
the extinction of self 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 [llusion” of Buddhist parable, a hollow thing of outward sensual attrac-
tion that entices the weary and unenlightened soul towards enlightenment.

A bamboo path leads through the First Stage A8 e An s
Where the City of Illusion appears from Lotus Peak. iR XS
Up in its windows all Ch’u is encompassed, RP=RE
Above its forests Nine Rivers lies level. AT
Pliant grasses accepted for sitting in meditation, | RHRA
Tall pines echo with sutra chanting. T S
Then dwelling in void, beyond the Clouds of Law, *EEE)}
Observe the World, attain Non-Life. et
[05961)

The visually present landscape of a temple-visiting poem is superimposed
on an allegorical landscape, structured to lead the passive soul to transcen-
dence. Lured up the mountain by the illusory natural and architectural beau-
ty, the soul attains a vantage point that disorders its habitual perspective.
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Grasses yield softly 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 clouds, 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 illusion of beauty, we find an emblem for a rig-
orous poetic craft that exists to overcome craft.

As a progress to silence, isolation, or nothingness, the poem is an act
of regression, a return. But the poem need not regressas far as these anterior
states of Chinese cosmogony. A poem might return only as far as some
earlier kind of poetry—regression of language (05837)—or to some primal
activity such as farming (05797). One of the most interesting 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 Shih 290,
which begins:

They clear away grass, clear away bushes, KERH®
In their plowing the earth is laid open, EHMEF
A thousand pairs of plowmen turn up roots Ttk
In the marshes, on the path-banks. 1Ap8 1B 9
Here the master, here the eidest, x4
Here the younger sons, their children, 12555
Here strong helpers, here the servants B
In multitudes eating in the fields. AR L4
The men think lovingly on their wives, B4 L
The wives rely upon their husbands. i+
And sharp are their ploughshares PG ]
As they set to work on the south acres. R E &k

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

An Evening Under Newly Cleared Skies AT Y R4

Under clearing skies the plains stretch broad, ok BB
No dirt in the air as far as eyes sec. BE8A%
A city gate looks down upon a ford, IR PR & 5A
Village trees reach to the mouth of a stream. Hitako
Silvery waters bright beyond the fields, LR L] EN
Green peaks emerge behind near mountains. BEELE
These are farming months—no one takes their ease, PARMA
All the family is at work on the south acres. BEFHa

(05845]

Wang Wei’s poem begins in stillness and clarity as the eye moves over the
static relationships of the landscape and out to the edge of its broadened
field of vision. In this still 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 ease, mankind has its own harmony,
doing what is proper in the season. Itis 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 mankind is put in its proper place, in the
ancient and eternal labors of farming.

After renouncing the complexities of capital society and its poetry,
the poet “returns’ to a primal, natural state—to the stillness behind a closed
door or to the religious stillness of enlightenment or to the primitive world
of earlier poetry. Sometimes a poem will 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 stillness.

Dwelling in Ease at Wang Stream: To P’ei Ti WMNMEEESH i
Chill mountains growing ever more azure, , EL#EER
Autumn waters daily rush by. #*oka &t
I lean on a staff outside my wicker gate, 5 A 27990
Face to the wind, hear cicadas of evening. BEEELS
At the river crossing the last of setting sun, RAth%ER
A lone column of smoke rises from a village. LR
Once again I meet old Chieh-yii drunk, LR S L.
And we sing crazy songs before the five willows. E B
[05914]

Chieh-yii was the legendary “madman of Ch’u,” the representative exam-
ple of the eccentric whose seeming madness concealed true wisdom. Five
willows echoes the “Master of Five Willows,” 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 still and tranquil scene reduces
wild madness to a gentle and decorous lunacy in the landscape.

On an intellectual 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 % (“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 well,
drew terms from them, and alluded 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 Chii-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-
turn: 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 confirm 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 first story concerns 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 returned 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 of their trust, but the next time
the man returned to the shore—this time with a motive—the gulls sensed
it and fled.

Written after Long Rains at My Villa by Wang Stream Hdn H1E

Long rains in deserted forests, Hd e X
smoking fires burn slowly,

Steaming greens, boiling millet, the men FEEEMLRY
take their meals on the eastern acreage.

Over the mists of watery fields 2R koRaR
a white egret flies.

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

Here in the mountains practice stillness, Ly BB A
watch flowers that bloom for a day,

Beneath the pines fast in purity MTAETAAL
and harvest dewy mallows.

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

So why should the seagulls ever BRATEI R
suspect him any more?

[06072)

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
717 (05880). Wang reinterpreted the story in the retelling, emphasizing the
unselfconsciousness of the fisherman when he found the utopian village.
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But once the fisherman was received by the villagers and had settled for
the night, verbs of thinking, longing, planning, and remembering filled the
poem. Once the fisherman “wanted” to go home and “wanted” to return
to Peach Blossom Spring again, of course he was unable to find the way.
Wang Wei’s reinterpretation of the fable was the first of a long series of
poems retelling the story in later centuries.

Negation of will 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-
ficant elements. 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 find 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 quintessentially negative gesturcs 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 objects 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 night, REREAE
Fishermen’s houses, there evening birds return. BRIKR
Vast and empty, heaven and earth grow dark— KEXIE
The heart is as calm as the broad stream. SHLE N M

These lines work through traditional poetic associations: the single fire of
the boatmen suggests loneliness; the return of the birds calls to mind per-
sonal return and homesickness; the sunset evokes melacholy. In “Crossing
the Yellow River to Ch’ing-ho,” the poet structured the visual scenes dra-
matically 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 objective eye that reduced these fragments of the world and its own
conciousness (hsin «S “heart”/“mind”) to a series of “items’ in the calm
scene. The consciousness moves through the world with the steadiness of
the river, passing things and not fixing on them.

Wang Wert’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 example, after a poem
in praise of the capital region, Wang closed with a shift to the figure of Ssu-
ma Hsiang-ju, the Han fu writer, excluded from the delights of capital so-
ciety and sick in Mao-ling, near the capital.

Sightseeing on a Winter Day A0 %%

I walked forth from the city’s eastern gate S-S 4
And let my gaze sweep a thousand miles. Reet+2a
Green mountains stretched behind azure forests, H LEEA
The crimson sun was a ball on the level land. # 8 & i
North of the Wei, sight sped to Han-tan, JBIL A& HRER
And to East of the Passes, out of Han-ku. Mk &
A thousand directions converge on the land of Ch'in, AREFE
Satraps of the Nine Regions come to court. £ 470 M 3%
As the cock crows in Hsien-yang City, BER G P
Caps and awnings go on in succession. FE itk
The minister visits the nobility, &4a 8 7| 12
Lords banquet the royal chamberlain. Ru#iiit
Now Hsiang-ju is old and sick Mo F R &
And returns alone to Mao-ling for night. WX kTE

(05829)

The poem is a High T’ang transformation of the seventh-century song on
the capital, best represented by Lu Chao-lin’s “Ch’ang-an: ku-yi’’ (02762)
and by Lo Pin-wang’s “The Imperial Capital” (04148).7 The closing shift
from the glory of the capital region 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 recluse; Lo Pin-wang’s poem closed with Chia
Yi, the Han political writer whose talents were unappreciated. The struc-
tural convention was compelling; Wang Wei asserted his identity through
the conventions of closure, through his choice of Ssu-ma Hsiang-ju as the
outsider and emblem for himself. Hsiang-ju was the Han figure 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, assumed the role of Ssu-ma Hsiang-ju.

To Secretary Ling-hu FAREP

From Mount Sung’s clouds, from the trees of Ch'in, EEABARE
long have I dwelt apart.

A carp- -form letter-case came from afar BWAB8 4T

in it a single letter.
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Oh, ask no more of those who once were KMBEREEL
guests in the garden of Liang—
At Mao-ling in the autumn rain, % B ® S0 4o
sick Hsiang-ju.
[29160)

The pathosin the figure of the outsider was achieved in the Early T’ ang
poems by an abrupt closing shift 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, as Ssu-ma Hsiang—ju’s
former happiness as a ““guest in the Garden of Liang.” Indeed, the antithe-
tical joy 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 major High T’ang poets, only Tu Fu surpassed Wang Wei
in the seriousness of his use of the literary past.® 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 Shih-ching and Ch’u-
tz’u, Wang generally avoided the ethical fu-ku associations of those early
poems. From the tradition of the pentasyllabic shih, Wang often borrowed
elements from the poetry of Ts’ao Chih, Pao Chao, Hsieh Ling-yiin, Hsieh
T’iao, and Yii Hsin. But no poet or group of poems exerted as powerful
an appeal for Wang as the poetry of T’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 &8 Shih-p’in
# & ranked his work only in the second level of excellence. But T’ao0’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
major exception to sixth-century and seventh-century indifference to T’ao
was the Early T’ang poet Wang Chi E 4i: few poets were as exclusively
devoted to a single predecessor as Wang Chi was to T"ao Ch’ien, 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 place in the 720s
and 730s established T ao’s pre-eminence in Six Dynasties poetry, a posi-
tion never challenged in later dynasties. The T’ao Ch’ien revival began in
the works of a few poets and soon spread to the wider circle of capital poets.
In part this phenomenon reflects Tao’s genuine appeal to the new High
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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
717 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 “Offthand Compositions’ (05862), 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 Pei Ti WE+H
The scenery is lovely in the evening of the day, BFa s
As here with you I write new poems HERNH
And, calm, gaze into the distant sky, AEKLEE®
Our chins resting on our ju-yi staffs. 40 & ¥ X BR
The spring wind stirs all the plants, F-9 8 A
Orchid and iris grow by my hedge. MELRSE
Through a haze the sun warms the bed chamber 82 82 0 85 P
And a farmer comes to bring me word: BREREER
Joyously spring returns to the marshes, ik AEE
Watcrs rise, full and churning, by the banks. AAKER
And though peach and plum haven’t blossomed, wEa i
Buds and leaflings fill their branches. FEAAK
Sir, get your walking stick ready to go home— UERAEE
I tell you, it’s time for farming soon. RERRY
[05797)

Some of the echoes of T’a0’s poetry here are identifiable textual references,
while others are simply turns of phrase. Wang Wei’s fascination with T’a0’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 of the 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” L&A 8 7 4. 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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fifth line of the same poem. Wang has orchid and iris growing by his hedge,
while T’ao “picks chrysanthemums” by his. But T’ao does not lack orchid
and iris: in poem XVII of the “Drinking Wine” series, 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 wo #, “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 of T’a0’s “Moving House” series:

In spring and autumn are many lovely days, AK$4n
I climb a high place and write new poems. BEmind

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 ku-feng carried with it implicit messages of .
political concern and moral rectitude, so the style 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, Wang Wei was
not only the most prominent in his own time, he was also the earliest to
attain prominence. Meng Hao-jan was an older poet, and a few of his better
works antedate the early 720s when Wang Wei began to produce major
poetry. But Wang Wei early became an influential figure in capital poetry,
while Meng Hao-jan was at best considered an interesting provincial with
a moderate gift for poetry. When Meng Hao-jan met Wang Wei in the
capital in approximately 734, Wang Wei was the established 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.®

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 7205, Wang wrote (05846):
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In a strange land, cut off from companions, f 88 2, 1818
A lone wanderer grows closer to his servant boy. CRERES

It 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 I grow farther from flesh and-blood LR Mk
And become ever closer to my servant boy. HAEMER

One line is clearly borrowed from the other, and we can be reasonably
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 concerns 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 parallel
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 art, Tu Fu spoke of his couplets (11577):

Most known, those fine couplets that fill the entirc world. REFOERR

The individual aspects of his couplet style were one of Wang’s major
contributions to T’ang poetry: he replaced the dense, ingenious couplets
of Early 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 8.5 06035), leaving a world of simple
forms and elements in meaningful relationships. But the purity and simpli-
city of his 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 craft, the artifice of simplicity. Later critics saw
only the simplicity, the poet of nature and reclusion; but in his own time
he was, in the words of a friend, ““of this age, the master craftsman of poetry”

%X K (06199).
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The First Generation
Capital Poets of the K’ai-yiian

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
extenisive poem exchanges mark the spread of poetry as a normal part of
social intercourse among officials of the central government and the great
families of the capital. The term peet 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, as 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
accomplishments.

The primary bond between these men was social.! 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 office, with the notable exception of Wang Wei in his last
years.

The preferred themes of these poets were quietism and reclusion;
their preferred genre, pentasyllabic regulated verse. As might be expected,
occasional poetry was most common, and they preferred a relatively un-
ornamented style, but one more elegant than Wang Wei at his most austere.

52
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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 often 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-yiian 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-jan 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 fringes 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-yiian 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 find 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-yiian Reign (713-41), but their work continued through
the T’ien-pao (742-55) and, in many cases, later. Indeed, 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 of the capital; in particular, the flamboyant, imaginative style of
Li Po cast its allure over many readers and younger poets. The capital poets
generally ignored Li Po and other outsiders, holding to the decorous and
balanced style that had won them fame.

A change in generations had occurred: between 735 and the early
740s very few younger poets and appeared to join the circle of capital
poets. The new poets of the early 740s confronted a whole galaxy of
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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-lsi, Lu Hsiang, and
Ts’ui Hao formed the core of the first generation of capital poets. As major
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 will be far closer to a parting poem by Lu Hsiang than to one of Ts’ui
Hao’s heptasyllabic songs.

K’ai-yiian 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’ai-yiian, 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 & % can be taken as representative of many capital poets
of the K’ai-ylian: admired and influential in his own time, today he has
been virtually forgotten. Lu became acquainted with Wang Wei as early
as 719 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-yiieh 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-feng [in the Shih-ching].”2 Yin Fan’s modal categories of style
are difficult to define, but the description of Lu’s style represents one aspect
of the shared capital poetics, “Decorous” (ya) is the antithesis of “low”
(su #&, “popular,” “vulgar”) and suggests emotional restraint, graceful
diction, and the avoidance of certain “‘low’ themes and words. The flatness
that Lu escapes is the danger that besets a too decorous style.? This balance
of verve and restraint reflects the High T’ang sense of the Kuo-feng, at once
plain and grand. ' '
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A preface to Lu Hsiang’s works by the great Mid-T’ang writer Liu
Yu-hsi # & 4 suggests that Lu was still admired early in the ninth century.*
But during the course of the ninth century, Lu’s poetry was forgotten,
and like so many other capital poets of the K’ai-yiian, he did not figure
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 lack of strong poetic personality that caused his works to be for-
gotten.

With Wang Wei’s “Stopping by Recluse Ts’ui’s FlE4BEREHRE
Forest Pavilion”

Hidden by bamboo hear now and again shAred M4 44
a well-pulley turning,

But at his window see only TER Mm%
webs of spiders.

Our host rests ever aloof, EVNEEE 1N
and does not plead sickness—

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

[05732]

The occasional works of the K’ai-yiian capital poets had deep roots in
court poetry and the occasional poetry of the Early T’ang. Play 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 recluses. Ts’'ui Hsing-tsung, at one time
Ommissioner of the Right and himself 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, all treating different aspects of reclusion.
Ts’ui’s social status is unknown; he may well have been one of the great
Ts'ui clan of the capital, living a life of leisure in his “rustic”” villa. What-
ever Ts’ui’s rank, this is a social poem that possesses all 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 dramatically
inverted. Instead of receiving praise as an immortal who dwells among
the stars, this kind host receives praise for his rusticity and the integrity
of the recluse. (Ts’ui does not even stoop to the mendacity of a polite
fiction, unwilling to offer the conventional excuse of illness for refusing
to serve.)

Tsu Yung 783k was another early member of the capital group, a
close friend of Wang Wei and a client of Chang Yiieh. Tsu passed the
metropolitan examination in 724 or 725, then held several minor offices
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before retiring to private life. The forty-six poems that constitute Tsu
Yung’s surviving corpus are primarily occasional pieces in pentasyllabic
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” (ch’i &), for which Tsu compensated by an excellent “tone”
(tiao ). In effect, 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 followed 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 immense vocabulary of moods, styles, and themes,
each with strong literary historical dimensions. One image could evoke
Tu Fu; another turn of phrase could call to mind Po Chii-yi.

To the capital poets of the K’ai-yiian, 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 figure of genius that
Tu Fu was to become for later poets. As in court poetry, there existed a
body of themes, antitheses, stylistic devices, and structural patterns that
enabled a competent practicioner to produce fluent, 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 gradually
permeated all levels of the poetic language. Though the K ’ai-yiian possessed
a wide range of subgeneric “sets,” there were only two important period
sets—those of the ku-feng 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 poem illustrated the quatrain, the following poem by Tsu Yung
shows a successful treatment of the pentasyllabic regulated verse. The
similarity to Wang Wei is marked, but it is Wang Wei without Wang’s
genius.

The Su Family Villa - S HE

Your villa lies in a secluded spot, where NEEHE
Whenever I come, reclusion fills my heart. IR B
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The South Mountains face its doors and windows, L E PR

The Feng’s waters reflect its gardens and groves. ke @44

Its roof, covered by snows through the winter, REBAE

Its yard, darkened by shade before evening. A% A

In the empty stillness beyond the realm of men EEABI

I sit in peace, listen to the birds of spring. HLEid
[06270])

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 aesthetics 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, BEHBEHF

Drifts of snow at the edge of drifting clouds. wEFER

Beyond the woods the color of clear sky bright, HRERAESE

And in the city, increasing the evening cold. WP EK
[06291]

When these four lines were received by the official, someone rebuked Tsu Yung,
and he answered, “That’s all I had to say.” 5

The “rebuke” may have been because the set topic required eight lines,
or perhaps because Tsu ended a quatrain with a parallel couplet. Tsu’s
reply, “That’s all I had to say” (yi-chin & &, “‘meaning exhausted,” “in-
tention exhausted”), suggests two different things: either the poet’s in-
spiration had failed him midway through the poem (“That’s all I 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—*“That’s all I could say.”
On the other hand, in the context of the new aesthetics of the capital poets,
“the point has been made”—*“That’s what I had to say.” The same in-
completeness makes the closure suggestive, and the growing chill in the
city takes on a mysterious significance.®

Tsu Yung’s ambiguous reply admits his failure before the formal
demands of composition to a set topic; at 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 % &% was perhaps the finest 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. Indeed, 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 A 2L ARE
Seclusion on my mind never ceasing, ty & B
From here I'll follow whatever I meet: S EE AT 1%
Evening breezes blow my moving boat o, R KT A
On a path of flowers into the creek mouth. HERANEO
At night’sedge I turn with the western ravine, BERH&HER
Across mountains gaze on the Southern Dipper. BLEdHF
Mist over pools flies billowing, rolling, BERES
And the moon of the forest lowers behind me. KA G %K
Life’s problems and deeds have swollen now to flood, - :R P ]
My wish—to grow old, my fishing pole in hand. . HAERFL
[06417)

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
formula without deviation, amplifying it perfectly in the tripartite form.
Nevertheless, the poem is unmistakably a creation of the K’ai~yiian capital
poets. From Wang Wei’s ““Peach Blossom Spring” (05880) Chi-wu Ch’ien
borrowed impersonal narration to emphasize passivity, and the theme of
Peach Blossom Spring lies only thinly veiled beneath the surface of line
four. However, instead 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 emblem of the flux of the world, the “swelling
flood.” The resolution comes in the image of the fisherman, who like
the “Fisherman’” of the Ch’u-t2’u, moves with the processes of change and
craves no illusory 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. 25-26). 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, Wei’s, and P’ei’s. Among
these, P’ei Ti % # deserves brief mention. P’ei was Wang Wei’s closest
friend and his collaborator. 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 (06164, 06166, 06167), but none
show the quality of the Wang Stream Collection poems. There P’ei was
scarcely distinguishable from Wang Wei, even in the technique of enig-
matic, understated closure.

Striped Apricot Lodge X &

Far, far Striped Apricot Lodge, 2AX5%

Each day I climb there more often. REne R

South Ridge and North Lake— i A fLb M

I look ahead, then I look behind. CE X L
[06171]

Wang’s individual voice grew out of the shared style of capital poetry,
and the appeal of his work was such that other poets easily fell into Wang’s
personal variation of the style, especially 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 inferior, 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 collection proceeds with superlative ease,
without the least disjunctive 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 intellectual passion. However, variation from the norm
usually produced more interesting poetry. On the one hand, outsiders
like Meng Hao-jan 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 earliest members of the group, transformed the heptasyllabic song of



6o The First Generation

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 ownruggedbucolic poetry on themodel of T’ao Ch’ien.

R
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 710s or early 720s. The two poets were linked
as the rising stars of poetry in the 720s. 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-yiian and the son of the Wen-
hsiian scholar Li Shan # #: poems were often presented at introductions,
and Ts’ui Hao offered up to Li Yung a poem using a female persona. The
horrified Li Yung refused to see Ts'ui, saying, ‘“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, butin 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 a faux 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 753, 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 rake, Ts’ui preferred yiieh-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 asinglescene or fragment
of narrative, and in this they parallel the development of the quatrain
vignette by other capital poets.

A Girl on a Stream Ntk
A girl on the stream, M %
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Brightly made up this evening; 8, i &

The sun is sinking past green isles BEFAREHR
as she plies the light oars.

The sandbar long and flowers are full, TRt GE@A
there she turns her boat,

And with the darkness wavesare rising, ERpARABR
winds blast stronger still.

She tells herself that Heng-t'ang AR
is not so far away.

On the dark green river without companion i BIERIBIT
she goes alone this night.

She goes alone and touching her heart LRI RN 3 8N 4
is sorrow without end.

[06229]

From Wang Wei’s enigmatic closure to this maiden’s inexplicable sorrow,
the new K’ai-yiian poets explored the poetic power of concealment. “A
Girl on a Stream” belongs directly in the tradition of Liu Hsi-yi’s “Song
for White Hair,” and comparison reveals how much poets had learned in
the intervening decades. Beside Liu's earlier song, Ts’uf’s song is the essence
of dramatic concision. Liu elaborated each fluttering flower and fading
beauty as richly as convention and the reader’s patience would allow.
Moreover, every reader knew what a “Song for White Hair” shauld 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 T's’ui Hao’s longer songs, themes were developed in the Early T’ang
pattern, 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 dynasties, the wheel of fortune, and youth versus age was given new
vigor by a highly original frame: a youth meets an old man who recounts
his life as the scion of a great Southern Dynasties clan, how he grew up
insplendor, endured the collapse of the South, and escaped to live in poverty
(06227). 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 treatment, but Ts’ui’s frame reveals a contrary narrative impulse.
Also, 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 eighth century, and the scope of some 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”
3 # 4% , 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 of T 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 debts, 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 off 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 HALkatEk
white clouds away,

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

The yellow crane, once it has gone, ] — AWMk
will never come again,

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

Clear and bright in the sunlit stream o5 )| B B K 54
the trees of Han-yang,

Springtime’s grasses, lush and green, AL EIEBAN
all over Parrot Isle.

Sun’s setting, the passes to home— BAERMTRA
where can they be?

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

[06244)

Li Po imitated “Yellow Crane Tower” in his famous “Climbing
Phoenix Terrace at Chin-ling” (08569). According to anecdote, even the
supremely confident Li Po felt depressed at his inability to equal Ts'ui’s
poem.” 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 indifference
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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 deeper, more complex,
and of ten opposite to the surface text.

&
CH’U KUANG-HSI

His poetry lies in the traditiori of T’ao Ch’ien; 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 Cl’iian-shu)

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’ao 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
of his work; rather, Ch’u’s fame restslargely 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 first-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-hsi’s life. The bulk of
his writings, once comprising seventy chiian, 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
Treatise” in the New T’ang History (under Pao Jung), we know he was a
native of Kiangsu.® 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.? 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 Kwangtung, 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 #+%& 4, but on the other hand, he was
one of the many literary southeasterners who came to serve the central
government during the K’ai-yiian, 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 pieces, often dating from
the early 750s:in these he suffered the double disability of being 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. 177-78). With a few fine exceptions, Ch’u
Kuang-hsi’s regulated verses are no more successful.

During the eighth century native southeasterners often worked more
confidently in the “old style” forms, and there Ch’u found a congenial
style.1® As the southeastern poet Meng Chiao was to find a receptive
audience for his “old style” poetry in the fu-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-
yiteh ying-ling chi, and significantly, none of his poems were included in
the Kuo-hsiu chi, an anthology with a marked preference for regulated
forms. The dates of most of these “old style” poems are uncertain: a few
date from the mid-730s, but he probably composed them throughout his
life.

The “old style” poetry of T’ao Ch’ien served as an open model for
much of Ch’u’s best work.'! Ch’u most closely approached T’ao Ch’ien
in his poetry on farming. Representative pieces here include “Farm Life”
B X E (06503); the first and third of the series “Ten Poems to Wang
Wei’s ‘Offhand Compositions’” Bl £+ Z 418K 5+ & (06504, 06506);
“Four Poems on Farm Life: Answering Ts’ui’s ‘East Marsh Compositions’”
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BRPFXE - RF@F (06552—55); and the “Eight Various Responses
to Farm Life” & K4t #L\ & (06515-22). The final poem of the last series
1s 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, #4088
I've planted thirty acres of millet. A=+
So I've plenty of food and clothing REBRAR
And can now and again meet relatives, friends. ke Nk
In summer we have the sesame rice, LEERK
In autumn, chrysanthemum wine. KEHILA
My wife shall greet them cheerfully, BALA S
My children know to scurry away. MM A
Then at sunset we relax in the garden, AAMEBEE
Under willow and elm’s spreading shade. o) &) A& A
Staggering drunk they go home at night, B®ET A RSB
As chill winds blow through my window. TRk P
I gaze on the River of Stars so clear, HILETE
Watch the Dipper rise and sink. 16 5 &3
“We've a couple of jugs not opened yet— HAKEANM
Shaii we drink them tomorrow morning?”’ AR N T
[06522]

Wang Wei’s powerful sense of craftsmanship 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. Instead, the narrative impulse
1s dominant, and the form it takes is vignette. The art of vignette, a brief
sketch of a significant human situation, had assumed an important role in
the works of many capital poets, particularly in the poetry of Wang Ch’ang-
ling, Ts’'ui Hao, and Li Ch’i. But the gift for vignette was probably the
defining element of Ch’u Kuang-hsi’s genius, and it was applied to diverse
forms, from the first-person convivial vignette inspired by T’ao Ch’ien,
to the discursive vignettes on bucolic types, to quatrain vignettes.

Like that of T’ao Ch’ien before him, Ch’u’s poetry possessed a strong
ethical 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 moral or philosophical message was included.
In the following poem the Buddhist compassion for all living things appears
in the Confucian disguise of Mencius’s “compassionate heart.”

Farm Life BRPE

Leaves of the cattails daily grow longer, $¥nek
Flowers of apricot daily more moist: Fiae#
An old farmer has to watch for these— 2825

Crucial not to miss Heaven’s seasons. AR RS
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Greeting the dawn, I rise to feed my oxen, i A RKRYF
Hitch the pair to plow my eastern fields. BEME B
Earthworms are turned up from the soil, ¥+ Pd
And the field crows fly along after me; wE AR
A flock joins in, wildly pecking, cawing, XA %%
Sad cries, as though telling of their hunger. ot ol 4o i 4R,
My heart is filled with compassion, ENNE R T
I look on these, for both feel pain. MRS
So I give out food to the crows of the field BAADE
And turn home at sunset, my basket empty. CEL Y]
My family will chide me more than ever now, NEE MG
But this heart of mine will never change. PN W
[06503]

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” & X #
(06445); “The Herdboy” 4 ¥ #) (06447); “Picking Lotus” % i #) (06448);
“Picking Water Chestnuts” % # %] (06449); “‘Shooting Pheasants” 4} # %)
(06450); and “The Fierce Tiger” %% & %] (06451). Ch’u showed little interest
in these rural scenes for themselves; rather, they embodied philosophical
and moral values.!2

The Fisherman TR XH

The fish of the marsh love singing waters, FRAEK
The fish of the creek love to be higher upstream. KRB LA
So now, with no luck at the fish weir, BEISE
He goes down to the islet, to sink the hook. T Xi§E4H
Tangles of watergrass often block his oars, 8L 5 ef s i
A new growth of reeds conceals his boat. AW EA
Calmly he broods on the course of things, FE AR
Sits at rest, observes floating and sinking. T aERS
His white hair rising with the wind, FHBRAE
His mind drifting on, afar with the clouds. R HEHR
In the surging waves he turns back to far shores, FREEA
With the appointed tide goes down to Ts’ang-chou: E#MTEN
He goes not as slave to the physical man, . BT K®
His joy is in passive halting, drifting on. e ATk

[06446]
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Throughout the poem are terms that refer both to the physical scene and
to abstract concepts: “floating and sinking,” ‘“‘halting, drifting on” are
antithetical pairs referring to activity and quiescence, service and private
life, but they also are part of the fishing scene. The abstract patterns of natural
principle are incarnate in the rustic scene. Even the philosophical fish do
not follow poetic convention by loving the *“deepest pool,” but rather
yearn for the “source,” from stagnant marshes back to flowing 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 B X ¥
By twisting shoreline and deep pool hAEE—- LY
an old man of the mountains,
Eyes’ movement halted watching the hook, BREHALBTF
the hand does not move. )
Here, a worldly man who seeks to know WAGFHS
the fisherman’s name,

Asks him, waits long—the old man BAMRTHE o
won’t open his lips.

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

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

I suppose that single boat of his HRRAREL
has no fixed resting place—

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

’ [10384])

The fisherman’s complete freedom is here embodied in the poem itself
rather than in the physical scene observed in the poem. The absolute barrier
that separates the fisherman’s nature from that of ordinary men is enacted
by the fisherman’s silence: the “worldly man” and the equally worldly
reader can only see him from outside. There is no communication, no
attempt to expose a state of mind that cannot be exposed in the limited
language of the world. But if it cannot be exposed, at least it 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 fisherman going off into
endless movement, movement that symbolizes the passive drifting with
change advocated by the primal “Fisherman’ of the Ch’u-tz’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 true ku-feng, including poetry on immortals and on the hsien-jen shih-
chih theme. In addition to poems with conventional ku-feng titles—*‘Imi-
tations of the Ancicnt Style” #% & (06483—84) and ‘“‘ Unclassified Poems”
# 2% (06485—86)—there are five occasional ku-feng, ““ Visiting Mao Moun-
tain” # ¥ L A # (06471-75), and most of the “Ten Poems to Wang Wei’s
‘Offthand Compositions’” (06504—13).

Ch’u’s ku-feng 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.

Drifting on East Creek of Mao Mountain &N § 3
In clear dawn I climbed an immortal’s peak. R B
The peak was far, my journey did not reach its end. A& TR
Lake and river lay clear in the new light, LERE
Grasses and trees were filled with fresh color. ALY E
And I gave myself to Heaven’s harmony, M K 4 K Ao
Now moving, now halting as I pleased, b8 Kp $ 8.
And gazed at my home among white clouds, 28ty
Or set oars in movement beside clear creeks. BRFHER
Pine and cypress grow deep in the mountains, =t FE L
Unconsciously their natures are straight and true. BSHAE
[06469)

The poem is not a bad one, but it is a pastiche of styles and betrays a lack
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 | wandered to visit a famous mountain, NHF LWL
The mountain was far, set in blue mists of sky. LRkaArR

Both couplets derive from Hsieh Ling-yiin’s (Wh 25.35a):

At autumn’s end I sought a famous mountain, R &% A
The mountain was far, I couldn’t get close to it. L i AT AN i

The third couplet echoes Wang Wei’s (05862):
T’ao Ch’ien gave himself to Heaven’s purity. B4 K A

And Ch’u’s closure echoes the closure of a Sung Chih-wen poem on a
pine tree (03189): .

Its whole life long, a nature straight and alone. = F N

e e e A 3K SRR,
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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 voice.
Ch’u opened with the energetic discursiveness of Meng Hao-jan at his
best, continued with a stiff descriptive couplet followed by the “‘spon-
taneous ’ style associated with T’ao Ch’ien, and closed with a touch of
ku-feng. Sometimes, as here, Ch’u succeeded in using the voices of others
(e.g., 06632), 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
different from his discursive bucolic vignettes. He evoked scenes from the
life 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 SN

He cracked his whip passing the tavern, of, ¥ 8 A/ K
Robed in finery, roamed to courtesans’ gates, #Z AR %4879
And his fortune, a million, gone in a moment, BE—-%E
His true feelings inside, not even a hint. cHhERT

[06648]
Westward I went a thousand miles HIT—TL
Till evening’s blackness grew in cold trees, &4 K
And in darkness I heard the songs and the piping, o5 P ok A
And knew that this was the road to Ch’ang-an. oA RER
[06649)

Among the quatrain vignettes were four poems on Wang Chao-chiin,
whose legend was becoming popular among High T’ang poets, When
Wang Chao-chiin 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-chiin 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 states, or
she lived to a ripe and miserable old age in the court of the Khan. Ch’u
favored the second version of the legend.

Wang Chao-chiin (third of four) HietheF =
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At sunset the wind shakes the sand, aEXIAFTR
snow flies wildly,

Those beside her urge the lady wAnEHBLR
to change her robes of gauze.

They force her out to the forehalls ZRMRERSE
to watch the songs and dances

And together wait for the Great Khan EHBTRAEN
to return from the hunt of night.

[06660]

Among his contemporaries, 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-
yiian 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
influenced the development of short songs like Ts'ui Hao’s “A Girl by a
Stream”: Ts'ui used the devices of the quatrain—the quick shifts, the un-
expected juxtapositions—to evoke the pathos of a fragile beauty in wild
and violent surroundings, a figure similar to Chu’s Wang Chao-chiin in
the quatrain above.




Meng Hao-jan
The Freedom Beyond Decorum

I love the Master, Meng Hao-jan,

A free spirit known the whole world through.

In the flush of youth he spurned the cap and carriage,

And rests now, white-haired with age, among clouds and pines.
Drunk in moonlight, often “‘smitten by the sage,”

Or led astray by flowers he does not serve his lord.

The highest mountain—how can I look to climb it?

I can do no more than kneel to his pure fragrance.

Li Po, “To Meng Hao-jan”
[08153)

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 suffer simplification
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 capital;
he delighted in the grandeur of the Southeast’s landscapes; 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 ‘free spirit” who would
disdain “‘the cap and carriage” of office, 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, as if to prove that
the figure in the poem is indeed Meng Hao-jan.! Ultimately Li’s sketch
is no more than the icon of the eccentric recluse reduced to his essential
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attributes; it is the projection 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 Meng Hao-jan’s life. Around the
handful of datable events, several scholars have woven travelogue narratives
from the 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-jan was the eldest of the major High T’ang poets, about
a decade senior to Wang Wei and Li Po. A few of Meng’s poems are
datable to the first two decades of the eighth century, and it is clear that
Mecng 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 718 Meng went to the eastern
capital at Lo-yang, where Hsiian-tsung had taken up temporary residence;
later, in 723 and again in the early 730s, he journeyed to Ch’ang-an, taking
the chin-shih 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 figures of
the day: Wang Wei, Wang Ch’ang-ling, and Chang Chiu-ling. Following
his second trip to Ch’ang-an, and perhaps on other occasions, Meng toured
the lower Yangtze region, where he wrote some of his finest poetry.

In 737, Chang Chiu-ling was demoted to prefect of Ching-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. Ill 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 illness. 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 articulates intention”’ ( 3 % &, Shu-ching, 11, i, 24; “‘Great Preface”
of the Shil-ching); “intention,” that which one’s mind is fixed on, grows
out of an interior response to some particular event or experience of the
world. If the formulation were “poetry articulates natural principle”
(a possible Chinese rendering of the Western association of poetry and
truth), one could expect a certain consistency in the philosophical position
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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 even more various in its responses than the lyric
norm. The negative impulses in much of Wang Wei’s work defined a
strong and unif ed poetic personality; Meng Hao-jan was less obsessed,
his responses more dependent on his 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, reEIEE
I labored constantly day and night ' TRV AR
Achieving some skill in poetic composition, B AT L
But a grown man should establish himself at thirty, ZK
And I, alas, have met with no success. ok of & i

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

All my life I have yearned for true reclusion, FHREG
Days on end sought wonders beyond this world : 2R
- Here old peasants enter their fields at dawn, $EH @
And mountain monks return to their temples at night. L EsF
Clear sounds come from pine-shaded springs, RS ¥
Mossy walls filled with ancient truths. _ Y L R
I will lodge on this mountain forever, : B b
I and the world are done with each other. Jw&igE

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

I too love the pleasures of T’ao Ch’ien— K5 BR%
In orchards and gardens, no worldly cares. RE 8
Spring’s thunder splits all plants into life, AETHN
At Cold Food Festival all the neighborhood is pure. EAwARF

These various roles came easily to Meng, but he took greater pleasure in
such speculative visions of himself than in a single-minded 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; rather, it lies in the protean freedom
and joy of his transformations.

Meng Hao-jan often appeared as an exemplary recluse in occasional
poems addressed to him; however, the K’ai-yiian 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 to reclusion was clearly a form of consolation:

Close your gate fast, yearn not to leave. ISP &
Keep yourself far from worldly cares ever, AR R
Take this as the best policy— 73 %2 3 3
[ urge you, go home to your old cottage. BESE K
Sing drunkenly of wine taken in field-huts, Bk w48
Chuckle, reading the books of ancients. £EF AE
This is right for a whole lifetime— ¥A—-4%
Don’t suffer writing a ““Master Emptiness.” BRERTE
[os951]

“Master Emptiness” F & 8 was the fu of 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-jan”
was something different, not social politeness or consolation, but enthu-
siastic admiration of a personality type, 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-yiian X 4§ wrote the preface to Meng
Hao-jan’s collected works in the mid-740s, Li Po’s version of Meng Hao-
jan’s personality seems to have been widely accepted. Wang did not even
mention Meng Hao-jan’s brief service on Chang Chiu-ling’s staff or the
poet’s two unsuccessful bids for office. 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-yiian wanted an exemplary recluse, and Meng Hao-jan
was shaped to fit the mold: .
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Meng Hao-jan was a man of culture who did not serve the state, 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 fine appearance, but rather he always sought the true 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 Hao-jan’s contemporaries clearly admired his poetry, but
judging from scattered comments and the weight given his poetry in
anthologies, Meng wasranked no higherthana dozen of his contemporaries.
As T’ao Ch’ien was in his own time, Meng Hao-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-jan
specifically 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 (10616). 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 to belong. 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-jan’s poetry also corresponded to Wang Shih-yiian observation
that Meng’s “writing did not follow antiquity.”

P’i Jih-hsiu & 8 Kk (833?-83) was the first writer to 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 Hsilan-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-jan of my native region may stand beside them and not be ashamed.?

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, like 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 stuff.”# 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-jan’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-yiian. 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.’ In 750 Wei T’ao % 5 sent a
recopied and enlarged edition, based on Wang Shih-yiian’s, to the Imperi-
al Library. Despite this early work on the collection, the texts of Meng
Hao-jan’s poems are among the poorest in the T’ang, and modern editions
differ substantially.

Meng Hao-jan was the most limited of the major T’ang poets; this
is true generically, thematically, and stylistically. He wrote every few
heptasyllabic poems (five ku-shih 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 Meng’s
poems were occasional; he had no ku-feng and only a few yiieh-fut, yung-wu,
(poems on ‘“‘things’’), and private meditative poems. The limited subgeneric
range of Meng’s poetry partially accounts for a general stylistichomogeneity
in his work. He did vary the formality of his style to correspond with
the formality of the occasion, and he did mix occasional styles, but there
was little creative use of styles from 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 link the two poets; however,
their shared interest in eremitism and landscape description conceals
fundamental differences of temperament and poetic personality. Their
relationship to contemporary poetry also was different. 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 profound 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 central government, but Meng seems never to have appreciated the
extent to which the restrictive formal style was necessary. He was poorly
trained in that formal style, and his failures in the examination and obtaining
patronage suggest the great difference between private poetic talent and
the remunerative appreciation accorded to mastery of craft. Because he
was not fully aware of the difference, he never felt the fundamental oppo-
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sition between the formal and informal styles, and Wang Wei’s negative
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-jan. 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 feel that revulsion and
was capable of a lush complexity that led Tu Fu and some later critics to
filiate him to poets of the Southern Dynasties.

The capital poet, listening for the tripartite form and a harmony of
diction, could not but have been surprised to hear Meng Hao-jan 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-jan
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 FHELBELA
At dawn I wandered to visit a famous mountain. L 27 AN
" The mountain was far, set in blue mists of sky, Lit AR
Its swelling vapors covered a hundred miles, A88T7%
And I just arrived as the sun went down. AANITHE
I heard a bell’s sound at valley’s mouth, o MR
By wood’s edge recognized incense in air. o3 3 A A
So staff in hand, I sought my old friend, REFHUA
Ungirthing my saddle, halted my mount for a while. REEey
By the gate of stone a sheer ravine falls off sharply, yALE 8 33
And the path through bamboo grew darker, deeper. Y EHAR
Dharma’s companion rejoices meeting me, T8k M
In speculative discussion we do not sleep. AR AR
All my life I have yearned for true reclusion, P4 A A®
Days on end sought wonders beyond this world: ZaEe
Here old peasants enter their fields at dawn, HENAD
And mountain monks return to their temples at night. L REF
Clear sounds come from pine-shaded springs, BEAS AR
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Mossy walls filled with ancient truths. L84EE

I will lodge on this mountain forever— BTkl

I and the world are done with each other. . e Hng
[07623]

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 side, the K’ai-yiian 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, it 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’ai-yiian the concept of poetry as pure craft was waning, and a focus
of interest on the poet’s personality (exemplified in the K’ai-yiian reading
of Meng Hao-janand 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 % #) was an important concept for
Chinese quietist thinkers and appeared in various forms in the K’ai-yiian
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 recluse, as in Wang Shih-yiian’s description
of Meng: “He did not act so as to give himself a fine 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 preceding poem did conclude with a proper closing response as
the poet “‘articulated his intention” filled 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 wild, free personality was conveyed to
contemporary readers; these features enacted an authenticity and “lack of
design” quite apart from the themes of his poetry. Meng Hao-jan would
often conclude the description of an excursion by saying “‘and then I went
home”: this was not the grand, symbolic gesture of negation as in Wang
Wei’s poetry—it was simply what Meng Hao-jan did next. With his cult
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of spontaneous action and celebration of the accidental, the Sung reader
would have been less excited by Meng Hao-jan’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 Meng Hao-jan’s 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 I understand” & %o),
some subtly symbolic gesture, scene, or object. Meng Hao-jan might
provide it—but also might not.

If Wang Wei manipulated the expectations of readers, Meng Hao-jan
of ten 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 was
“wild” and ‘““did as he pleased.” Compared to the work of -many 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-yiian social poetry.

Gathering Firewood AR

I went deep in the mountains to gather firewood. FAANEL
In the mountains’ depths were stream after stream. LIRKE #
Where a bridge had fallen, arecumbentlog was clasped, EHRER
Where the road dropped sheer, hanging vines were held. Y Y E
By sunset companions had grown fewer, 0 %A%
And a mountain wind brushed my burlap robes. AR FY 3
A long song, my light staff over my shoulder, "SS5
I gazed into mist of wild plains and went home. PHELES

[07644]

“Return’ hereis simply “what happened.” The unity of the poemisneither
that of the older poetic rhetoric nor of theintellectualstructure 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-jan 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 was_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 appeared with particular force in Meng
Hao-jan’s poetry was unity of process. More than almost any poet before
him, Meng could describe a landscape changing through time, showing
a sensitive awareness of subtle gradations in light and movement. Sunrise
was one of his best topics, as in “‘Setting Out Early from Yii-p’u Pool”’:

Dawnlight in east, earliest radiance, L EUR R
Birds of isles have startled awake with a din. 2%
Still lying abed, I hear at the Yii-p’u mouth NG )
The sounds of oars being plied in the dark. # 4o 0 g
Then the sun comes out. I can tell the weather aERED
And know how broad is my river road. 5 $o i 3 K
Fair ladies, by habit rising late, AT RAE
Watch their reflections, toy with drif ting bubbles. BEFAK
We are wary of startling gibbons drinking by streams, ek EER
Or sometimes see otters offering fish. R on
Traveling by boat I feel no sorrow, AITAE£H
And still less in this clear scene’s open expanse. Rk T
[07646]

The gradual illumination of the landscape as the sun rises correlates 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 still present, the poem has the sequential unity of experience
rather than the artificial unity of rhetorical amplification. The most brilliant
of Meng Hao-jan’s dawn poems is “On P’eng-li Lake Gazing at Lu
Mountain” (07631) where the gradual illumination of Lu 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 mission (for Chang Chiu-ling?) and that he really
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 processes,
he knew how to arrange such descriptions for the most dramatic effect,
as in the following poem on watching the tidal bore on the Ch’ien-t’ang
River.

Climbing to Camphor Pavilion with Yen of Ch’ien- HARBERBEETE E
t'ang to Watch the Tidal Bore

For a hundred miles the sound of thunder rolls, FEFRE
The playing strings stop music for a while. of 4y 8138
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Out from the office a line of riders comes, AP i B ok

To await by the river a view of the tide. Ly B

Lit by the sun, fall’s clouds turn round, BAKE®R

The Po Sea’s breadth floats the skies. F R DRE

Uprearing billows come onward like snow, Y YR

And all the guests shiver, sensing the cold. — 4K
[07734]

The most famous description of the Chien-t’ang bore was in the “Seven
Stimuli” (Ch’i-fa £ 4t) by Mei Sheng # % in the second century B.c.
The fu poet was necessarily more concerned with process than any shih
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 shih,
Meng Hao-jan structures the description for dramaticeffect: first, an abrupt
crash like 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 artificed than
Meng Hao-jan’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 earlier poetscould do.

Evening View from a Boat Y 21 A4

I set my sails and gaze southeast #HELHYE
To green mountains and river kingdoms far. FLKEiE
Here prows and sterns cross in struggle for gain, BB
Coming and going at the will of wind and tide. RiE4E A #
You ask me where do I go now— P& AT
To T’ien-t’ai Mountain to visit the Bridge of Stone. kEHL 5
I sit and watch rose clouds turn evening-— L2 E5EER
They seem to be markers of Redwall Mountain. TNy

[07770]

Direction is important in this poem: the poet has a fixcd line of gaze and
travel, in contrast to other men who move back and forth without apparent
direction, men whose only goal is profit and thus live in constant insecurity,
trusting themselves to the wind and tide. The poet’s journey is linear, and
the empty spot in the vector of his southeastward movement is the North-
west, Ch’ang-an and the public life it represented. Away from those
insecurities, the poet orients himself to something fixed and secure—a
stone bridge and a mountain. The fixety and security were also spiritual,



82 Meng Hao-jan

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’ai, whose ‘“‘summit’/
“marker” $#& draws the poet onward.

Among the K’ai-yiian capital poets the technical proprieties of reg-
ulated verse forms had become fixed, and one can begin to speak of true
“genres’ like lii-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 lit-shili, neither of the middle coupletsare parallel, as the lii-shih demands.
The interlocutor of line § appeared often in K’ai-yiian 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 irregularities, often in middle couplet
parallelism, appear frequently in Meng Hao-jan’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 visionary 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 Z X401k
I love the Master of Ultimate One, Egk—F
He feeds on rose cloud, rests high on Redwall. A ERFR
I will go seek the Peak of Flowers, &E$2HE
Not shrinking from Evil Creek’s name. THELL
I rest my horse, lodge the night among clouds, L ERER
Raise sails to cleave the lake in passage, BB
Then high, high amid the azure mists EEimx
Afar | see the Bridge of Stone stretch before me. EAL R
[07729)

Meng Hao-jan recites the place names of 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 (07629)

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

As in the poem on the tidal bore of the Ch’ien-t’ang, Meng Hao-jan was
drawn to the energy and interest generated by abruptness. The parting
poet should follow the route of the traveler’s boat and close with its passage
over the horizon; Meng would begin such a poem (07617):

A swift wind blows on the wanderer’s sail, 7= B, ok 4E .
In an instant it sinks into emptiness. HBHEGTA

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, a resolution in security or in a pervasive feeling of isolation and
melancholy. Meng Hao-jan began such a poem abruptly, with a strange
sense of urgency and menace (07774):

At sunset my horse moves swiftly, nEEiFE
The town, gone to weeds, few dwell there. B AR

Similarly, sententiae were often placed in the closureas part of the response;
Meng Hao-jan placed them in the opening, where their effect 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 Hsien Mountain with Others ST 2l ),
In human affairs there is succession,-loss, AEF X H
Men come and go, forming past and present. EERKES
Rivers and mountain keep traces of their glory, LD %
Our generation also climbs here for the view. XKEHRE
The water sinks, runs shallow by Fishweir, KEBRE
The sky cold, Yiin-meng Marsh far. FXEEE
Yang Hu’s stele yet endures; E X XY
Once read, the tears soak our robes too. BREIR A
[07727]

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 indifferent 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 Yiin-
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 before, occurs now, and will occur again. The recognition
of mortality in the opening aphorism paradoxically is transformed into
a kind of immortality.®

If Meng Hao-jan sought an independent identity in 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 half 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” ¥ & 4t & » 2% A48
Many readers were attracted to the independence that ‘“‘cut away the
common style” 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’ing 7#%. Ch’ing was implicit
in Tu Fu’s comparison of Meng’s poetry to that of Hsieh T’iao, a poet
with whom ch’ing was always associated. Tu Fu refers explicitly to Meng
Hao-jan’s ch’ing in another line (11574):

Line after line of lucid poems, all worth passing on. FEHGERE

Chinese modal concepts do not fare well in translation; “lucidity,” ch’ing,
usually refers to an elegantly simple style describing situations with clear,
distinct sensations, neither too intense nor too faint. Wang Shih-yiian cited
the following couplet as an example of Meng’s ch’ing, 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, HEETE
Sparse raindrops drip the pawlonia trees. BHHER

The paleness is created by a film of cloud that dims the starlight. An
indefinite, but synasthetically appropriate relationship exists between these
pale points of light and the droplets slowly falling from the trees.
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Such minor details of Meng Hao-jan’s poetic art touched the existing
interests of contemporary readers and exemplified the K’ai-yiian 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 fallen, a recumbent log was clasped. ERRER
Where the road dropped sheer, hanging vines were held. LYYy €1

If Meng succeeded in unifying his 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 Wei’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-jan’s mysterious
closing images usually served asa modal evocation of the poet’s state of mind.

Year’s End, Returning to My Southern Mountains EESHL
I've ceased my petitions to palace gates, LR EE
I go back to a poor cottage in southern hills. LS g
No talent—my wise prince has cast me from him, L ER S
Often sick now, old friends growing fewer. % 5 AR
This whitening hair hurries on old age, adutE
As spring’s green force presses in a new year. F1EEA B
In constant depression I cannot sleep— ABRALHE
Pines and moonlight in the empty window at night. RARSE
(07767

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-jan, 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 Hsiian-tsung asked him
to recite one of his poems. Meng recited the preceding poem, and instead
of pitying the old poet, Hslian-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-jan left the capital 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-ling did.
Though several of Meng’s quatrains are among the most famous in the
T’ang, they lack Meng’s boldness, energy, and descriptive talents. The
following two quatrains are Meng’s most famous.

Spending the Night on the Chien-te River BB

I move the boat on to moor by a misty isle, BA 08 E
At sunset a traveler’s sorrow strikes anew : nEERY
The wilderness vast, heaven low upon the trees, 7 o K &4
The river clear, and the moon, near the person. Lk ABRA

[07855]
Spring Dawn F-X
Sleeping in spring, unaware of the dawn, ARLER
Then everywhere | hear birds singing. EEMEE
Last night, the sound of wind and the rain— RER &M
Flowers have fallen, I wonder how many. ks Sy
[07848]

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 first couplet the poet can verify 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” flowers 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 specifically (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-jan’s own (e.g., 07686.1).

Unlike Wang Wei, Meng Hao-jan did not seriously try to recreate
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past styles. He usually borrowed phrases out of context, and when he did
echo the original context, it was often playfully. “Boating on Yeh Creek”
offers an excellent example of such playfulness. The seventh line is taken
almost verbatim from Wang Chi’s famous “View of the Wilds” (02612),
where it represents a melancholy estrangement between figures in an
autumn scene. The eighth line is taken verbatim from the tenth of the
Nineteen Old Poems, where it is applied to the loving glances exchanged
between the Herdboy and Weaving Girl stars.

Last sunlight, some clear radiance left, 8
My light oars play among the creek’s islets. HMRALS
I love the water creatures in these clear depths, B KAy
And take my ease looking down into the current. B EH
A white-haired old man, dangling a fishing line, avEH8H
Freshly made-up, a girl washing gauze. U EY L
They look at each other, seem to know each other, nEMmin g
With longing glances they can’t get to speak. [ Y A L3
[07630]

The archetypal figure of the aloof and disinterested old fisherman is 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 fisherman (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. It is no subtle reworking of past poetry
—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 craft of capital poetry: interest in T’ao Ch’ien,
enigmatic closure, and dramatic juxtaposition. But Meng Hao-jan had an
individual poetic voice, and he did not change it in poems addressed to
Ts'ui Kuo-fu, 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
voice:
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Parting From Wang Wei CRIER

In utter stillness what times are these? REFEMTH
Every morning I return alone in vain. HETaHK
I go off to seek plants of fragrance & RS
And regret [ shall stray from a dear friend. e AR
Qf men in power, on whom can I depend? Expiag
True friends are known to be few in this age. ko3 F A%
I ought only to hold to that utter stillness, HATHRE
Go home and shut the gate of my garden. RS EAE

[07698]

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, prestige, and attraction of Wang Wei’s
poetry, but in denying himself the freedom of his own style, Meng Hao-jan
did not know quite what to say, and Wang’s austere plainness became
merely an exaggerated flatness.

Though Meng Hao-jan’s best poetry can stand beside the best of
Wang Wei, Meng was less consistently a major poet. His inspiration was
fickle and often abandoned him to mediocrity. Even at his most charac-
teristic, Meng Hao-jan’s poetic identity is more elusive than that 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.

¥
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 themselves.
Yet this obscure figure was and remains a strangely attractive poet.
Yin Fan placed Ch’ang first in the Ho-yiieh ying-ling chi, and Ch’ang’s
poems in that anthology are second in number only to the selection 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 prolific poet: his collected poems seem
to have survived intact, but they make up only one chiian.

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

Written on the Meditation Garden Behind Broken MBELFERE
Mountain Temple

At clear dawn entering the ancient temple, FRANEF
First sunlight shines high in the forest. 8 B HK
A bamboo path leads to a hidden spot, Bl
A meditation chamber deep in the flowering trees. BEHAE
The mountain light cheers the natures of birds, NI A A X
Reflections in pool void the hearts of men. BY¥EAC
All nature’s sounds here grow silent, 3R R
All that remains are the notes of temple bells. R T
[06891])

Like Meng Hao-jan, on a private occasion Ch’ang felt free to violate the
requisite middle couplet parallelism of the lii-shih. But on the whole, this
poem belongs entirely to the shared style of capital poetry.

In his other poetry, however, Ch’ang Chien showed greater inde-
pendence; for example, the following passage has a dreamy luminosity
entirely different from the sparseness of a Wang Wei or energy of a Meng
Hao-jan (06878):

Evening shines in azure mountain depths, s R 0LF
A last radiance here, at Dragonhole: REARE
A tiny boat, my thoughts as in Ts’ang-lang, BArERE
I rock in pale waters, sunk in reflections of flowers, RANER
Then drift west and into the color of sky, HEANKLE
Gaze south and confront the towers of cloud. HEHEHY

Ts’ang-lang was where the “Fisherman” of the Ch’u-tz’u floated, passively
responding to the conditions of the world around him.

There is an immense variety and originality in Ch’ang Chien’s small
collection. In frontier poetry his “Lament at the Grave of General Wang”
(06887) is a minor classic. 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 meeting the “Hairy Girl,” an immortal (06883), and a strange
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 I met an old man, ELr#FH
At the broad stream’s mouth, a stiff corpse, LohERE
His white hair mired in the brown mud, a8 EXR
His abandoned bones, the perch of ravens. kUL 5
All craft and cunning forgotten now, B35 hALE
Where does the bright soul make its way? HRSTZ
The wind blows on his fishing pole, snaps it, Bk §9 F 47

How can it now take the leaping fish? AR LR
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Wang Ch’ang-ling and Li Ch’i
New Interests in Capital Poetry

During the K’ai-yiian Reign the poets Wang Ch’ang-ling, Kao Shih, and Wang
Chih-huan were equally famous. In those days before the rebellion the three often
traveled around together. One coid day it was about to snow, and the three poets
went into a tavern, 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 eye,
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 Wu, ESHEILRANE

At daybreak bid traveler farewell, loneliness in Ch’u’s FeoHEETR LK
mountains.

If friends and kin in Lo-yang should ask you how [ am— BN K Aol

In a vase of whitest jade a heart like a sheet of ice. —hASARE

Wang Ch’ang-ling made a mark on the wall: “One quatrain for me.” Then
another musician sang:

I open the trunk, tears soak my breast, MERER
I see letters you sent me long ago. . ) LE#AE
The terrace of night lies in utter silence— REFTRE
Yang Hsiung the recluse lives here still. REFEE

91
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Kao Shih made a mark on the wall: **One quatrain for me.” Then another musician
sang [of the Imperial Consort Pan Chieh-yii, who had lost the emperor’s favor
to the Chao sisters):

Broom in her hand at break of day, golden halls open wide, AFFHAKA

She struggles to hold her moon-disk fan, both waver to and %MW AL Ao
fro.

Her face white as jade no rival to the color of winter’s crows ARTAXHE

That come now, still lit by the beams from the Palace of wEEGaHE
Shining Favor.

Wang Ch’ang-ling made another mark on the wall: “Two quatrains for me.”
Wang Chih-huan hhad been a famous poet for many years, so he said to his com-
panions: “These fellows 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 thesinging girls and said: “Let’s wait and see what she sings—
if it’s not one of my poems, I'll never dare enter into competition with you again;
but if it is my poem, then you have to pay your respects to me as the true master.”
So saying he laughed and waited her turn. In a few moments this lady with the
lovely coiffure raised her voice in song:

Yellow sands rise far away on high among white clouds, s ratM
Silhouette of a lonely fortress on a thousand-foot mountain. — kBB E ML
Why should this nomad flute be plgying wrath at the A& ARtgHr

“leaves” of willow,

Since the wind of spring will never cross Jade Gate Barrier? ABRTAERNM

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 amusing?”
Wang Ch’ang-ling and his 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 chi, an early-ninth-century collection of anecdotes]

The first song sung by the musicians was Wang Cli’ang-ling’s “At
Lotus Hall: Sending Off Hsin Chien’’ (06821). When he wrote the quatrain,
Wang was speaking about himself to someone he knew, someone who
understood certain things and felt 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 of human
lives and weather. The rain that came in the evening may have stirred a
certain mood in the two men, 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 filled 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 Wang’s life at that moment; its meaning was inextricable from how
Wang felt about himself and 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 poem about? Suppose
the listener did not know when the poem was written, or under what
circumstances, 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 lives 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. But setting aside ques-
tions of historical validity, the anecdote tells much about the presentation
of certain kinds of poetry. Not all poets and not all poetic genres were
associated with song performance; a long p’ai-lii by Tu Fu would have
made a decidedly dull (and probably incomprehensible) song. But quatrains
were often sung, especially quatrains on yiieh-fu and quasi-yiteh-fu themes
(e.g., historical vignettes like Wang Chao-chiin). The musical treatment
of the quatrain was closely related to the development of the ‘“‘song-lyric”
(tz’u #]) 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
particularly appropriate for poetry on frontier subjects.

The use of contemporary quatrains as songs for entertainment rep-
resented a fundamental change in the attitude toward poetry. Older
poetry was read and chanted both as a literary experience and as a means
to learn composition. As a literary experience, the lives of the authors and
the specific circumstances of composition were of primary interest: poems
were more strongly a peculiar form of historical representation than a
statement of universal truth. Ch’en Tzu-ang probably would not have
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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 major 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 as a convivial expression of friendship: it 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-yilan 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 elation parallel to Meng’s
own or grasp a higher truth; rather, the reader conceptualized what he
read as “knowing” Meng Hao-jan and Meng’s experience 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 yiieh-fu was the form most strongly divorced from occasion,
though they too were often used in occasional situations. Yiieh-fu was a
literary experience that was repeatable in a way that occasional poetry was
not. Yiieh-fu’s referents were general; 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
with whose fictional personae the reader could identify by the various
forms of transference that occur in fictional modes. A millenium-long
tradition of topical interpretations for famous yiieh-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 yiieh-fu. 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 context in which
the poem is “read,” and the poems become universal statements of parting
or longing. Such transformations often appeared in the change from an
occasional title to a song title; for example, Wang Wei’s “Sending Off
Yiian on a Mission to An-hsi” # 7%, —{ % & became ““The Song of the
City by the Wei” 3 th or “The Song of Yang Pass” # # th. Occasion
and the kind of reading it generated never left T'ang poetry, but the qua-
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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 all people present and future,
as well 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 “literary creation” achieved ever grander
dimensions and came to be thought of again, as it had been before in
the centuries after the Han, as the corollary 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 Cl’ang-ling is generally
acknowledged as the High T’ang master of the quatrain. Moreover,
Wang’s poems were strongly associated with music and song, as 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-ling 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-hsiu
chi, 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 literary historians
have followed him.! But that date is highly tentative. Wang Clr’ang-ling
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 fall 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 office. In 757 Wang was
executed by a provincial governor for unknown reasons.

Despite Wang Ch’ang-ling’s great popularity in the T ang, the early
textual history of his collection is obscure. There is no T’ang preface to
his works, and the large proportion of his poems also preserved in the
major T’ang and Sung anthologies might suggest that present editions
are based on a collection reconstituted in the Sung from anthology sources.
A larger collection seems also to have been in circulation in the Sung,
and this may have been the source of the large addenda that makes up
almost a third of Wang’s one hundred and ninety poems. Numerous
textual variants in his works were often the result of wide representation
in anthologies. Wang also wrote one or more critical works on style and
the technical aspects of verse, the Shih-ko # # and the Shih-chung mi-chih
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¥ ¢ # § (which may have been part of the Shih-ko). Genuine critical
material has been preserved in the Bunkyd hifuron X % % i %, and there
are Chinese editions of the Shih-ko and Shih-chung mi-chih. It is difficult
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 frontier, 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 300 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 Wang’s frontier poems are either
yiieh-fu or in the yiieh-fu manner, and this was one of the few forms in
which T’ang poets 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. Indeed, 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 poetry 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 comment, as well as to the
seriousness of critical comment, it is clear that Wang Ch’ang-ling was
Wang Wei’s most serious competitor as the most famous contemporary
poet in the K’ai-yilan 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. In the Ho-yiieh ying-ling chi Yin Fan granted to Li Po a certain faddish
interest, but he evaluated the work of Wang Ch’ang-ling with the author-
itative formulae of fu-ku literary history: “After the Ts’ao’s, after Liu
Chen, after the Lu brothers and the Hsiehs, for four hundred years all
true affective power and strength [ feng-ku] disappeared. But now we have
Wang Ch’ang-ling of the T ai-ytian Wangs.” Wang Ch’ang-ling was not
in the tradition of fu-ku poetry, even in its broadest interpretation. Yin
Fan probably used fu-ku formulae because they were the only available

iy Ay
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model of serious literary historical evaluation. “After ‘major 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-yiian Wangs.” The quality that linked
Wang Ch’ang-ling’s poetry to the masters of the past was feng-ku & ¥,
literally “wind and bone.” Feng-ku is a difficult term that meant different
things in different contexts at different times. Roughly, the ku, “‘strength”
(bones), referred to the inner structure and meaning of a poem, while feng,
“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 amplification of capital eremitic poetry. Even excluding
his interest in fictional personae, Wang 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-
ly immediate but actually trained literary responses to some integral of
qualities in a work—the theme, the fixed associations of images, the style,
the associations 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 specific components that
generated the impression. If there is no way to describe adequately Chinese
model categories, 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 category of “lucidity,” ch’ing, has appeared in con-
nection with the poetry of Meng Hao-jan, but there were many others,
for example, “manly and resolute pathos,” pei-chuang % #k; “lofty and
ancient,” kao-ku & .

Categories of mood were applied to all kinds of poetry; a poetry
whose primary purpose was to evoke a mood became something more
specific. Seeking immediacy of response, a poetry of mood had to transcend
recognizable structural patterns, to substitute mystery for coherent pro-
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positions. A poetry of mood would avoid not only the older forms of
rhetorical amplification but the more logically constructed scenes and
narratives of K’ai-yiian poetry as well. The unity and value of a poem lay
in its affect, and that affect would strive for the prerational. Contrast Chang
Yiieh, writing several decades before Wang Ch’ang-ling, on hearing
temple bells at night; he closes (04568):

Now truly I understand that at last we are on the edge of Bt
Nothingness,
Yet hollow illusions of life and death linger.3 "ML RE

Experience is rationalized into a meditation on the illusoriness of existence;
hearing the music from an unseen source was a lesson to which he responded
with the formalized conclusion “now I 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
contemplation.

Hearing a Flute on the River s M %

A flute speaks complaint to the river moon, wERTA
Where can my small boat find the music’s source? BHTRE
Notes stretching long, beyond Ch’u mountains, BRER L
Melody circling the depths of Tartar passes. w8 HAMF
Ten thousand miles apart these are, HEEHe
Yet a mind is carried that far tonight. &R
A desolate vastness, the shore turns cold, KA MK
The echoes die only in hidden forests. T
I wonder who that man might be TRBRT
Playing again the songs of Han-tan. HARE L
We water voyagers all huddle round our oars, KERH
As sky’s frost falls then, filling hearts: TE#RE M
A lean horse galloping, eyes on the north, BELLA
And exilesgrieving for songs of the Southeast. B AR A
Oh, when shall the border grasses turn white, Edsy
And our standards and banners be north of Lung Fort? A L

[06725])

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 forests, the image of the lean horse galloping 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 following 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 A#AK 5

Spend the night on water, mist and rain chill, KigEdH X
Over Lake Tung-t'ing the frost comes down faintly. AT
The moon is bright, the boat shifts on and away, ARABAE
As in night’s stillness the soul returns from dream. RiFA 5
I sense the wind pass over the lake in darkness, 2fERLE
And through its moaning hear wild geese in their flight. +EMAR

[06726]

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 increasingly subtle, and representational frag-
mentation, more daring. Ultimately these aesthetic values became one
important component 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 yiieh-fu manner.

Weritten to Serve as the Reply of My Host at Fu-feng KHEREAX
The breath of killing hangs motionless, not drifting on, BARTA
The winds are mournful, moonglitter cold, REREX
Dust swells in the distance all around, PERTE ik ]
And the traveler is lost and joyless. #F R
As ever I lodge for the night at Fu-feng, HEBEHR
Here buy some wine to case my spirit, FAWAOK
But I cannot control this heart of mine, +agrhie
Can’t tap with my sword hilt and boldly sing. X, 1 X
My host now joins me in a drink; FARK#E
Facing me he’s filled with sorrow, HERHE
Weeping first a few tracks of tears, 185 BATR
Then singing to me “Hardships of Travel.” BTz
[06694]

The rest of the poem consists of the host’s narrative of his sufferings 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 yiieh-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. Many 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 WAE &

Autumn winds cry through mulberry branches, *E B 5%

The grasses are white, fox and hare exult. LORBS

He returns from his dinner at Han-tan, KR BRY
the wine not gone from his blood,

North of the wall in Levelplain County, WILEFRLE
the great hawk held on his arm.

In the empty fortress he shoots and kills HBESRRLE
a pair of leaping tigers

And turns around to the halfmoon, @4 AIRT Y
the bow tip strung at his waist.

[06741]

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 association 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, as 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 #ELT

Long clouds from the Sea of Kokonor FTHREERTL
darken the Mountain of Snows,

From this lone fortress gaze far away to Jade Gate Barrier: RIBEZIPIM

Yellow sands, a hundred battles (5B EFELYT
have pierced our coats of mail—

If we do not smash Kroraina we never shall go home. L S EYS

[06781)

The problem lies in whether the last line is a heroic vow of self-sacrifice
by the soldiers to serve the emperor and accomplish their mission 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 AL w

Moon past its zenith, bridle-pendants stirring, ringing, A REN#

Flowers reach to springtime of a finely wrought door. tidgp &

A coiling dragon : the mirror on a stand of jade BRI LS

Awaits only she who will paint her eyebrows. HETRAA
[06764]

In the first half of the eighth century the full range of stock situations of
boudoir poetry was in the process of formation, and it is difficult to say
the extent to which the conventions in their final 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 wifé begin her toilette very early (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 following evening?
Given the conventions of 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-ling’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,
as 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-chiin, the situation
and emotion are known from a background story, and the “evidence”
itself carries the interest in dramatic contrasts. In still other cases, the concern
with illusory surfaces concealing hidden truths is brought into the theme
of the poem itself. In the following poem no reader wonders how the
lady feels: the concealing disjunction between lush surfaces and inner
emotion is exposed. The poem is from a series by Wang on Pan Chieh-yii,
one of the 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) KiERP A Z—
By the golden well the autumn leaves HEAKER
on pawlonia turn yellow,
The beaded curtain is not rolled up—last night’s frost. HBTREALE
Censer for her robes, pillow of jade lack all loveliness. P E RS AN T
She lies, listens to the clear dripping REEH THRE
of the water-clock stretch on.
[06794]

As often in boudoir poetry, there is a fascination here in the contrast between
rich surroundings and personal unhappiness. The precious censer and the
pillow of jade lose their value and beauty because their inner meaning has
changed; they were not really precious in themselves, 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, hopelessly
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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 affect; 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 musician 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 influence of Li Po seems likely. Li Ch’i may have been the youngest
of the first-generation capital poets—he passed the examination in 735
and most of his datable work comes from the T’ien-pao—and this would
support the possibility of Li Po’s influence. 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 of Li 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’ai-lii 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 EELFLR
Mountain Temple

I spent the night midway up an azure slope, rERaF
From highest chambers heard streams in darkness; S el &
There fishing boats wore their distant fires BAFEKX
And mountain chimes issued from lonely mists. L2 SRS
Halls stand mighty past cloud-covered pines, BHEE R
And the gates lie clear by the river of stars. Pk TiE S
Peaks and ridges, lower than my pillow and mat, REHE
A world here that links Heaven and man. HREAKX
Dark and dusky flowers appear in the fog, BTHLE

Glimmering stars cast their light on the stream. AR 28))
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But now eastern groves fill withdawn’s orioles, FARGE TN
Unwillingly I soon must turn back home. 1o sk F 3%
[06393]

Contrast the following ‘“‘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 of the temple at night is an imaginative
blindness that liberates the spirit from the ugly realities exposed by the dawn.

In the Chambers of Reverend Tsan at the Temple of REFHLBLOEZ=
Great Clouds (third of four)

Lamplight cast on sleeplessness, o AR RS
The mind clear, knowing wondrous scents. NS LLEE3
The halls loom high in depths of night, REBEL
And wind rattles the metal chimes. BRI
The black of sky closes the gardens of spring, XEMAR
On earth’s cool clarity hidden fragrance settles. B £ L
Far in the sky the Chain of Jades breaks 18R R
Past the roof’s iron phoenix whirling in dark flight. R
Sanscrit chantsintoned, of ten reach the outside, #xeFe ¥
Bell’s af tertones still shake my bed. 5% ;im&;ﬂz
When day breaks on the vast and fertile plain, LK 3 i
It will hurt to see sand’s brown and dust of horses. LS N. 35 3
[10544])

Heptasyllabic “old-style” poems, including heptasyllabic songs, occu-
py a much larger proportion of Li Ch’i’s collection 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 heptasyllabic songs
used traditional material associated with the form—yiieh-fu themes and
yung-wu—>but Li Ch’i also followed the T’ien-pao fashion of using the
form in occasional poetry. This use of the heptasyllabic 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 basically a nonrepresentational art, the poet
who sought to describe a musical performance was compelled to resort
to modal corellatives, scenes whose mood corresponded to the mood of
the music. Shen Ch’tian-ch’i’s ““Thunder-rumble Song” was one of the
first typically T’ang treatments of a musical performance, and it has a
verve rare in K’ai-ylian 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 closely 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 fixed associations of the musical genre.

Hearing Tung T’ing-lan Play the Nomad Pipe Sungs:
I Tell About It in This Piece Playfully Sent to

Grand Secretary Fang Kuan

Long ago the lady Ts’ai Yen
composed songs for the nomad pipes,
A full suite consisting of
stanzaseight 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 weeds,
its beacon fires cold,
A vastness of steppelands sunk in gloom,
where snow flies white.
First he strikes the note shang,
then the chiieh, then yit,
And autumn leaves in the circling wastes
tremble, rattle, break loose.
You, Master Tung,
Have reached that godlike vision—
Deep in the mountains, lurking and listening,
there come the sprites and goblins.
It may be fast, it may be slow
with the movement of his hand,
It seems to turn back, it seems to go
as 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 of Uchu nomads,
their homeland far away,
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Dust and sand around Lhasa, REFEEEAE
from which bitter wailing rises.

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

A steady wind blows the forest, K Bk HRBH M E
rain sends tiles crashing,

Cascades leap in the howling gale, #RBEAR ALK
fly to the tips of the trees,

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

The bastions of Ch’ang-an LIS &2
touch the palace’s east wall,

And the Pool of Phoenixes faces BB e 19
the blue-chain-patterned gate.

A great genius who cast from him 5 Fmeg s
all glory and all fame,

You at whom evening of day I hope to see BYEEREE
come to me lute in arm.

[06366)

When heptasyllabic songs were used as occasional poems, it 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-lan.
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-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 f ormin 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 worthies, the Yung p’in-shih 3% &+ and the Yung san-lang
%= R . 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-720s
Wang Wei was one of the first High T’ang poets to rehabilitate the form,




Wang Ch’ang-ling and Li Ch’i 107

writing three biographical sketches on local worthies of Chi-chou (05853—
$5). But Wang Wei never fully developed the form, and one of his few
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-yiian; 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-lisi’s and Kao Shih’s versions,
pp. 66—67.)

Thoughthe High T’ang eccentric was a stereotype with aniconography
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 recluse, not find 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 Hsii does not
simply inhabit a landscape poem—he acts. His actions may now seem
more comic than eccentric, but they were the kinds of actions associated
with eccentricity, just as there were fixed gestures that signified elegance,
sensitivity, or resignation.

To Chang Hsii &% ke

Master Chang has an inborn craving for wine, N R
Free and easy, no care for the world’s business. ik g
Snow-white hair, total master of cursive and script, SEREX R
Named by the age “Genius of Great Lake.” o A H
Bareheaded he rests on his folding chair, KRE AL
Gives forth three or four long bellows, £t Z AR
And as his mood comes, daubs ink on white walls, BAREELH
Waving his brush like a shooting star. BE¥wiE 2
Round his low cottage the winds moan, TARE#%
Winter grasses fill his yard. LR3RXPR
Do you wonder about his possessions? GEENE
To him things of this life are floating weeds. 4 F4oit ik
In his left hand he nibbles a crab claw, EEHEX
In his right holds alchemical tracts, rFHAE
And he stares wide-eyed at the river of stars, BaRyE
Then none can tell if he’s drunk or sober. A ko Bk fLag
His guest all come, take their proper seats HEAFA
As the dawn sun looks down on eastern walls: 8,0 B £
He serves Yangtze fish wrapped in lotus leaves, FERLS

In white bowls heaps the sweet-scented rice. b HE i
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Petty salary is beneath his concern, wET R

His spirit roams free to the world’s confines. AN

For those of the age who don’t recognize him— AREE

This is the immortal—Master An-ch’i. PR et
[06300])

The Early T’ang court poet effaced himself in his poem; the objects
of his praise were defined by the social position they held and the appurte-
nances of that position. By the end of the K’ai-yiian the new interest in
the individual had largely supplanted the older social values. It was just a
short step from character sketches by Li Ch’i and Li Po, from the attempt

to portary “‘the individual,” to the poet who sought to be *“‘the individual”
—Li Po.



&
Li Po
A New Concept of Genius

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, “Your servant is indeed
an immortal in his wine.”

from Tu Fu, “Eight Drinking Immortals” [10520]

In four lines Tu Fu succinctly enumerated the essential elements of the
accepted image of Li Po, an image that Li himself labored 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, different from ordinary men and privileged to act differently.
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 left this one great legacy to
future poets: an interest in personal and poetic identity. Mere excellence
was no longer sufficient; the poet 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 of Li Po was that Li’s art was
perfectly natural, uncontrollable, almost divinely inspired. But the real
reason that Li Po was inimitable was that Li Po’s poetry primarily con-
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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 of his career, Li Po was indeed very different
trom other poets. In the late 710s a young T’ai-yiian 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 world 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, Rk P
Peach blossoms dark, bearing dew. Wit AR
Where trees are thickest, sometimes see a deer, BIEGLE
And when noon strikes the ravine, hear no bell. b Ao o R
Bamboo of wilderness split through blue haze, K4 FR
A cascade in flight, hung from an emerald peak. FESITE 8
But no one knows where you’ve gone— BASR L
Disappointed, I linger among these few pines. Bthm=i
[08680])

Young Li Po has a good grasp of the rules of tonal balance, and like another
young Szechwanese poet before him, he aims for certain conventionally
“poetic” effects, such as using the verb “‘splits” ( fen %) to describe a disrup-
tion in visual continuity.! The verb “hung” (kua#t ) is a permissible, if
somewhat inelegant variation on the more common “suspended” (hsiian
# ) 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 different 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 “‘fault” 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 * unbalances the poem and focuses too much
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attention on a first line that is simple but aggressively brilliant; the rest of
the poem trails limply behind its brilliance. When one visits a hermit, of
course, it is entirely proper to find some evidence of the hermit’s presence
in the landscape, but “barking” is simply too noisy, and, if it must be
included, it should be placed where the “‘evidence tropc” belongs, in the
middle couplets, where its ingenuity can be muted by a parallcl.

This was a poet who surprised his readers and violated their sense of
poetic order and decorum. Poets had always taken pride in writing *‘sur-
prising” lines, as much as their readers had enjoyed being surprised, but
such delights occurred within clearly defined boundaries of taste. Many
centuries of literary experience had created these boundaries to preserve
the balance and unity of a poem. But Li Po stepped outside of these boun-
daries and found readers that loved his effrontery. 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
753, Yin Fan was to call it “‘strangeness on top of strangeness” (4 % X 4 ).

LiPo’s poem on visiting the hermit was marked by other “faults”: it
was utterly lacking in allusions, ornamentation, and elegant variation. The
ability to use allusions and ornament gracefully was a matter of study. A
line like “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 early K’ai-
yiian, 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, I see in him the potential for greatness.”?

If such a meeting did occur, it must have had a profound effect on the
young poet. Su T’ing was one of the foremost literary 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 fifth-century ruler of a semi-
barbarian kingdom in northwest China. In itself this claim would have
been little to boast of, but it happened that the T’ang royal house claimed
descent from the same prince and, through him, to the ill-fated Han general
Li Kuang. Thus, Li Po could have the effrontery to refer to members of the
royal clan as “cousins.”

It is important to remember that because Li Po’s family was not well
known and was based far in the provinces, accounts of his family back-
ground probably came from the poet himself. It surely was Li Po who
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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. All 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 well
have been a merchant. Meng Hao-jan may be considered an outsider to the
circle of capital poets because he was of a regional landholding family 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 rely solely on his native talent to succeed in the capital.

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 major regional distinction was between the areas
around the two capitals and everywhere else. But two sections were begin-
ning to develop regional poetic identities: the Southeast and Szechwan.
The situation in Szechwan was peculiar: on the one hand, it possessed a
brilliant literary past, having produced the most famous fu writers of the
Han, Yang Hsiung and Ssu-ma Hsiang-ju. On the other hand, Szechwan
had played no significant 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 rejected by the literary
arbiters of the court. He could recall 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-ju 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 literary
study until his late teens; similarly, Li Po boasted that in his teens he had
been a master swordsman and had killed 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 were acting and boasting in the context of a
set of values that differed radically from the values of the aristocratic court
poet, the serene recluse, or the Confucian moralist. This set of values was
related to the figure of the “bravo” or “knight-errant,” but more generally,
it involved expansive, generous behavior and exaggerated gestures asso-
ciated with spontaneous violation of social norms of behavior.*

Generosity and rash violence had aristocratic associations in the
stereotype of the young nobleman. In the K’ai-yiian, the spontaneous and
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eccentric genius was becoming a popular figurc, represented by men like
Chang Hsii. 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 that Szechwan was in fact a less
stable region than central China, and that violent behavior or the boasting
menace of violent, 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 figure, Ch’en Tzu-ang was a model for Li Po, and in Li Po’s Ku-
feng, Ch’en’s poetic model was also important. But Ch’en’s 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-ju had a double image. On the one hand, Ssu-ma Hsiang-ju
was the figure of popular legend who eloped with Cho Wen-chiin and
kept a tavern with her in Cl’eng-tu until her wealthy father relented and
provided the couple with an income; he was the empathetic poet who
wrote the Ch’ang-men fu on behalf of the abandoned imperial consort A-
ch’iao, through which she regained imperial favor; he was the fickle husband
who left Cho Wen-chiin for another woman and to whom Cho wrote “The
Song of White Hair” & $§§ % as a reproach.

On the other hand, Ssu-ma Hsiang-ju was the most famous fu poet of
the Han: his works overwhelmed readers with their verbal exuberance and
speculative imagination. Important in the T’ang image of Ssu-ma Hsiang-ju
as a poet were comments preserved in the Miscellany of the Western Capital
% % 332 ; these are now considered spurious, but they would have been
- thought genuine in the T’ang. In the Miscellany Ssu-ma Hsiang-ju is quoted
as having said, “The consciousness (hsin 3 , “heart”/“mind”) of the fu poet
encompasses the entire universe; this is accomplished within—it cannot be
formulated and passed on.”3 This was a grand and cosmic conception of
the nature of literary art, with parallels in Ts’ao P’i’s Lun-wen and Lu Chi’s
Wen-fu;, the poet’s consciousness was linked in a sympathetic resonance
with the order of the universe, and that order was embodied in the literary
art. Such a view of literature differed sharply from the fu-ku view of art as
an expression of cultural order and social morality, but like fu-ku, it provided
for poetry some first principle, some reason for being, which was singularly
lacking in court poetry and its successor, capital poetry. Another comment
from the Miscellany attributed to Yang Hsiung is even more important:
“Ssu~ma Hsiang-ju’s_fu do not seem to come from the human world. This
is precisely because he had attained the ultimate in ‘divine transforma-
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tion.”” ¢ 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 of Ssu-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 of Li 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 a fu-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, as 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
genius.

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 of his youth—and we should be very wary of them—he had already
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 Hsii Yii-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
background and aura of nobility, and to accomplish this he clearly was not
unwilling to shade or bend the truth. This admonishes us to regard all Li
Po’s comments on himself and his relatives with a certain skepticism, but
it also suggests how necessary such family background was for recognition
and social advancement; it is most comprehensible in the context of an
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unspoken social prominence in the backgrounds of many more reserved
poets.

Thus, Li Po married the daughter of a locally prominent family whose
ancestor had once been minister: the way Li Po himself recounted the
episode, he had just finished touring the famous Yiin-meng Marsh, cele-
brated by his “countryman, Ssu-ma Hsiang-ju,” when “I was summoned
by the family of Minister Hsii, who gave me to wife his granddaughter, and
I rested from my travels there.” 7 In fact, Hsii Yii-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 originally 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 influential Han
Chao-tsung. 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 first 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 Yiin on Mount T’ai. Wu was sufficiently
impressed by Li Po to arrange an introduction for Li when Wu was sum-
moned to the court in 742. Li managed either to impress or amuse Hsiian-
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 attendance on the emperor. The Han-lin’s function and com-
position changed greatly through the course of Hstian-tsung’s reign, but it
contained everything from classical scholars and literary men to diviners,
doctors, and entertainers. Thus, in a very short time, Li Po found himself
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close to the emperor, having completely circumvented the usual channels
of family, 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 different 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 garden, Li Po was supposed to have composed three songs to
the ch’ing-p’ing melody. These were sung to the imperial couple by Li
Kuei-nien, the emperor’s chief musician. The following is the first of the
series:

Clouds call to mind her robes, FEREIERAE
the lowers recall her face.

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

If you don’t see her in gods’ abode, ZAEXERLBEL
on the mountain Hoard of Jade,

You can surely meet her in moonlight, ¢attATH
there on the Terrace of Jasper.

[08019]

The wine, Li Kuei-nien’s singing, and Yang Kuei-fei’s plump body may
have made this very stimulating for Hsiian-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 tell of his habitual drinking, his eccentricity, and his lack of
ceremonial respect when appearing beforethe emperor. Hereitisimpossible
to separate fact from fiction. A certain amount of insouciance was not only
permitted to someone in L1 Po’s position, it was positively admired. Li Po’s
reputation as an “‘interesting person’ certainly was an important factor in
Hstian-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 court, Li Po’s erratic behavior was part of
his chosen role, but it was not, as some biographers have seen it, an indica-
tion of a genuine disdain for position. Li wanted recognition: he showed no
unwillingness 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. However, T’ang readers took the same delight in
indiscretion that the emperor did, and anecdotes of Li Po’s behavior were
embellished and exaggerated.
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One famous anecdote was told first by Li’s friend and first editor Wei
Hao #L%§: 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 literary scholar the legend is ultimately far
more important than the man, for much of Li 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 755, 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. It was not long, however, before Li Po found himself in
trouble: after Hsiian-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 anindependent state in the region. On his way down the
Yangtze to take Yang-chou, the prince picked up Li Po and kept him on
board as the literary adornment of his tiny court. At Yang-chou the prince’s
army was routed, and Li Po escaped in the general flight. The extent of Li
Po’s treason is unclear: Li himself claimed that he had been a prisoner and
had escaped before the expedition reached Yang-chou; however, Li also
wrote poems for the expedition that pretend, at least, that it was under the
command of the central government. It is possible that Li was naive enough
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to believe this, but more likely it was the polite fiction of a prisoner or
collaborator.

Soon after the prince of Yung’s army was destroyed-early in 757, Li
was arrested and imprisoned at Hsiin-yang. Laterhe wasgivena conditional
release, and he resumed his wanderings, constantly petitioning for the
imperial pardon that he finally received in 759. He spent his last years
traveling 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 calligrapher Li Yang-ping % f§ 7.

One of Li’s earliest works had been an exuberant, visionary fu on the
P’eng, the Great Bird described in the first chapter of the Chuang-tzu. The
P’eng was a poetic and philosophical symbol of a greatness that transcended
the 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 fu was gone, and in its place appeared a bitter
pride:

The Great Bird flies/ AERTENE
shakes world’s edge with wingbeats,

Then broken midsky/ P RETHTHK
his might cannot save him.

His aura will linger still/ AR T Y
myriad ages,

He roamed to Fu-sang/ #HETNLD
there caught his left sleeve.

If you, born later, comprehend this, HARZ N
pass it on—

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

[08147]

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

It is difficult to follow the growth of Li Po’s poetic reputation through
his lifetime 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 major poet,
much less the major poet of the T’ien-pao, as he was later considered. Li’s
poetry was well represented in the Ho-yiieh ying-ling chi of 753, but Yin Fan
did not accord to him the superlative evaluations that he generously applied
to several other poets. In the Kuo-hsiu chi, mainly concerned with tonal and
sound values in poetry, Li Po was not represented at all; the Kuo-hsiu chi
was compiled in the late 750s or early 760s and represents the postrebellion
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, particularly in the
Southeast. By the early ninth century the writers around Han Yii and Po
Chii-yi considered both Li Po and Tu Fu the greatest and most exemplary’
poets of the High T’ang. Since that time Li Po’s shared pre-emincnce with
Tu Fu has been virtually unquestioned, and relative evaluation of the two
poets has grown into a popular critical pastime, particularly in the twentieth
century.

As with the works of Meng Hao-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 Tsao-t'ang chi % % %, edited by Li Yang-ping,
and the older Li Han-lin chi % $3# 4%, 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 different versions of the same poem, some-
times under the same title and sometimes with a different title. These may
represent different drafts, differences between the first two editions, versions
taken from anthologies, or modification 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 # f % went so far as to admit only 122 of Li’s over 1100 poems as
genuine.® The situation is probably not as bad as Kung Tzu-chen believed,
but one should exercise caution with poems whose authenticity is in doubt.?

Yiieh-fu and “‘songs” (ko-hsing % 17) make up about one-fifth of Li
Po’s collection in its present form. The “songs” are mostly written in the
yiieh-fu manner, but they differ from traditional yiieh-fu in two ways: first,
the “‘songs” were not written to traditional yiieh-fu titles (though some
yiieh-fu were not either); second, the songs tend to be more occasional than
the yiieh-fu. The second distinction is not hard and fast, but it is probably
the more significant in the T’ang perception of genres. During the T’ang,
Li Po was best known for his yiieh-fu and songs: not only were they the
most widely anthologized of his works, they also occurred in anecdotes
and comments about his poetry far in excess of their proportions in his
present collection.
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Li Po’s contemporaries found his yiieh-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, classified, and evaluated
in the eighth century, but in the following progression of comments, we
can see something of the changes in taste that were occurring in the first
half of the century.

Both poems are equally matched in craftsmanship, but Shen Ch’iian-ch’i’s last
couplet goes:

This humble courtier would carve rotting stuff,
And & ashamed to 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 closes:

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-erh, giving her judgment at a poetry
competition in 709)

At his leisure Meng Hao-jan visited the Imperial Library and under an autumn

moon and the recently cleared skies, a poetry party was held there. Meng wrote
a couplet that went:

Faint clouds pale the river of stars,
Sparse raindrops drip the pawlonia trees.

All the party sighed at its perfect lucidity.

[Meng Hao-jan appearing before Chang Chiu-ling and Wang Wei in the
early 730s: from Wang Shih-yiian’s preface)

When he [Li Po] was in Ch’ang-an [ca. 742] the director of the Iimperial Library,
Ho Chih-chang, named him the “banished immortal,” and when he read Li’s
“Song-of the Reosting Crows,” Ho said, “This poem could make gods-and -
ghosts weep.”

[Fan Ch’uan-cheng’s tomb inscription for LiPo)

Shang-kuan Wan-erh’s comments looked first 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-jan’s couplet: the couplet was ch’ing-chiieh (ik %),
“perfect lucidity,” understood in 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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literary values that are different in kind from the two earlier comments.
Such a comment was directed to the affective 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 limits of literature. The *‘sigh” accorded to
Meng Hao-jan’s couplet was an affective recognition of great talent, but it
remained essentially within the decorous boundaries of poetry. To speak of
“making gods and ghosts weep”” was a recognition of genius, and genius
demanded a response more than the merely human. Ho’s praise of “‘Song of
the Roosting Crows” was not unique: in Li Ch’i’s song, Tung T’ing-lan’s
music had drawn the minor divinities of the landscape to listen 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 literary world of the capital, the
capital poets politely 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, like Ho Chih-
chang, and impressionable younger poets, like Ts’en Shen and Tu Fu. AsHo
Chih-chang’s praise of “Song of the Roosting Crows” represented literary
values different from those of the capital poets, so the song itself was al-
together different from the restrained austerity of a Wang Wei.

Song of the Roosting Crows ik
The time when the crows are roosting B&E L HHG
on the terrace of Ku-su
Is when, in the Wu king’s palace, ‘ AITINEH
Hsi Shih is growing drunk.
The songs of Wu and dances of Ch’'u— REREDLAS
their pleasure had not reached its height,
As the green hills were about to swallow & EX A
a half side of the sun.
From waterclock more and more drips away, RBubEHBKS
from the basin of gold with its silver arrow, -
And they rise and they watch the autumn moon AREXARILIK
sink down in the river’s waves,
As in the east the sun grows higher, RS BT
what shall their joy be then?
[07929]

Every contemporary reader knew the legend, knew that while the king of
Wu was carousing with his lovely consort Hsi Shih, his kingdom was
about to fall to the forces of Yiieh.!?

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’ang-ling and Ch’u Kuang-hsi were closest to Li’s ““Song of the Roosting
Crows,” but they may postdate it. To treat a historical thenie, most poets
before the 740s would turn to the huai-ku, a meditation occasioned by a
visit to an ancient site. The huai-ku might indeed contain a few lines of
speculation on what the site had been like in the past, but the 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 yiieh-fu themes. Beginning in the
last 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.
It appeared in some of the visionary allegories of Ch’en Tzu-ang’s Kan-yii
and in the heptasyllabic songs of the early eighth century. Later it appeared
in Wang Wei’s youthful “Ballad of Peach Blossom Spring” (05880) 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, HELTE

So how could Hsi Shih stay long unknown? Y R V&

One morning, just a girl by the streams of Yiieh, B R EL

That evening, a consort on the palace of Wu. EER T4

When poor she was thought no different from others, weE%g

When great, they realized how rare she was. FEFEHR
[from 05851]

The exemplary, typological aspects of the legend, which play no role in
Li Po’s poem, dominate Wang Wei’s treatment. Wang Wei’s exposition
is supremely rhetorical: thesis (““Voluptuous beauty . . .); specific example
(“So how could Hsi Shih ...); amplification 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
surface and its more complicated, tragic significance in terms of the Hsi Shih
legend. The royal couple’signorance of their 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 mountains,
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the season is autumn, the moon is sinking into the river, and the rising sun
will 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 difference between illusion and reality. It played no role
in the touching gestures of the quatrain vignettes of Wang Ch’ang-ling and
Ch’u Kuang-hsi, but it dominates every line of Li Po’s poem. If it appeared
at all in earlier Chinese poetry, it was exceedingly rare, and its impact on
contemporary readers must have been tremendous. Its affective 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” Fi& # (07926). There had never been anything like it in Chinese
poetry. Yin Fan called it a ‘“‘strangeness on top of strangeness’ and filiated
it to the Ch’u-tz’u tradition. The filiation was appropriate for several
reasons: first, the visual imagination was at its height in the Ch’u-tz’u, with
its visionary flights through the cosmos, its demonic scenes, and its gods™nd
goddesses. Second, the ritual pattern of the “Summons to the Soul” 34

“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 traveler 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-hsii-hsi!!!! Sheer!! High!!! BTRATFHR
The roads to Shu are hard, BEAZRBEAL
harder than climbing the blue sky. FK

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 X p AN Ed
make the six dragons turn back the sun. 51

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

This place is so dangerous. Lt
You, you poor traveler on a journey EHEAZA
from faraway parts, NEFRE

why on earth have you come?
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This was more lively entertainment than most readers of yiieh-fu were
accustomed to.

Li Po clearly delighted in whatever would shock the supremely shock-
able sensibilities of his contemporaries. The bravo was a common enough
topic in yileh-fu: his courage was praised, or his life was lamented if he spent
it in unrewarded service. The bravo’s values were in conflict with those of
the capital elite, and poets were usually careful not to point up the con-
tradiction. Li Po not only emphasized the diff erence between the two sets
of values (07932):

Never in his entire life (#HER)EF
did he read a single word rE—F¢

he even placed the scholar at a disadvantage by comparison:

Men of learning fall short of the bravos— BET AN

White-haired they will draw their curtains, & BT wMITHE

teach their disciples,
and what good will it do them?

To lament “‘time’s swift passage” was one of the oldest and most com-
mon of yiieh-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 B AN AT

The sun comes up from its nook in the east, IS

Seems to rise from beneath the earth, B8 3 S

Passes on through Heaven, BRANE
sets once again in the western sea,

And where, oh, where, can its team of six dragons REEMAELYE
ever find any rest?

Its daily beginnings and endings, AEHBRETEL
since ancient times never resting.

And man is not made of its Primal Stuff— ARAAERR S
how can he linger beside itlong? -~ - Z K FFta

Plants feel no thanks for their lowering in spring’s wind, %7 # %) & &,

Nor do trees hate losing their leaves ARBEIKK
under autumn skies:

Who wields the whip that drives along PRBERIERT
four seasons of changes—

The rise and the ending of all things EX VL3 88
is just the way things are.

Hsi-ho! Hsi-ho! $fo0 £ Ao

Why must you always drown yourself ) kEaAAREILR

in those wild and reckless waves?

What power had Lu-yang BT
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That he halted your course by shaking his spear? BIREX

This perverts the Path of things, FERE
% $
&

errs from Heaven’s will—

So many lies and deceits! £
I’ll wrap this Mighty Mudball of a world HFEIERAR
all up in a bag
And be wild and free like Chaos itself! RS ER A
[07950]

The hysterical protagonist that appears in many of Li Po’s yiieh—fu was not
without antecedents: similar railing appeared in some of Lu Chao-lin’s
work, especially at the close of his “Hard Traveling (02761), and earlier in
some of Pao Chao’s yiieh-fu.

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-
protagonist projected a frenzied intensity. Li Po’s yiteh-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” # it #:

Look there! Z1RA
The waters of the Yellow River, FETZ KRR
coming down from Heaven,

rush in their flow to the sea, NABEAN @
never turn back again.

Look there! 214
Bright in the mirrors of mighty halls SRSt Y
a grieving for white hair,
this morning blue-black strands of silk, HicFH ER T
now turned to snow with evening.

For satisfaction in this life A FEEER
taste pleasure to the limit,

And never let a goblet of gold L4 HERA

* face the bright moon empty.

Heaven bred in me talents, XKEEMHLAHA

- and they must be put to use.

I toss away a thousand in gold, Foe4#EEME
it comes right back to me.

So boil a sheep, SN ¥
butcher an ox,

make merry for a while,

And when you sit yourself to drink, always SHA—=FH
down three hundred cups.
Hey, Master Ts'en, E
Ho, Tan-ch’iu, 4



126 LiPo
Bring in the wine! #% it A
Keep the cups coming! wEE

And I, I'll sing you a song, HEF—dh

You bend me your ears and listen— BEEKXHFE

The bells and the drums, the tastiest morsels, SRBETRF
it’s not these that I love-—

All I want is to stay dead drunk 12 B & o 1 a8
and neversober up.

The sages and worthies of ancient days TRETERE
now lie silent forever,

And only the greatest drinkers RAKEGLE
have a fame that lingers on!

Once long ago BRItergPa
the prince of Ch’en

held a party at P’ing-lo Lodge.
A gallon of wine cost ten thousand cash, daE+ T EkE

all the joy and laughter they pleased.
So you, my host,
How can you tell me you’re short on cash?

EAFET YA

Go right out! BRAZRINE

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

Then take my dappled horse, R
Take my furs worth a fortune, T4

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

And here together we’ll melt the sorrows HEBFHES R

of all eternity!
[07931]

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 world and mortality”; it was something else
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 itself—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-yiieh-fu poetry.

In many of Li Po’s less frenetic yueh ~fu 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 disorientation 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 &M
Endless yearning £
Here in Ch’ang-an, LEE
Where the cricket spinners cry autumn sEXELAFM
by the rail of the golden well,
Where flecks of frost blow chill, mELEEEE
and the bedmat’s color, cold.
No light from the lonely lantern, REFRHL 8
the longing almost broken—
Then roll up the curtain, gaze on the moon, EHMEATES
heave the sigh that does no good.
A lady lovely like the flowers, EALoRIGER
beyond that wall of clouds,
And above, the blue dark of heavens high, rEHEEZER
And below, the waves of pale waters. TH&HKZ RN
Endless the sky, far the journey, AERAAREL
the fleet soul suffers in flight,
And in its dreams can’t touch its goal EATEHMLE
through the fastness of barrier mountains—
Then endless yearning ERE
Crushes a man’s heart. oA
[07939]

The theme of “longing for someone” (yu so ssu # #r %) was one of the

. oldest in the yiteh-fu tradition. The theme had certain requisite components,
“and Li Po included most of them: autumn, the frost, cries of crickets or

cicadas, 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 elements into something
entirely new : they become a series of fragments of sight and thought that
pass deliriously through the consciousness of the 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 does, the poem presumes the reader’s
knowledge of the conventional associations of these images. It is a modal
poem, but the mood it generates s to be the same as the mood of the 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 yiieh-fu covers much the same range as
earlier yiieh-fu: themes of love-longing and the hardships of military service
figure prominently, but there 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 sufferings of
the common people and many other subjects. As in “Yearning,” Li Po
often made use of the conventional components of these themes, but within
these limits Li Po’s yiieh-fu represent an immense variety in their manner.
Ifin “Yearning” Li Po treated the theme of love-longing from inside the
lover, he could also treat the theme from an entirely external perspective,
as in the famous “Bitterness on the Stairs of Jade” X # (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 yiieh-fu translated above use irregular 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 yiieh-fu
were predominantly pentasyllabic, and those were metrically indistin-
guishable from any other form of poetry. Heptasyllabic and irregular
yiteh-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 yiieh-fu 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 best-known piieh—fu: at his wildest, Li used lines of length
up to twelve syllables and often ignored poetic caesura for prose rhythms
and fu rthythms. As many of the earliest Han yiieh-fu were highly irregular,
the irregularity of Li Po’s poems had an element of primitivism. But a more
important effect in the case of Li Po’s yiieh-fu was a sense of freedom, a
willingness to transcend common metrical rules with the same ease that he
transcended thematic and modal proprieties.

In his willingness to experiment, Li Po sometimes tried his hand at the
conservative yiieh-fu modes of the Southern Dynasties and Early T ang.
“Bitterness on the Stairs of Jade” was such a poem, a brilliant exercise in
Southern Dynasties “palace poetry” combined with the High T’ang
quatrain vignette. Several poems in Li Po’s famous series “By the Passes”
£ T W (07997-08002) clearly were attempts to capture the manner of
Early T’ang frontier yiieh-fu. Li Po’s peculiar “failure” to approximate his
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model marks how greatly poetry had changed in the preceding decades. It
was the curse of Li 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 poem
of “By the Passes” begins:

Our fine steeds are like the whirlwind, 5% B 4o B R
Cracking whips emerge from the Wei River Bridge. b, ¥ ok A K

The reader familiar with the conventions of 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 first 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 millenium, during which only the most devoted
antiquarian would read an Early T’ang yiieh-fu.

Like many of his contemporaries, Li Po was a master of the quatrain
vignette, often written as yileh-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 greatest drinker in Hsiang-
yang’s history.

Hsiang-yang Songs (first of four) o ax—
. In Hsiang-yang’s places of delight IgiTag
They dance and sing “Shining Hooves of Bronze.” HEORAR
The river walls turn back clear waters; LK w &K
Flowers and moonlight itiake you lose your way: ELARAR
[08006)

Meng Hao-jan 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 of Yang Hu’s virtue. Li Po bowed to the convention oblique-
ly and negatively; characteristically, he used the norm in such a way as to
differentiate himself from everyone else:

So let’s get drunk at the Hsi family’s pool, BE YK
Rather than viewing the monument of tears P EHRR
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When drunk Lord Shan goes to get on his horse, LAk s
The children of Hsiang-yang die with laughter. YHIBL
[08009]

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

Ballad of Youth (second of two) FET_HZ=

A young man of Five Barrows suburb AFEFLTE
east of the Golden Market,

Silver saddle and white horse f¥abhiikR
cross through wind of spring.

When fallen flowers are trampled all under, HibmEHRTR
where is it he will roam?

With a laugh he enters the tavern ENRBAEP
of a lovely Turkish wench.

[08045]

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 significant gesture that
epitomizes their existence. The following poem is not included in the
yiieh-fur, but it is an excellent example of Li Po’s vignette technique:

The Girls of Yiieh (third of five) RLPAL{EZ=

A girl picking lotus on Jo-yeh Creek NARE L

Sees the boatman return, singing a rowing song. LE%$e

With a giggle she hides in the lotus flowers EAMIE

And, pretending shyness, won’t come out. #HEAEE
[08827])

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

The division between the yiieh-fu and the “‘songs” in Li Po’s collection
probably represents the work of an editor rather than that of the poet,
perhapseven of a Sung editor. Despite the tendency of the songs to be more
occasional than the yiieh-fu, the two forms are quite close. Just how close
can be seen in the long “Hsiang-yang Song” ¥ & % (08072) in the “songs”
section: part of it consists of sections from the four ““Hsiang-yang Melodies”
£ % (08006—9) included in the yiieh-fu. 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-
tions is.
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Among the “songs” are two of Li Po’s most famous series, the
“Autumn Banks Songs” # ## (08100-08116) and the “Heng-chiang
Lyrics” #ix %) (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 southem
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 great, AE BT

[ say that Heng-chiang’s awful— BEHLE

Three days of steady wind blows the mountains over, — K = a<k#lL

And white waves higher than Wa-kuan Tower. QRSLATM
[08087])

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 BoLERi L
the ferry master meets me,
Faces me, points east where clouds aeRisETE
are rising from the sea.
* Mister, why on earth RS AETE
would you want to cross today?
With wind and waves like this o 0t BRI T 45
we just can’t go.
[08091]
In this swift vignette we see the worried ferry master pointing at 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 final poem of the series represents the ultimate trans-
formation and apotheosis of the poet’s persona:

Ring around the moon, wind from heaven, AEXRETH
fog unopening.
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The sea’s leviathans crush eastward; X 8 & A WlEC]
rivers run back in their courses.

Waves shaken rise together, TR —2=0L¥%
Threce Mountains moves.

My lord, cross not the river, RERTHER
turn back home.
[08092]

“My lord, cross not the river” 22 & & M was a yiich-fu title based on the
following legend: a ferry master in Korea once saw an old madman, his
white hair flying 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 first-person pronoun nung 1%, was transformed into a foolish but
brave “mister,” lang 8 in the fifth poem. In the last poem he has become
the mysterious and tragic “My lord,” kung =, and “awful” Heng-chiang
has been transformed into a vast panorama of tempest, filled with river-
reversing leviathans and ominous portents in the heavens. But the context
of the series as a whole makes it clear that even this last version of the 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 the 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 subject—Li Po.

A series of fifty-nine poems entitled Ku-feng & B, was placed first in
the earliest printed editions of Li Po’s poetry and had probably been first in
at least one of the original editions. Ku-feng means something like “ancient
manner,” though feng, literally “wind,” also indicated the affective power
of moral influence. We do not know whether the title Ku-feng, the group-
ing of the poems as a series, and their placement at the head of the collection
represents 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-yiieh ying-ling chi under the title Yung-
‘huai 34, “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’s, the Ku-
feng are, of course, ku-feng in the subgeneric sense we have been using the
term: fu-ku poetry in the style of the Chien-an, Wei, and Chin.

With the exception of the first poem and perhaps the last, there is no
apparent order in the arrangement of the Ku-feng. The first poem of the
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series is a _fu-ku set piece, a versified lament for the decline of literature which
presents the fu-ku version of literary 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 of Li 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 prove that the Ku-feng were
composed at different times have been based on extremely tcnuous topical
interpretations and should not be credited.

Li Po’s Ku-feng are strongly in the tradition of Ch’en Tzu-ang’s Kan-
yit; a number of Ku-feng are clearly imitations of individual Kan-yii, insofar
as Li Po was capable of imitation. The Ku-feng cover approximately the
same thematic range as the Kan-yii, and the topics are treated in the accepted
High T’ang ku-feng style that grew out of the Kan-yii: there are poems on
the hsien-jen shih-chih theme, poems on immortals, exemplary historical
poems, frontier poems, and yung-wu allegories. Even if the poems were not
conceived as a series, they are something of a tribute to Ch’en 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-yii of Ch’en Tzu-ang and Chang Chiu-ling, and the Ku-feng of Li Po.

As might be expected, Li Po was weakest in the stiffly forimal allegories
and strongest in those topics that allowed his imagination free rein. His-
torical poems and poetry on immortals served his genius particularly well:
both concerned an unseen world. The theme of a ruler’s frenzied quest for
immortality appeared first in one of Ch’en Tzu-ang’s Kan-yii, a poem on
the peripatetic Chou King Mu (04372). The theme was indeed a very old
one and appeared in early Taoist texts and romance; in fu-ku poetry it
. required a moral judgment that could only be negative. In two Ku-feng
(07867, 07912) Li Po treated the figure of Ch’in Shih-huang and his legend-
ary passion for immortality; the First Emperor became a powerful figure
of demonic but futile frenzy. Early 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 based on a legend that
the First Emperor wanted a bridge built over the Eastern Ocean so that he
could travel to the place where the sun rose; to build his bridge the First
Emperor had a wizard animate the boulders of eleven mountains and drive
them with a whip to the sea’s edge.

Ch’in’s emperor set hand on his jeweled sword, £ 93 % 6l
Crimson in rage, he let his godlike power thunder. #H 4 E A
He chased the sun in journey to sea’s west edge, #AREL
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Made stones gallop to frame a ford over deeps. ELoRed
Hc summoned laborers, emptied all the land BREFLE
To make his bridge, the suffering of thousands. %54 A
Hc sought only elixir from isles of the gods; efifes
He cared nothing for springtime’s farming. FEBRA
Their strength was used up, not enough for the deed. HENT B
Now a thousand years later it still causes pain. F+REE¥F
[07912]

From the last line it is possible that some topical point was intended. The
last line comes from the Kan-yii (04376), where it does indicate topical
interpretation: it causes pain because some present abuse repeats an abuse
in the past. But far beyond any topical interpretation, no reader can miss
Li Po’s genuine fascination with the demonic figure of Ch’in Shih~huang.

Like the yiieh-fu, the Ku-feng allowed Li Po scope for his fictional
imagination. One distinguishing mark of Li 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 actually present. He was most at ease in his imagination, and there
is a clarity in his mind’s eye, as in the nineteenth poem of the series, where
the poet looks down from an aerial perspective and sees the forces of An
Lu-shan massing in the distance:

Westward I climbed to Lotus Blossom Peak, &L &4
Far in the distance [ saw the bright star: B3NRE
In her pale hand she held a lotus, FT X
Stepping in emptiness, pacing pure ether. E¥RKHF
Her rainbow robes trailed broad sashes, TELESF
Then, fluttering in wind, she rose up to Heaven. Lo P
Shec invited me to climb Cloud Terrace Peak, K RE L
On high to salute Wei Shu-ch’ing, the immortal. SERMRE
Then. in a blur she went off with him, A H EES
Riding their swans over Purple Darkness. X & P
I looked back down on the Lo-yang rivers: WARE BN
Far and wide Tartar troops were speeding, AL
And flowing blood mired the wild grasses AE Y
Where wolves and jackals all wore official’s caps. HRELL
[07883])

Toward the end of Li Po’s collection in its present form, there are a
number of other ku-feng poems that were not included in the Ku-feng
seri¢s. These have the more common titles of T ang ku-feng: chiao-ku % &
(08694—95). ni-ku $ & (08696—-707), kan-hsing % £ (“‘responding to stir-
rings” 08708-13), kan-yii % % (08718-21), and yit-yen ® % (*‘parables”
08714—16). These poems may represent later gleanings, perhaps spurious,
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that one or both of the first editors didn’t possess, or they may represent Li
Po’s ku-feng poems that originally did have titles.

The remainder of Li Po’s collection contains the usual range of private
and occasional poetry: here Li shows a slight aversion to regulated forms.
In one of the anecdotal elaborations of Li 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.” ! Compared to most of
the collections of his contemporaries, Li’s collection has a somewhat larger
proportion of private poems to occasional poems. Within Li’s considerable
corpus of occasional poetry, there are many careless pieces and many fine
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 clichés flow smoothly
past the reader, who scarcely notices them. The dividing line between
poems that seem spontaneously natural and those that are merely facile is
of ten 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 pieces, 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 1. 21).

Contemporary aristocratic taste might have frowned on Li Po’s lack
of craftsmanship, but the smoothness and simplicity of his style gave his
work enduring appeal. Perhaps the most important characteristic of Li 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 extreme
parataxis. Li Po retained the line as the basic grammatical unit (though he
did use enjambment), but in his poetry the thought crossed the gap between
lines and couplets with easy continuity. Much of the energy and directness
that 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 parts of a line, between the lines of a couplet, and be-
tween the couplets in a poem; Li Po sought to simplify these relations and
make them immediately understandable.

Li Po was interested in projecting energy and lack of restraint in other
ways than style. All the various roles he assumed in his poetry—the im-
mortal, the bravo, the drinker, and the eccentric—were all models of
behavior that lay outside the twin roles of scholar-official and serene recluse.
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The implicit message beneath 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 “different from” other poets, and Li’s
“different from” meant “better than.” Born and raised an outsider to the
capital-centered world of poetry, Li Po placed a new value on his separate-
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
largely concerned with creating and defining Li Po. Through this concern
with the self, Li Po was able to liberate himself from some of the most
restrictive aspects of the poetic tradition: the passivity of the perceiving
subject, the repression of human will, and the tyranny of the external
world. Wang Wei may have been the “master craftsman,” but Li Po was
the first true “‘genius.” Indeed, Li Po’s manner came virtually to define
genius in poetry.

This alien and superior Li Po was the subject of one of Li’s poems
included in the Ho-yiieh ying-ling 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 Jy A

You ask me why 1 lodge in these emerald hills; MAMERLY

I laugh, dont answer—my heart is at peace. LmAlchHl

Peach blossoms and flowing waters ML FEKRE %L
go off to mysterious dark, SE PSR I

And there is another world,
not of mortal men.
[08465)

If Li Po was to be separate from the society of other men, then he would
have the separateness of the immortals or those who dwell at Peach Blossom
Spring. The “dialogue’ of the title does not occur; there is no social inter-
course, because Li Po is cut off from the mortals of this world. Li Po assumes
for himself the role of the unanswering fisherman of Kao Shih’s poem
(pp- 67—68). Other poets may claim to have encountered such a figure,
but Li Po claims to be the figure.

A famous Wang Wei poem also employs a blocked dialogue, but the
way in which it differs from Li Po’s poem above is characteristic of the
differences between the two poets.

Parting * A

I get off my horse, drink wine with you, : T &#E A
Ask you where you are going. MEATHZ
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You say you feel dissatisfied, EETH/E

Will go back to rest by South Mountain’s edge. S end L

So go off now—T'll ask no more. (X% ]

White clouds for eternity. CEE S 45
[os811)

Part of a dialogue does occur in Wang Wei’s poem, but that part covers the
essentials of the situation—the details are unnecessary. Thus, the break in
the dialogue concerns a shared 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 of Li Po’s poetry is devoted to forming and projecting an image
of the self, and that self is partially defined as the creative poet. This occurs
both in personae and in disjunctive techniques that reveal the creative,
manipulating poet behind the poem. All major 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 world was perceived;
unlike Wang Ch’ang-ling, he was not primarily interested in mood. Li Po
wrote about a grand “me”—how [ am, what I am like, what i said and did.
The world 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 define
the self by introspection, Li Po defined the self by individuating acts, by
gestures that separated him from others.

Summer Day in the Mountains EaLP

Lazily waving a fan of white feathers, HiEaHA

Stripped naked here in the green woods, jrafHe

I take off my headband, hang it on a cliff, BB G &

My bare head splattered by wind through pines. AREAR
) [08669])

. My Feelings . ! K
Facing my wine, unaware of darkness growing, HBELEE
Falling flowers cover my robes. B ER
Drunk I rise, step on the moon in the creek— Bide$i4A
Birds are turning back now, &R AFH

men too are growing fewer.
[08679)

In Li Po’s collection there are more social occasional poems than “private”
poems like the two above; however, after the yiieh-fit, 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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center of the stage, as in the famous couplet from “A Parting Banquet for
the Collator Shu-yiin at the Hsieh T’iao Lodge in Hsiian-chou™ & H #} &
HAKERE (08454):

| draw my dirk and cut the waters, o 70 ¥ KK £ A
the waters low on and on.
I lift my goblet to melt away sorrow, BHABARRER

but sorrow keeps on sorrowing.

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 the
means to achieve freedom of spirit and spontaneity. Also like 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
Moonlight” A T % &:

Here among flowers a single jug of wine, tHM—%A
No close friends here, I pour alone LS E X R
And lift cup to bright moon, ask it to join me, B A
Then face my shadow and we become three. H#HERZA
The moon never has known how to drink, A BT Ak
All my shadow does is follow my body, YR G
But with moon and shadow as companions a while, YHEAKY
This joy I find will surely last till spring. TRAR R
I sing, the moon just lingers on, K %A # 4=
I dance, and my shadow scatters wildly. XHVERL
When still sober we share friendship and pleasurec, ek Xk
Then entirely drunk each goes his own way— Bk Ao K
Let us join in travels beyond human feelings P 3 X
And plan to meet far in the river of stars. aMREE
[08651)

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-sufficiency, 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 BEHEEL
The flocks of birds have flown high and away, 2EEAE
A solitary cloud goes off calmly alone. KER LM
We look at each other and never get bored-— nEHTR
Just me and Ching-t'ing Mountain. PAKEFL

[08678]
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Whimsy is possible for the poetic imagination that can structure and inter-
pret the world as it wills.

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 figuration 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. ZLFEEFEN

Hyperbole was another device to make the world “‘strange,” as in the
famous *‘Autumn Banks Songs XV”:

Three thousand yards of white hair— ¥ =F %

Sorrow’s consequence, long as sorrow too. BRMEE

Here, bright in the mirror, I wonder Tk i

From where I got this autumn frost. MTRGKE
[08114])

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 illusion of reality”; its artifice is exposed to
reveal the potent artificer. The poet goes a little too far in his frenzy, a
little too far in his hyperbole—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 implied the power to negate the self as Wang Wei
never could. Precisely because Li Po lacked the capital poet’s yearning for
authenticity, his fictional imagination was liberated from the world at hand
and the personal response that complemented it. For example, Li Po’s huai-
ku were often far closer to yiieh-fu than to conventional huai-ku, 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 figures.

Observing the Past at Yiieh XPEL
When Kou-chien, king of Yiieh, R 16 Mok S

returned from smashing Wy,
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The royal troops went back to their homes RERREHRK
all robed in fine brocade,
And palace ladies, lovely as flowers, Tkt it HER
filled the springtime halls,
Where now this day are only RN ABBHR
partridges in flight.
[08617])

The simple diction, the straightforward message, and the bright presences
of the imagination are all 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 certification as alow-level initiate, and sometimes
showed in his poetry a knowledge of Taoist esoterica that was rare in most
poets. The imperial patronage of Taoism under Hsiian-tsung made it a
speedy and attractive road to court favor, and it was the road Li Po followed.
Li never took the chin-shih examination, never showed any interest in it,
nor is it likely he could have procured the requisite recommendations.
Even if he had taken the examination, it is highly unlikely that he could
have passed it, 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
Taoist alchemy. To Li Po the immortals were objects of speculative fantasy
and a means to liberate the imagination. Their alienness answered his
personalsense of alienness: “There is another world, not of mortal men.”

Immortals appeared frequently in the Ku-feng, and some of Li’s finest
yiteh-fu and “‘songs” concerned flights through the Cosmos.

Song of Yiian Tan-ch’iu A%

Yiian Tan-ch’iu AR

Loved the gods and the immortals: AP 4

At dawmrhe-drank from elear currents : ARBMZHA
of the River Ying,

At dusk he returned to purple mists ERHENZER
upon Mount Sung,

And around its thirty-six peaks he whirled Z+X3kA%
around and around. '

Long he whirled round, & B 3%

Pacing a comet’s tail, j: Rk

And his body rode a dragon, 4B AREBLEL
winds rose at his ears, )

Then over the rivers, striding the seas, HWTHHERRR

reaching up to Heaven—
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I know that on thisjourney, KepBArsasE
his heart will never fail.
[08079])

In this poem, as in much of Li Po’s poetry, the senses are engaged far more
than the intellect: as had once been true in the fu, 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” % # X 4¢%4 % %] (08332) and “Song of Lu Mountain: To
Censor Lu Hsii-chou” J& L, 3% % & # # £ & (08303).12 Both poems des-
cribe imaginary spirit journeys in the tradition of the Ch’u-tz’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-feng, the bright beings held an irresistible fascination for him.

Li Po bore a strange relation to the poetic tradition: never before had
there been a poet who knew earlier 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-na 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-jan, but
it 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 powerful 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 often 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 of Pao Chao’s yiieh-fu were

“very close to Li Po’s style. However, while Li Po might begin a poem in
the Pao Chao mode, he quickly turned off in a direction entirely his own.
For example, every T'ang reader would have known the sixth poem of Pao
Chao’s “Hard Traveling” 473 #.13

I face the table, cannot eat, #ELRER
Pull out my sword, strike the column, eI EL AL
heave a long sigh—
How long can human life last? X244
How can I bear to hobble about with folded wings? RENBENR
So give it all up—I quit my post and left, +EREE
Went back to my home and took my ease. AEAKE
At dawn [ went out, took leave of my kin, i SLBE

Now in evening return to my kinsmen’s sides. ES W K|
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I play with my child in games by his bed, F AT B

Watch my wife at her loom weaving. EEMPH

From time’s beginning the good and the wise EEE A W
have all lived in poverty,

Even truer for men of my age, upright and alone. TAKEERKLE

Any reader familiar with Li Po might guess that in 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, L FAEF+F
ten thousand for a gallon,

A plate of jade with choicest foods, IRDEAEA
feast worth a fortune—

I put down my goblet, drop my chopsticks, EHBBTRER
cannot eat,

Pull out my sword, look all around, RElo g ot R
mind in a daze.

I want to ford the Yellow River— BAEZITAENM
ice blocks the stream.

I decide to climb the T’ai-hang’s, HRAXITEDL
but snow fills the mountains.

Then peace of mind comes—I drop my line MREHLEL
down into emerald rivers,

And all of a sudden I'm riding a boat WKk A% n0ig
in dream beside the sun.

Hard traveling, GRS

Traveling hard, TRR

The byways too many— % H 9k

Where am [ now? o

But there shall come a time RBRREAH G
when winds will smash the waves,

I'll just hoist my cloud of a sail ANEREAESE

to cross the dark, dark sea.
[07936)

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 of Pao’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 Tao Ch’ien: though they produced High
T’ang versions of T’ao that were very different from the Chin poet, their
revisions were generated from a genuine interest in T’a0’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 different 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,
as 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, Wang Ch’ang-ling 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’’s poetry is reduced to
blandness and mere bluster.

Li Po wasacquainted with at least two major 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 Po’s influence greatly. When Tu Fu met Li,
Tu was simply an 2dmiring 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 influence on Tu Fu’s poetry, but Li’s exam-
ple went through the transforming filter of Tu Fu’s own complex poetic
personality. Li Po’s poetry did have a degree of popularity and influence
during the T’ien-pao: distinct echoes of Li can be heard in Ts’en Shen and
several minor poets, as well as in the work of Tu Fu and Li Ch’i. Li Po’s
. “strangeness on top of strangeness” played a role in the formation of T’ien-
pao taste in eccentric personae, in exotica, and in the visionary imagina-
tion. But the influence 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 solitary and
unique figure.

# 3
WU YUN

Although Li Po wasessentially a solitary poet, different aspects of his varied
poetic oeuvre can be traced to several poetic traditions. The model of the
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drunken eccentric can be seen in earlier figures such as Chang Hsii, Ho
Chih-chang, and Wang Han. The poet of the Ku-feng stood directly in the
tradition of Ch’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 Yiin.

Wu Yiin (d. 778) failed the chin-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 742, 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 it 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 Yiin withdrew from court and spent
the rest of his life as a Taoist recluse in the Southeast.

Wu Yiin 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” # 4k (46738—61) and the ten ‘““Verses on Treading the Void”
¥ & 3 (46776-85); one series consists of ethical meditations on history, the
fourteen “‘Observing Antiquity” & ¥ (46762-75); and finally there is a
series on exemplary recluses, worthies, wizards, and adepts: the fifty ““Songs
on Lofty Scholars” & + 3% (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 Yiieh, Li Po, and elsewhere.
Poets were not unaware of the fundamental differences between the Con-
fucian persuasion, the Taoist persuasion, and Buddhism, but those differ-
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
‘transcended everyday society. Wu Yin’s poeins on ifmmortals 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 directly down
into Lo-yang and Ch’ang-an; its “‘streamlets” had branched past the spark-
ling villas of the Wei clan. The landscapes celebrated in court poetry were
infused with a luminous magic. As private poetry and informal occasional
poetry grew in importance during the K’ai-yiian, the magic immanence
left the landscapes, and they took on symbolic value. A landscape of Wang
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Wei or Meng Hao-jan might be a “sign” of transcendent meaning, but the
“sign”” existed in a secular, phenomenal world 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, its luminous im-
manence. In poetry on immortals the High T’ang tendency to hidden
meaning ‘s absent: as in Li Po’s* Yitan Tan-ch’iu,” the goal was to present a
sensually immediate scene. Like Early 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 ku-feng to which it was closely related. Its source lay in the neo-
Taoist tradition of “wandering immortal poems” #4L#, of which the
most famous examples were written by the Chin poet Kuo P’u §g3#. 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 it was to those other ‘““Wandering Immortal Poems” by
Kuo P’u that Wu Yiin’s poems were most closely related. Wu Yiin’s ar-
chaic diction and poetic technique were clearly 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 world, “where wolves and jackals
all wore officials’ caps.” Wu Yiin also had visions of the tininess and tur-
bulence of the mortal world below, but they were only a stage in the state-
ly ascent to transcendence.

Wandering Immortals # 4L

Nine dragons, coiling, undulating, FLRAT Y %
Bear my ascent up on a cable of clouds, REAEM
Whence I peer down intove of my native tand— - o ERNEER
There wind and dust meld over vast spaces. BAERLEL
Now into blurriness, far from man’s realm, REREANE
I go ever farther and draw nigh the god’s land. +EMFHR
High I pass upward, beyond stars’ network, T2 R
And gaze back down on the light of sun and moon— THRBAL
Suddenly I'm past the T’ai-wei, %o R K
Heaven’s dwellings blaze, dazzling my eyes. AEBRBY

[46748)

This is one of the most easily intelligible of Wu Yiin’s poems on the ascent
to immortality; in most cases, the arcana of neo-Taoism defy intelligible
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translation.!* The poem above represents the most common norm of
Wu Yiin’s immortality poems, a graded ascent through the heavens to an
epiphany of vision. But though it is unique, Wu Yiin’s poetry combines
the two most powerful currents of T’ien-pao poetry: a taste for the exotic
and a renewed impulse to fu-ku poetry.
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Kao Shih

In the poetry of Kao Shih we of ten find the language of those powerful, masculine
emotions and, with it, energy and sturdiness.

Yin Fan, preface to Kao Shih’s poetry in the Ho-yiieh ying-ling chi

Contemporary comments on a poet’s work rarely constitute in themselves
a balanced evaluation, but they often provide certain basic insights that
clarify 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 major T’ang poets.

“The language of those powerful, masculine emotions” is a free in-
terpretation of Yin Fan’s hsiung-yi yii #8&3% 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 1, the
“emotions” 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 #%i#t, “resolute and
manly pathos,” a modal term associated with the ku-feng. Along with the
“words from the breast” comes “‘energy,” ch’i &, the poet’s impelling force
of spirit that is embodied in a poem and communicated to a reader. Also
there is ku F, “bone” or ‘“‘sturdiness’: this term, discussed earlier, is an
inner strength of form and values with strong fu-ku 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-feng.

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 frontier, their names and reputations have been
inextricably bound together. But the union of these two poets is a late
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phenomenon, occurring first in the Southern Sung. To Yin Fan, Ts’en
Shen’s poetry belonged to a category of style completely different 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’ien-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
generation of High T’ang poets; he was one of the “later 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 little role in his poetry: his landscapes were
those bleak and barren expanses that stirred pei-chuang, 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 closer 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; it justified
certain acts and attitudes; and it 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 differed from the preceding social theory more in emphasis
than in substance. The theory ofexpressmn was fundamental to the use of
poetry as a qualification 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 nature, the poem might make the unknown person
“known.” Among the major High T’ang poets the theory of poetry as an
extension of self gradually freed itself from these social motives and became
an end in itself. The eccentric and the recluse were supposed to be disin-
terested versions of the self, expressed authentically but for their own sakes.
Out of this grew a third version of poetry as a free, creative act. This drew
from the theory of art and from eatlier literary theory a concept of literary
creation as corollary to the larger forces of cosmic Creation. Li Po’s work
was concerned with projecting or expressing the poet’s identity, but the
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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 poetry as expression and re-
sponse, but this was an independent tradition where response was measured
against the responses of earlier poets and the enduring norms of civilization.
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
to 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 validity,
the language of ku-ferg. 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.! Kao’s family
~was originally from the far Northeast, but Kao himself seems to have been
born elsewhere. Kao’s father had been a subprefect in modern Kwangtung;
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-720s, 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-720s,
the only one Kao met for certain was Wang Chih-huan.

After “‘keeping to literary work for ten years” (suggesting both study
and the composition that attended study), Kao set off to the northeastern
frontier in 737, probably in search of a military appointment. The failure
to gain civil office through the central government often led educated
provincials to seek service with the military, where appointment was the

prerogative of the commanding general. These offices 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 lifted a sword in anger. Alliance with a powerful general greatly en-
hanced possibilities of future civil service in the capital.

The army in the Northeast was on campaign against the Khitan, and
Kao remained with the Chinese forces a year, then made his way back to
Sung-chou. But that year was a fertile period for Kao’s poetry, and the
poetry he wrote in the Northeast showed the strong influence of another
poet who had served on a Khitan campaign and visited many of the same
sites Kao visited—Ch’en Tzu-ang. More than any other poet, Ch’en Tzu-
ang was the model of Kao Shih’s early poetry: both were outsiders to
capital poetry, and both turned to the ku-feng and the language of “those
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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—allegory,
yirelh-fu themes, the hsien-jen shih-chih theme, and immortals; the latter was
the ku-feng of occasional poetry—the huai-ku, meditation, and “moral and
resolute pathos.”

Kao Shih’s five poems entilled “Chi Gate” # P (10238~42) were in
the same form and the same style as Ch’en Tzu-ang’s famous series “Ob-
serving the Past at Chi Heights” # % % & (04388-94). Both series used
six-line poems: the ku-feng defined itself not only positively, as an attempt
to recapture an ancient style, but also against the regulated forms. The six-
line poem was the ideal form for short ku-feng, because it avoided the two
most common regulated genres, the eight-line lii-shih and the chiieh-chii
quatrain. Ch’en Tzu-ang does not seem to have conceived the six-line
poem as an independent form, but Kao Shih clearly 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 early 740s.
The following is the fifth poem of “Chi Gate™:

Dark and brooding beyond the Great Wall, B8 & 8

The sun sinks and again dust, again smoke. ARENE

Though nomad horsemen press us hard, LR %Y

The troops of Han worry not for their lives. BETHEA

Ancienttrees fill the deserted passes, THHEE

And brown clouds destroy men with sorrow. FEREA
[10242]

Kao Shih was fascinated with violent, almost colorless landscapes where:
(10253):

Whirlwinds sweep over a million trees, LRAEA
And autumn’s breath masses on the high plain. . KALSE

Like Wei Cheng, Li Pai-yao, Hsiieh Chi, and Ch’en Tzu-ang before him,
the poet of the occasional ku-feng 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 characteristically High T’ang ges-
ture of renunciation:

Written in Chi #PE

I whipped on my horse out of the desert, - R
Galloped afar to climb the barrier walls: kKESKE
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So somber and grim, these border ramparts ST
Where the bright sun darkened in clouds of brown. R R
Each time I come to some site of battle, — R
I grieve that the nomads may return AR H
True, we have plans to still the frontiers, EmpEg
But our generals have rested too long in favor. HEeRE
I am depressed at this, Sun Wu’s vocation— WEGRZF
I will go home and alone I will lock my gate. S RBMAN
[10323)

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 enjoy.

Although poems like the two above occupy the greater part of Kao
Shih’s poetry in the northeast, Kao’ssingle most famous poem was written
in a different style. This is the “Song of Yen” # ¥ 7, 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 of Yen’” wasa grim, stark piece of writing.

Preface: In the twenty-sixth year of the K’ai- MAa—+~x% %
yiian Reign (738), there was a man who went with ARG LER &
the Grand Censor Chang Shou-kuei out into the EmRE o k&
frontier region; when he returned, he wrote a AT o B 4E X
“Song of Yen” and showed it to me. Stirred by Z2¥ Btkf5 o

campaign experiences and military life, I
wrote an accompanying piece.

For the House of Han, war’s dust and smoke BEEEL R
lie in the Northeast,

And the Han general leaves his home BB REAR
to crush the last of the raiders.

True men by their very nature A EHRIT
love the long campaign,

And the Son of Heaven has granted them AFETHHE
his special countenance.

Strike the kettledrums, beat the tambours RAKHTHMW
down through Elm Pass,

Banners and pennons in far-winding lines HENERBELM

move over Chieh Rock.
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Dispatches from the colonels
fly across the Sea of Sand.

The hunting fires of the Great Khan
are shining upon W olf Mountain.

Now gloom settles on mountains and rivers
all through this borderland,

Nomad horsemen press our ranks hard,
blending with wind and rain;

Our troops fighting jn the vanguard,
half living and half now dead,

While the loveliest maidens dance and sing
in the tents of the commander.

On the great desert, autumn’s end,
border plants sicken and die,

A lone fortress in setting sunlight
where troops doing battle grow fewer—

They have tasted His Majesty’s favor
and think nothing of the foe,

But their strength is worn down at forts in the mountains,
the encirclement not yet broken.

Men clad in armor in far garrisons,
their sufferings long endured;

Surely many a lady wept silver tears
after many a parting.

As south of the city a young wife’s heart
ison the point of breaking,

North of Chi a man marching
turns to look back in vain.

Whirled back and forth on the borderlands,
how can they ever cross over?

In this farthest realm’s vast reaches
nothing there is at all.

For three seasons long, winds of destruction
for m into phalanx-of cloud;

Sounds in the cold: the whole night through,
the ringing of watch kettles.

They look on each other: bare blades of silver
where snow comes drifting down,

Stcadfast to death, and never a thought
of glory or reward.

Haven’t you seen on those tracts of sand
the pain of marching and battle?

But even today there is memory of
our general, Li Kuang. [10358]

Kao Shih
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The significance of the “memory of our general, Li Kuang,” is double-
edged. That great Han “Flying General,” claimed by the T’ang royal house
as its ancestor, was an extremely successful campaigner, and the closing
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 here, 2% EB R L
He would never let nomad horses cross Yin Mountain. A#HAHERKRL

- On the other hand, Kao’s closing may suggest that itis the futile desire to
emulate Li Kuang which has led to endless campaigns and which results in
so much human suffering. And in the context of the heroic self-sacrifice of
the troops, the memory of Li Kuang may may serve yet a third function, a
reminder of how poorly the state rewards those who serve it well: 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 itis possible that a reference to Li Kuang in the original version,
now lost, would have clarified its function here.

Although most elements in Kao’s song were commonplaces of frontier
poetry, the poem is strikingly original in its overall effect and well deserved
the fame it achieved. Like Wang Wei’s short “Army Song” (05782), per-
haps from the same year, and Li Po’s “Fought South of the Wall”’ (07930), of
an undetermined date, 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 artistically 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 description, the latter in narrative; but the “Song of
Yen” is in the K’ai-yiian style, an impressionistic pastiche of scene frag-
ments that only hint at narrative sequences.

A large body of of Kao’s poetry was written in Sung-chou but
whether before or af ter his northeastern journey of 737-38, it is impossible
to tell. The Sung-chou poems were strongly in the ku-feng tradition, and
one series, “In Sung” K ¥ (10313-22), was even closer 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, Rr¥ses
Among his guests were many men of talent. FEMAS A
And now remote, across a thousand years, BKE—T#%
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There are only the ruins of his high terrace. PR S 4

In utter silence I face the autumn grasses, REGKYE

And a sad wind comes from a thousand miles. TRTER
[10313]

Compare Ch’en Tzu-ang writing on Prince Chao of Yen: no single line
of Kao’s poem echoes Ch’en’s poem, yet in sentiment and style the two
poems are identical:

To the south I climbed the lodge of Chieh Rock, W BRBT

And gazed afar on his terrace of gold. 2% 4F

The hills are all covered with high trees, rBEHFAK

But Prince Chao of Yen—where is he now? BIEEALE

Sad how his plans to be overlord are done, FWMiEke £

I ride my horse back down again BEANE
[04389]

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 weren,
Houndes laden and havekes beren,
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?”’—is like translating the ku-feng 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 tum of
phrase, or a simplicity thatis 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’s fu-
ku impulse went beyond the ku-feng and approached the extreme archaism
of midcentury poets like Yiian Chieh; for example, the “Three Poems on
Lord Fu’s Lute Hall” & %8 £ % & 3 (10306-8) 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 Shik, and Shu Hsi’s &4 series “Filling in the Lyrics of Lost
Songs” 4§ 1=, included in the Wen-hsiian, 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 Yiian Chieh’s version of “Filling in the
Lyrics of Lost Songs.” Later, when Po Chii-yi wrote the “New Yiieh-fu,”
he enunciated the principle in his preface to the series: ‘A prefatory sentence
at the head of each poem states the topic.”?
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In 744 Kao Shih met Li Po and Tu Fu in his home region of Sung-
chou. The few months that the three poets spent together greatly impressed
the ever impressionable Tu Fu, but neither Li Po nor Kao seem to have
felt the momentousness of the occasion. At this time Kao Shil’s reputation
as a poet was just beginning, and shortly thereafter Kao was recommended
to the capital. During the ministerships of Chang Yiieh 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
office chief—-in Kao’s case, of Feng-chou in northern Honan. Understand-
ably, Kao was little pleased with his new post. In 749, as 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 752, when he attract-
ed the notice of one of Hsiian-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 753, 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
landscape, Kao was smoothing out the roughness of his fu-ku style. His
recent contacts with some of the most famous poets of the capital had subtly
affected his own work, mellowed some of his idiosyncracies, and brought
him closer to the various styles popular in the capital in the early 750s. The
following poem, a lii-shih, differs from Kao’s earlier, old-style frontier
poetry largely as a function of generic differences; but for a poem on this
topic, the very choice of the polished lii-shih and the rejection of the ku-
feng is significant.

The North Tower of Golden Fort o X : 2

From the North Tower my westward gaze IR BEHGE
is filled with clear sky,

Massed waters and linked mountains HRELBEF
lovelier than a painting.

A swift current over the rapids, wYBRREN
its sound like an arrow’s,

The waning moon over the fort— WHKA R4
form of bent bow.

I've bid farewell to P’an Creek’s elder, e dkst

his fishing line still dangling,
But my mind is still on the old frontiersman HEBEELSH



156 Kao Shilh

who lived within the Way.

Should you ask me of these borderlands, BRI EDTE
what clse there is out here—
Ever and now the nomad flutes EHRGERE

sing bitterness without end. [10432]

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
office. 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-
lated the old man, who replied, “How do you know this isn’t a misfortune?”’
Afterwards the old man’s son, who was out riding one of the nomad horses,
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 left 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 finally 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 managed to escape with his life and to make his way to Hsiian-tsung’s
refuge in Ch’eng-tu. There Kao made a defense of Ko-shu Han’s defeat,
and as a result 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
credited with great perspicacity and rewarded with a number of high posts,
including that of regional commander (chieh-tu-shih). In this last function,
he took part in the suppression of the prince of Yung.

Like most of the new officials appointed to central government offices
during the rebellion and especially those associated with the disgraced min-
ister Fang Kuan, Kao lost his position after the capitals were retaken. Kao
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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 central 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 thereafter, 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 political success.”

It is hardly surprising that the demands of political success exacted a
price in his poetry: relatively few of Kao Shily’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 Tang
History that Kao began to pay serious attention to poetry only at the age
of fifty, and that over the course of a 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 ku-
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 preface writer making
such a comment as a tribute to the ascension of Su-tsung and the “restora-
tion” of dynastic power in 756.

Writing to TuFu 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 ABFi ik

On the day of Mankind I write this poem ARAHFEE
to send to your thatched hut

From afar with love for a dear old friend ERHEALHR
yearning for native land.

The play of colors in willow branches otk F E LA
I cannot bear to see,

And plum blossoms filling the boughs Wit bR A
break my heart in vain.

Here I am on the southern borders, PO SN 2

nothing to cheer my mind,
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My heart filled with countless grief’s, SHEERTR
innumerable concerns.

This year on the day of Mankind LFEARTAE
we remember each other in vain,

Next year on the day of Mankind PEAR SR
I wonder where we will be,

Once like Hsieh An I lay on East Mountain, —RE L=+ A&
resting for thirty years,

Unaware that with book and sword EE S 2 IES W )
I'd grow old in the wind-blown dust.

Now decrepit with age, they’ve raised my salary— 1K 5 - Shalts o X
two thousand pounds of rice,

And [ must stand embarrassed, facing you, REARBHILA
who go north, south, east, west.

[10360])

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 effective.

Kao Shih’s collection, now comprising almost two hundred and fifty
poems, originally made up twenty chilan ; however, there 1s no way to know
the proportion of poetry to prose in that larger collection. Since the length
of a chitan 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 chiian 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 Yen,” Kao
Shih’s poetry is probably more difficult for the modern reader to appreciate
than the work of any other major 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 (11173):

In this age when we speak of men of talent, TREAF
How many others are a match for you? oo WEA

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
Yen.” 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 different from those of the T’ien-pao
song writers.

Kao Shih was the least visual of the major T ang poets and, with the
exception of Tu Fu, the most intellectual. Much of Kao’s later poetry pos-
sesses an allusiveness and rugged formality that defics acsthetically 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 civilization. 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 of a sensitive and morally concerned Confucian intellec-
tual. In the “Song of Yen” Kao wrote effectively of the hardships of cam-
paign, but he also celebrated with formality Li Fu’s campaign against the
Thai state (10309):

Our Sage glowed wrathful in his rage, B A #HHR
Ordered attack on the southwest tribes; BEHH K
Sternly, gravely, in halls of council BEATL
They deliberated deeply on the power of command. p 3l e
When Ko-shu Han defeated the Tibetans (10437) :

The streams spurt blood of the many tribes, S e
Winds drive the souls of dead nomads, BIER A
Heads fly as they gather thousands of pikes, A R4 % &
Hands tied behind, massed at the general’s gate. e EHN
Ghosts weep in the brown dust of evening, RRELE
And the heavens grieve as the bright sun sinks. AR&68%

This was not Ts’en Shen’s fascination 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 different 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 ku-feng. As the T’ang sense of the ku-feng began to fade in the
mid-ninth century, interest in the poetry that grew up around it faded too.
The following poem, the first of a series entitled “Written on the Tung-
p’ing Road” &% 1F (10342—44) appealed to aesthetic values peculiar to
the T’ang.
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My plans to go south never reached fruition, i B A A 3k

This rushing eastward is not to my heart. ) s A EES

Now moaning, moaning a chill wind rises, TEFR®

On and on I go, as autumn floods deepen. ITIKAKE

The cicada sings, leaves fall from the trees, Mok K¥%

And again this evening, the long rains of fall. # 7 BKRR
[10342])

Two allusions require explanation: the “plans to go south” refer to the
P’eng, the world-spanning Great Bird that for T’ang readers was a symbol
of spiritual and political greatness. A ccording 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,
the 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. i

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: it is “every-
where:” The characteristically High T’ang objective closure sustains the
mood and projects it into an unknown future: waters will continue to rise,
and turbulent floods 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, like Li Po, as a solitary poet. He felt the
attraction neither of his great contemporaries among the K’ai-yiian capital
poets nor of court poetry and its craft. In his early years “poetry” was
what Kao had read in Ch’en Tzu-ang and the Wen-hsiian; it was not pri-
marily an activity practiced at certain times but a collection of texts. The
material of poetry was not an ornamental craft applied to set topics, but
rather what Kao had read in the classics, philosophers, and histories, as well
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as in earlier poets. Kao’s work became a model of scriousness, “litcraturc”
in its fullest Chinese sense, but only one poet truly responded to the model:

that poet responded to all the myriad forms of literary genius and made
them his own—Tu Fu.







PART TWO

The “Later-Born’’: The Second and
- Third Generations of the High T ’ang






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-ylian constituted a generation, and their generation
was loosely unified by a negative relationship to court poetry and the Early
T’ang style. The work of the capital poets may have been more deeply
infused 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-yiian generation possessed a
freedom of innovation that would have been impossible in the Early T’ang.
Renewed interest in the values of reclusion, eccentricity, 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.! 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 expression of individual indentity. .
The young poets of the 740s and 7s0s faced a range of established
individual talents unparalleled in earlier Chinese literature. Young Wang
Wei may have admired the craftsmanship of a Sung Chih-wen or Shen
Ch’iian-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. Writing 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 first-generation masters dead and gone
when many 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, Yiian Chieh, and Ch’ien Ch’i were trying to find their
own poetic voices.

Thus, the poets of the second generation became what might be called
hou-sheng # £, 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 “followers.” 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-yiian was carried virtually unchanged into the ninth century.

In other cases, younger poets tried to surpass their predecessors, and
the passion to surpass manifested itself in a poetry of stylistic, thematic,
and modal excess, the lamboyant T’ien-pao song style (as kuo & links the
ideas of “surpassing” and “excess”). Still other younger poets sought to
repudiate their talented predecessors, and the polemical, antithetical nature
of the _fu-ku tradition provided a means to assert superiority over all “mod-
ern’ poetic efforts. Finally, 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 others, the conservators of the capital
poetic tradition; Ts’en Shen, the overreacher and master of the T’ien-pao
song style; Yiian Chieh, the fu-ku radical; and finally, 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
postrebellion poetry. The work of Kao Shih, Ts’en Shen, and Yiian Chieh
turned markedly more conservative in the later 750s; even the ebullient
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-yiian and T"ien-pao great-
ness. '

But during the decades from 760 to 790, the Southeast became a center
of poetic activity to rival the capital. There the most talented poet of the
later eighth century, Wei Ying-wu, wrote in an idiom appropriate to the
age: elegiac reminiscences of past glory—literary, political, and cultural.
At the same time, the southeastern monk Chiao-jan learned an important
lesson from the poetic diversity of the century, a lesson he may have passed
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on to several admiring younger poets who were to bccome major figures
in the Mid-T’ang. Poetry was neither a timeless craft nor a single “ancient”
style to be advocated above all others, nor even a body of used-up pos-
sibilities from which the “new’ poet should differ; rather, the literary past
became a vast collection 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
freely 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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AR
Ts’en Shen
The Search for Difference

In his diction Ts’en Shen favored the strange, and his style was massive and daring;
his ideas also were ingenious and strange. Couplets like:

Steady winds blow white rushes,
Wildfires burn barren mulberries.

mark a lofty, dispassionate talent. And couplets like:

A mountain wind blows on the empty forest,
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-yiieh ying-ling chi [753)

In phrasing he admired clarity; in ideas he valued those that touched readers
immediately and sharply. He was usually at his best in creating a perfect scene.

Tu Tui #t4¢  preface to the Chia-cliou chi [ca. 800)

As Kao Shih needed to be saved from a reputation as Ts’en Shen’s less

- gifted-twin, so Ts'en Shen needs to be redeemed from his well-deserved
fame as the master of frontier poetry. T’ang comments on Ts’en Shen’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 attended
writing from direct experience:

Of allthe poets of the K’ai-ytian 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 clutching after winds and shadows. Ts’en Shen, on the other hand, wrote
every line from personal experience.!
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Such a drastic change in the qualities for which Ts’en Shen’s poetry
was admired reflects a basic difference between the interests of Tang and
later audiences. Certainly, the major High T’ang poets went beyond con-
cerns of craft, but with the notable exceptions of Li Po and the poets of
the ku-feng, 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-jan’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 concern High T’ang poets
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 excel in some themes and be weak in others, but poets were less
frequently indentified with their themes in the High T’ang; rather, identi-
ties of mood and style and the quality of performance were primary.

In contrast, later readers could not help seeing a historical dimension
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’en Shen came to be distinguished not by the subtle qualities 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 shift in interest appeared in
the Ts’ang-lang shih-hua in the Southern Sung, when Ts’en’s work was
first linked to Kao Shih’s; Yen Yii inappropriately described Ts’en’s poetry
as pei-chuang, the modal quality of ku-feng often associated with frontier
poetry.

Ts’en Shen’s poetry was not widely discussed during the Sung, and the
revival of interest in his work seems to have grown out of Ming neoclass-
icism and its exclusive devotion to High T’ang poetry. In a postface to
Ts’en Shen’s Chia-chou Collection £ M 4, the neoclassicist Pien Kung i# §
went so far as to say that Ts’en was superior to both LiPo and Tu Fu be-
cause his work united the essential qualities of both; however, this excess
was probably no more than Pien Kung justifying his own poetry, which
stood in the shadows of his more famous contemporaries. After the Ming,
Ts’en Shen’s reputation rose steadily, and his frontier poems came gradu-
ally to define his work.

But Ts’en Shen was a more versatile poet than his modern critics
allow, and the exotica of Central Asia in his work were simply convenient
topics to satisfy the T ien-pao thirst for the strange. Exotic themes were a
corollary manifestation of Ts’en’s interest, noticed by Yin Fan, in “‘strange
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diction” and “ingenious ideas.” All these various aspects of Ts’en Shen’s
prerebellion poetry were dedicated to a newness that could carry the poet
beyond the work of his predecessors.

Ts’en Shen was born in about 715 into a declining branch of a great
family, the Nan-yang Ts’en’s. The Nan-yang Ts’en’s had held a succcssion
of high government posts since the Later Liang, and three of its members
had been ministers during the T’ang, including Ts’en Shen’s great-grand-
father, who had been a minister of T ai-tsung. However, 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 Shen’s family was a respectable one
but no longer great, either in social standing or in power.

We know very little of Ts’en Shen’s early life 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 called Ts’en “poor.” But the family
was probably moderately well-off.

In 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 office rather than the more hazardous examination may
suggest that Ts’en had such confidence in the family name that he did not
feel 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-
740s, but some earlier poems survive. This early work is highly significant,
because it shows the strong influence of Wang Wei, of Meng Hao-jan,
and, later, Li Po. Ts’en’s relationship to the great poets of the first genera-
tion was not social: he seems to have known neither Wang nor Meng, and
an acquaintance with Li Po is only a possibility. It 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’en Shen, in his busy search for
office, wrote serenely (09546):

In evening I grow more distant from the crowd SYHARKE
And love still more the valleys and hills. #HeE LR
Waters and trees match a stillness in the heart, SERAS
Fish and birds comprehend seclusion’s joy. Ad bl

In the same poem Ts’en played Meng Hao-jan:

Valley clouds pale autumn’s countenance BEEKE
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echoing Meng Hao-jan’s already famous:

Faint clouds pale the river of stars. HERTE
Another line in the same poem—

I know contentment in its wonders only all alone. BB A%

is unmistakably close to a famous line from Wang Wei’s later poetry:
(05968):

. . . e
I know all about its wonders, without motive and alone. BFEEOL

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 I explain the experience of wondrous scenes? ;8 $3l‘ﬁt::=‘,‘{,
My prince has gone off and not yet returned. IHREAR

in this couplet young Tsen succinctly combines the highpoints o.( the
whole tradition of eremitic poetry. There is a hint of the sublime experience
of nature that cannot be explained, as in T’ao Ch’ien’s famous “Drinking
Wine’’ V; but the seeming ineffability of the experience modulates into an
inability to express oneself for want of an appreciative friend, as in the
poetry of Hsieh Ling-yiin. And that absent f.nend turns out to be the
“prince” of the “Summons to the Recluse” in the Ch.u-tz u, a figure
Wang Wei appropriated several times for the closure of his poems (05967,
06107).
If in the mid-720s Wang Wei felt (06954):

My heart is as calm as the broad stream, S RN
then Ts'en Shen found the ideal recluse-fisherman had (09631):
A heart as clear as Ts’ang-lang’s waters. SHERF

While Ts’en was still under the spell of Wang Wei’s beautifully controlled
style, 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 Shen, passing the ancient city of Han-

tan in 742, celebrated the famous locale in a voice unmistakably echoing
Li Po (09633):

Han-tan girls sell wine by night, ' NHRLLRBA
Face the guests,

swing lanterns from poles, HERES SR



Ts’en Shen 173

show off the few coins they’ve gotten;
And I'll be roaring drunk till the sun is high next noon— A8 A £
A verse of crazy song, then sleeping in the tavern. —dhE g LR

Specific borrowings and stylistic echoes of both Wang Wei and Li Po are
found throughout Tsen Shen’s poetry. From time to timc it seems almost
as if Ts’en were engaging in his own private competition with Li: if Li Po
had written brilliantly of the waterfall on Lu Mountain (08570—-571), then
. Ts’en Shen would have to describe a cascade even more furious and dazzl-
ing (09511). Ts’en Shen’s later use of the heptasyllabic song in occasional
poetry may have come from the precedent of Li Po. But the most signif-
icant attractions of Li Po’s work for young Ts’en Shen 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” 4. Yet 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 felt the spell of the
masters of the first generation, 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
style of the T’ien-pao. This was accomplished in the couplet, and the com-
bination of formal restraint and imaginative metaphor was very cffective.

Much stylistic interest was concentrated in what was later to be called
the “eye” of the line—the third-position word in the pentasyllabic line.
In the 740s Ts’en Shen began to use bold metaphors in this position, as in
the following couplet from a poem of 742 (09644):

A lonely lantern sets ablaze the sojourner’s dream, b ¥ :g;
Cotd washing mallets pound the sorrow of home. ‘ g EIE IS

As the poet awakes from his dream, he sees the flame of the lantern in his
eyes, and it seems to set the images of his dreams ablaze. The sound of
washing blocks makes the traveler think of home, and thus, synaesthetically
the sound seems 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 before had
the metaphors been so bold and difficult. Such couplets appeared often in
Ts’en’s regulated verses of the 740s (09759) :

An herb basin’s waters shake the mountain’s reflections, BREL¥
The fishing line, belted by a scar in the water. BEFFKA
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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 brilliant 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’en’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 751, 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 752, Ts’en himself returned to the capital, and there he became
friends with Tu Fu and Kao Shih. In 754, Ts’en returned 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 still in Central Asia when the An Lu-shan Rebellion
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
interlude in Ch’ang-an between 752 and 754. As the literary historian Cheng
Chen-to pointed out in the passage quoted earlier, Ts’en Shen did have
personal experience of those regions in Central Asia that most poets knew
only by report and poetic convention. Still, it is important to remember
that the Central Asia of poetry was primarily a literary topic:- the styles
associated with it, the elements that constituted a frontier scene, and the
appropriate responses had developed 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 built upon a basis of convention: he followed precedent in
omitting description of actual battle and in including sections on drinking
in camp, descriptions of the desertscape, hyperbole for the cold, and so
forth. It was not that Ts’en Shen was trying to be conventional; rather, the
poetic tradition taught the educated visitor what to look for in a frontier
scene. - )
Though Ts’en Shen’s frontier poetry is deservedly famous, he was,
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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. Bef ore him were Wang Han’s “Songs
of Liang-chou,” Kao Shih’s “Song of Yen,” L1 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 poctry to the
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 oEHERINERT
on His Return to the Capital

The north winds roll up the earth, SR K6 35
white grasses snap.

In the Tartar skies of September WRANABPRE
the snow is flying.

Suddenly it’s as though in one entire night Zio—REARR
the spring wind comes,

And on thousands of trees, millions of trees, T4t % 4t AL M
blossoms of pear appear

That come scattering through the beaded curtains, EANKREBRRE
melt soaking lacework drapes,

And our fox furs give us no warmth, ETBRHBLA
our quilts of brocade are too thin.

The general finds that he cannot draw HEATTRE
his bow stiffened with horn,

The armor of the viceroy AHERKARSE
is nearly too cold to wear.

Far and wide over the Gobi BERTE A
a hundred yard thickness of ice,

And unmoving mass of somber cloud REREZIR
darkens thousands of miles.

In the central divisions we bring out wine PEZTAMEET
to toast a home-bound friend,

Here the Turkoman lute, the round guitar, DES XX G X 1
the flute of nomads,

As this blizzard of evening snow descends LORTTHMN
over the general’s gate )

And winds clutch the red banners BRY¥uMER A&
that freeze, no longer shake.

At the eastern gate of Bugur S+ EE
we send you on your way,

And as you go the snow will #ill LEEFRELL

the Heaven Mountain Road.
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As the mountain bends, so the road will turn, LR E
and we will no longer see you,
Leaving only the marks in the snow FErX¥9554
to show where your horse has passed.
[09591]

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 stiffness 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 before possessed.
Moreover, the closure here is particularly effective, and it is clever (Yin
Fan’s “ingenious ideas”); in fact, its cleverness 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 it might
be somewhere else, in some other flesh, in some other time. It is interesting
to note that none of the frontier songs were anthologized in the T ang
itself or in the early Sung: the exotic illusions they create had the greatest
appeal to later readers, for whom Ts’en’s borderlands were even more
alien.

Sometimes Ts’en clearly chose his topics for their exotic qualities; for
example, a poem on a volcanically heated lake (09592) or a poem on the
cinder clouds from a volcano.

Volcano Clouds: Parting X E &7

A volcano stands, thrusting high XLEALFFO
through the Ch’ih-t'ing Gap,

And from the volcano in the month of June XLEAXKER
fire clouds rise thick.

These fire clouds cover the mountains, REFBLRAH
unmoving, unbreaking,

And birds in flight for a thousand miles REFTZARMA
dare not come near.

Then all at once in the dawnlight F O F AR
they break with the Tartar winds,

And at dusk they turn back once again, AEFMEaw
blown with the rain from the passes,

Coiling around they slant down and swallow BRHTHRMU
the trees by Iron Gate;

Puffing out, swelling, they half cover over ABFHRRXTA

the Yarkhoto Garrison.
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Far in the distance a road lies, BB AR KL F
east of the volcano,
And on the volcano a single cloud LIKEREL
now follows your horse away.
(09596]

In this and in other songs composed for social occasions, Tsen would des-
ccribe 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
successfully and enigmatically, but in “Volcano Clouds” there is a “travel-
ogue’” description of the cinder clouds from which the poet incongruously
cuts a tiny puff to follow the traveler on his way.

The heptasyllabic 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” # # B # B K g (09616) of 758 clear-
ly owes much to Tu Fu’s “Grand Marshal Kao’s Dapple” & 4t % & 17
(10505) from earlier in the 750s; both draw from a broader tradition of
poetry on horses (e.g., 04301, 04279). On the other hand, Ts’en seems to
have preceded Tu Fu in poetry on the dance (09617).

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 Hsiieh Chii (702 ?— ?), Kao
Shih, Ch’u Kuang-hsi, Tu Fu, and Ts’en Shen all climbed the Wild Goose
Pagoda of the Temple of Compassionate Mercy in Ch’ang-an.? Though
only thirteen years separated the eldest of these poets from the youngest,
Ts’en Shen, there was a clear distinction between the more formal and
ornamented style of the older poets Ch’u and Kao (Hsiieh Chii’s poem
does not survive) and the more vigorous and imaginative T’ien-pao style
of Tu Fu.and Ts’en Shen. Ch’u Kuang-hsi’s poem began with-a- mixture
of formal ornamentation and the conscious simplicity of the capital poets:

From the golden shrine rises a holy vault, LA AF
Straight up to the edge of blue clouds. ErHEE
The place is still, my heart at peace as well. R E LY
I climb it in the season of autumn’s clarity. BZ Kk
Green and flourishing, the Yi-ch’un Gardens, P ETRN
A sheet of emerald, K’'un-ming Pool. SRR
Who says that the River of Heaven is high? BEXEZ
The spirit’s free wanderings happen right here. K

[from 06560]
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The extent of the differences between the two generations can be seen in
the kinetic description, metaphor, and hyperbole of Ts’en Shen’s version:

In shaping the pagoda seems to bubble up Ao if ok
High and alone, jutting to Heaven’s palaces. KEEXE
I climb for the view and bypass world’s bounds Bk %
On a stairway of stone that winds through the void. BERET
Upthrusting, it weighs down the holy domain, ELRWN
Towering as though of demon’s work. b3 do g T
Its four corner eaves blot out the bright sun, b p -0
Its seventh story rubs the blue sky’s vault. LtREXEE
I peer down, point to high-flying birds, TRIES L
Bend my ears, listen to roaring gales: 85 M 3 A
A string of mountains like mighty waves LIPS § 2
Rush eastward like rivers to the court of the sea. AR £
Green linden line the royal highway F o R
Where halls and palaces glitter and sparkle. T RTHE
Now autumn’s countenance comes from the west KEABR
And a rich green fills the capital region, F %184
There Five Barrows on the northern plain, BBILAE L
For eternity lies in blue haze. ¥EEA%
At last | am enlightened to that Pure Truth, FETTE
Having always honored perfect Cause— BB AN T
I vow to put off my cap of office, Eg 2 A
Aware of the Way, I rely on What is Forever. THERE
[09534])

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 first 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 to 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 Shen’s finest quatrains were also written between 749
and 757. The frontier quatrain was an even more strongly established sub-
genre than the long frontier song, and in Ts’en Shen’s treatment of the
form one cannot miss the vignette technique of Wang Ch’ang-ling.
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Song for General Chao H M EK
November on Heaven Mountain, the wind like a knife, JUARLR M7
South of the walls a hunting horse, B EREE
pelt matted short by the cold.
Our general gambles at chess, wins victory in every game, HEREIG B
And has won in the stake the sable-fur greatcoat of the Khan.  g4{3 8 F 3 8 #%
[09882)

As often inWang Ch’ang-ling’s quatrains, the literary values here are
modal, and the poem’s effectiveness lies in the suggestive juxtaposition of
the scenes of the two couplets. Both the army and the horse are in winter
quarters, idle and waiting. Chess is the substitute for battle, and the general’s
victory and his “booty’’ are good omens in the mood of resolute expecta-
tion.

One of Ts’en’s finest quatrains is ‘“Meeting an Envoy on His Way
Back to the Capital” #AF£:

I gaze eastward to my homeland, P PEL S & ¢
the road stretches endlessly,
My two sleeves drenched with tears, tears that never dry. AR AN
I meet you now on horseback, no paper here, no brush, it pun¥
I trust you to take them word—tell them all is well. BERERT L
[09877)

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 injunction is serious: the lie is in the
message. Like Li Po’s “Song of the Roosting Crows,” the attention of the
readers is drawn painfully to the difference 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-an, 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 families,
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 some joys, 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 HAEMNHE
Miscarried, mishandled—a lifetime’s affairs, 88—4%
Slipping and stumbling and now, white hair. #ERLS6H
My plans and stratagems all fell through; R &3
I feel my shame even before wife and children. 2FHRE
Though my wise prince has cast me from him, LER S
Loyalty still ceases not in my heart, T
But grief comes, and I've nowhere to go— REBELE
I can only climb this, the westerntower. ik LI HiE
(o9774)

Of course, the western tower is 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 whimsicality 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 SRELBPERF
Millions of problems, welling up in confusion, EFaA

But my heart long ago lost ambitious motive. Hoxes

For no special reason I was sent here as prefect— Ty ST
Not at all because I was bored as secretary. R BA R

Now rains drip the banana leaves red, HHEEF

Frost hurries the oranges’ deepening yellow. ol R

And I meet you with an open-mouthed smile— #EMOR

What place can we call a strange land ? 1T & & 10 8¢

[09757)

The gentle irony of the second couplet—secretary was the post Ts’en had
held in the capital—is particularly reminiscent of Tu Fu’s Szechwanese years.
Ts’en’s last line is cheerfully pilfered from the closure of a quatrain by Li
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Po (08593) and echoes a popular High T’ang theme of consolation: home
defined by the presence of friends.

The consérvatism of postrebellion 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 virtually disappeared from
Ts’en’s work, and there remained only hints of his former style. Images
of bumning recur throughout Ts’en’s poetry: lamps metaphorically set
dreams ablaze, and a Central Asian volcanic lake sets “nomad clouds on
fire” (09592). In the following 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 lit-shih regains its proper shape, but one
senses also the loss of those qualities that gave Ts’en Shen’s work an indi-
vidual style.

Traveling by River and Spending the Night at Dragon EARGBRAR
Roar Rapids, I Gazed Out in Longing for the Recluse o E R A M
on Mount O-mei: Sent Also to Various Gentlemen in FE < XX
Camp 'y

A government lodge looks down on the river’s mouith, TAKELO

And by now I'm accustomed to the rapids’ sound. BAAME

Misty waters let through a moon of clear sky, Kkt f

Night fires in the mountains burn the clouds. LXRBRE

Now I'd like to seek out my friend the wizard— L% 5%+

I lack the heart that yearns to be prefect. BSRRE

How can I stay on in this strange land ? E AT T4

More strongly felt now, long gone from the herd. REABK

[09646]

In 768, after just a short time in office, Ts’en renounced his post and took
up residence in Ch’eng-tu, where he died in 770.

It is impossible to tell if Ts’en Shen’s collected works were put into
in which the poems were arranged topically. The earliest printed edition
is from the Ming, but it 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’en’s poetry, but it did
not appear in the Kuo-hsiu chi and was not well 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 of T’ien-pao poets whose works had only modest popularity in the
T’ang; but by chance his collection 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 all the styles of past and present and combined the unique, particular
masteries of each other writer.

Yiian Chen, “Tomb Inscription for Tu Fu”

Tu Fu is 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 judgment, because, like Shakespeare in our own tradition,
his literary accomplishment has itself become a major 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 early ninth century Yiian Chen 74§ had already discerned
the essential characteristic of Tu Fu’s genius, its sheer variety and many-
sidedness. Tu Fu assimilated all 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 developed 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 unrivalled 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 felt until several decades after his death, but once
his preeminence was established, he became the towering figure of Chinese
poetry whom no later poet could entirely ignore.

Because he played such a formative role in the future directions of
poetry, it 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 influences of subgeneric traditions. Tu Fu was the

183
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master stylist of regulated verse, the poet of social protest, 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
inreconditeallusion 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 full corpus of his poetry, but
also in the individual poems, where rapid stylistic and thematic shifts join
to represent a problem 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,
as well as in an awesome ambivalence in point of view.

In traditional comment on Tu Fu, particularly by T’ang writers, the
language of cosmogony and Creation # 4k, 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_fu-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 earlier T’ang poetry, questions of convention were essential
because convention silently guided the creating hand. A poem was a more
or less individuated version of a shareéd body of artistic material. 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” through which a poet might speak individually: the poet
might use convention, avoid it, or transform it into something individual,
but poetic convention remained the great norm that gave all variation
significance. Even the archindividual, Li Po, attained his separateness by
laughing at convention, by a stance of defiance that required something
to defy.

Tu Fu’s liberation from convention was of a different and more pro-
found variety. One of the clichés of critical comment on Tu Fu was that
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“every word had its source’: this is untrue not only on the surface level,
but on the deeper level of Tu Fu’s use of the past. Tu Fu’s command of
earlier literature far exceeded that of any poet before him, but he truly
“used” the past, with all the implications of control and mastery that
belong to the word used. Very rarely did past literature and convention
guide his creations. One must look carefully in Tu Fu’s poetry to find the
familiar structures of T’ang poetry, and when they are found, one realizes
how small 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 poems.
Wang Wei created a beautiful and highly personal version of the theme in
“Climbing Pien-chiieh 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 of the poem.
The same convention can be seen in one of Tu Fu’s earliest poems, “Gazing
on the Peak’; not only is the conventional pattern hidden, its role is sub-
ordinate, and the true artistic and intellectual concerns of the poem lie
elsewhere (pp. 187-88). In reading Tu Fu it is essential to recognize how
the poet made use of specific earlier texts and styles, but that large and
ever-changing body of poetic convention is not sufficient or even primary
for the understanding of his poems.

Given the quantity of Tu Fu’s poetry (about fifteen 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 life and to precisely dating his poems. Many difficult questions
have been resolved, and other, insoluble questions have been hotly debated.
I have no aspirations to add anything new to the historical problems here;
rather, I will often back away from many precise, but insecure conclusions
.achieved by perceptive inference and great erudition.! For literary history,
biography is only a framework, and it usually does not require exact dating.
In reading many individual poems, however, the precise historical back-

"“ground of occasion may be of much greater relevance.

Manvy of Tu Fu’s poems can be read without reference to their bio-
graphical or historical contexts, but an equally large body of poetry res-
ponds to the momentous events of political history with a far greater
engagement than the work of most of his contemporaries. This engagement
with political history, particularly with the events surrounding the An
Lu-shan Rebellion, has earned for Tu Fu the title of shih-shih # %, the
“poet-historian.” Tu Fu’s involvement in political and social problems
should neither be overestimated nor underestimated. The historical context
must be excluded where it is irrelevant or unknowable, but in other poems
contemporary political problems play a major role in the surface subjects,
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in the diectics, 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 clan base was in the capital
region, with the partial exception of Wang Ch’ang-ling, who seems to
have been from a branch of the T’ai-yiian Wangs who had based themselves
in the capital. It is possible that Tu Fu’s enduring concern for the empire
was colored by his clan ties to the capital region: only there would the sense
of empire have entirely overshadowed regional affiliations. The great clans,
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 clan during the T’ang had been Tu
Fu’s grandfather, Tu Shen-yen # %3, a court poet of Empress Wu and
Chung-tsung. As a clan, however, the Tu’s enjoyed neither great social
prestige 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 clans, but his relationship to them was highly subordinate.

Tu Fu’s birth in 712 coincided with the beginning of Hsiian-tsung’s
long reign. Of his youth little is 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 biographers (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 contemporaries, 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 a journey through the Southeast in his late teens. Then, in 735 or 736,
during the ministership of Chang Chiu-ling, 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 early years.
A few such early poems may have survived, now scattered through his
collection under later dates; but the earliest poems to which probable dates
can be assigned come from the late 730s, and not until the first half of the
740s, when Tu Fu was already in his thirties, are there poems that can be
dated with certainty. In these “earliest” poems Tu Fu appears as a poet
without an apprenticeship, a fully mature poet with a sure hand and a strong
individual voice. It is possible that Tu Fu’s youthful works were lost in the
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turmoil of the An Lu-shan Rebellion and in the vicissitudes of the poet’s
later travels, but it is equally possible that Tu Fu excluded from his collection
virtually 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™ % f, 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 earliest by traditional dating, has the
indelible marks of Tu Fu’s personal voice:

And what is T’ai Mountain like? RF Ao
Over Ch'i and Lu a green unceasing. EEHFAT
Here Creation concentrated unearthly glory, #ALEN F
Dark north slope, the sunlit south 23K IR
divide dusk and dawn.
Sweeping past breast growing layered cloud, EHEGE
Eye pupils split, moving in with homing birds. 9N
The time will come when [ pass up to its very summit, SEALT
And see in one encompassing vision — %R
how tiny all other mountains are.
[10498]

The stylistic brilliance of this poem pales in translation. It is an “old-style”
poem that wears the half-mask of a lii-shil. 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 closure,
which echoes Confucius’s ascent of T’ai Mountain when he “thought the
whole world small” (Mencius VII A. 24).

More accessible in translation are intellectual interests, equal to those
of Wang Wei but very different 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 [slope] is Yang.) The mountain is a mystery to be “known,” (line 1),
and in the quest for that knowledge, the poet is acutely aware of the differ-
ence between knowing the mountain by gazing “at” it and knowing it by
gazing “from” it. The answer to the question “What is 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 close 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 flight, until finally he imagines the completion of
the ascent when he attains the complementary large vision from the summit.

What are the poetic traditions behind this, one of Tu Fu’s earliest
extant poems? There is nothing of Ts’en Shen’s close imitation of the first-
generation poets; the poet neither submits to nor avoids the poetic tradition,
but rather puts it to his service. The tripartite form survives as a purely
formal framework, but thematically the poem breaks into two quatrains.
The closing response is 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 finally to the future.

The opening question is the essential problem of the yung-wu tradition,
yet the poem is like no yung-wu before. As the correlative to enlightenment,
the ascent of the mountain in the imagination has antecedents in Sun Ch’o’s

fu “Visiting Mount T’ien-t'ai” # X & 4y 8 and probably in Li Po’s visionary

visits to Lu Mountain (08303) and T’ien-mu Mountain (08332). But in
their use, these traditions were not isolated patterns subject to any combina-
tion that pleased the poet: they carried certain concomitant elements—in
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
Jjourneying 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 written on the friendship
of Li Po and Tu Fu, and delineating the contrasts between the two poets
has been one of the favorite occupations of Chinese critics, traditional and
modern. Li Po and Tu Fu were indeed very different poets, fascinating in
juxtaposition, but the contrast between them does not constitute a basic
antithesis in the values of Chinese poetry, as some critics have suggested.
With some justification, Tu Fu would have seen himself as a poet in the
same tradition as Li Po, and the more significant contrast lies between a
kind of poetry represented by the work of Li and Tu, and the capital poetic
tradition represented by Wang Wei.

Tu Fu was much in awe of Li Po, but awe of other poets was a charac-
teristic of Tu Fu, and it extended to many poets whose stature was consider-
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ably beneath that of Li Po. However, Li Po was of special importance to
Tu Fu: in Tu Fu’s prerebellion poetry the voice of Li Po can be heard more
clearly than that of any other poet. As suggested earlier, their famous
friendship was onesided; their greatest common ground may have been
ashared admiration for Li himself. 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” % % &, from 744:

Autumn comes—I look on you, KEMABEGEE
still tumbleweed blown by winds,

Immortality’s pill, not yet compounded— ARATHRE 2
shamed by comparison to Ko Hung.

Get roaring drunk, sing wild songs, kSR
pass your days in vain,

The wild gestures and all the frenzy RELBE DM
to show your powers to whom?.

[10914)

Ko Hung was the author of the Pac-p’u-tzu, a neo-Taoist miscellany that
included much alchemical lore.

An unmistakable melancholy 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 similar 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 office. In 747 a perfect opportunity seemed to
present itself when the emperor decreed a special examination for prior

examination failures. However, the minister L1 Lin-fu had all the candidates
failed and assured His Majesty that no person of talent had slipped through
the net of earlier examinations. Tu Fu spent virtually the entire decade
between 745 until 755 trying to make the connections necessary to secure
him a position in the government. In 751 the poet resorted to the expedient
of presenting the emperor with three fu, and according to Tu himself,
these found special favor with His Majesty. As a result, Tu Fu was given
a special examination, passed, and told to await a position at the Bureau of
Selection.

Qualification for an appointment and actually receiving one were
very different matters: even if an appointment were forthcoming, its
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quality would depend greatly on a man’s social and political connections.
In Tu Fu’s case, ycars passed without assignment. Much has been made of
the animosity of Li Lin-fu, first in trying to block Tu Fu’s qualification and
later in blocking his appointment to office. It is unlikely that Li Lin-fu
any special animosity for a person as insignificant as Tu Fu then was:
morc likely, opposition to Tu Fu was probably a matter of routine for
anyone with the social connections Tu Fu did possess—Ilinks to real enemies
of the minister, men like 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 the
torrential rains and resultant famine of 754, 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 of the crown prince.
Latein 755 he setoff tojoinhis family in Feng-hsien, and during hisabsence,
the imperial armies of the northeast rebelled under the leadership of An
Lu-shan.

Tu Fu’s prerebellion poetry shows more clearly than his later work
elements common to other contemporary poetry. Heptasyllabic songs
like “Eight Drinking Immortals™ #& ¥ A\ 4b (10520) grew out of the poetry
of drunken eccentricity by Li Po and Li Ch’i. Some heptasyllabic songs
like “Lovely Ladies” & A 47 (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, as were some poems of imaginative fantasy like the “Mei-p’i
Lake Song” (10524). Two series of poems on visiting the mountain villa
of a General Ho (10936—50) drew on the traditions of occasional capital
poetry. Even the famous ““Ballad of Army Wagons” % # 17 (10504) had
a pale, contemporary parallel in the “Answer for the Old Man of Pei-chou”
X3t M £ A & (09450) by Chang Wei % 3. But these correspondences only
scrve to illustrate 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 relation to Ts’en Shen can be taken as a case in point. By the
early 750s, Ts’en Shen was already writing the kind of imaginative, de-
scriptive songs seen in the preceding chapter. Accompanying Ts’en Shen
and his brother to Lake Mei-p’i near Ch’ang-an, Tu Fu wrote a song echoing
the style of Ts’en Shen and his “passion for wonders.” As a gesture of friend-
ship and respect, Tu Fu was following the common practice of modeling
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one’s style on that of one’s host or companion. But onc necd only compare
the result of Tu Fu’s “imitation” with any of Ts’en Shen’s songs to sce both

the superiority and the deep originality of Tu Fu.

A Mci-p’i Lake Song

The brothers Ts’en have a passion for wonders
And took me to visit Mei-p'i far away.
The earth and sky were ashen and somber—
their color suddenly changed,
Thousands of acres of mighty waves,
a hoard of amethyst,
And into amethyst vistas spread
our boat set sail.
The experience strange, elation crested,
then grim thoughts came—
Of behemoth rising and leviathan,
swallower of ships—these are known no more,
But, alas who will be by my side
in cruel winds and white water?
My host’s brocaded sails
unfurled on my behalf,
And the boatman’s joy is great
- that murky fog is gone,
Ducks scatter in confusion
as the rowing song begins,
While murmurings of far music come
through the formless azure air.
Depths unmeasured
by plumbline or pole,
Leaves of water chestnut, blossoms of lotus
drift asif freshly scrubbed.

And now in the very midst of the waters,
clear as some arm of the sea,
Sinking infinite beneath us,
the black form of South Mountain—
South of midslope all the hill
lies here submerged,
A shimmering réflection stirred
in a plain of vast waters.
Upon its darkness our skiff raps
the cliff temple, Edge of Clouds,
Till the moon comes out on the face of the waters
through the pass at Indigo Fields,
Which now is a coal-black dragon puffing
a pearl from its jaws;
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Then the God of Waters strikes his drum, LT EE X ]
the herds of dragons scurry,

Singing and dancing the spirits come forth, At E L A
the Han’s Maidens, the Ladies of the Hsiang,

Tassled poles golden, kingfisher banners, S e L X B
a radiance hovering in the half-real,

Right here before me—yet | worry RREZATHE
at the thunder and rain of the god’s coming:

Then empty spaces infinite and the god’s intent, BT RNTE
not understood.

Youth endures not, FHRG AR
no escape from old age,

Yet still there has ever been G RERFTRS
much sorrow, great joy too.

[10524]

As the moon emerged from the passes at Indigo Fields and became, in its
reflection on the lake, a pearl exhaled from the jaws of a black dragon, Tu
Fu’s visionary 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 elements that separate this poem from Ts’en Shen’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 life. Moreover, it was perhaps this very quality that denied
Tu Fu the full admiration of his contemporaries and immediate successors.
The 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 one above, a song that undergoes as
many shifts in mood and style as it describes shifts in weather. Beginning
with a straightforward statement of the occasion, ““A Mei-p’1 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 revelry, but Tu Fu undermines his epiphany with a timorously
human storm-fear at the “thunder and rain” that accompanies the god’s
coming. The closing lines are consciously archaic, a commonplace from
Han Wu-ti’s “Song of the Autumn Wind” # &, ¥k, and their position sug-
gests the message of the “god’s intent’ that was not understood by 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 the 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 Yiieh, 04821); a poem might close with an archaic truth, as in

- 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 fail 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 life, 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 of his uncle (10517):

I have come on behalf of the clan R BEEE
and not for a plateful of food. FTERAR

On a grander level, the freedom can appear in a flicker of 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 #* & k=8
(10508—10):

Wind of ruin, lurking rain, MR R AK Gy

autumn flurrying turmoil,
* Seas and ‘wastelands circling the earth WEARF—F

share a single cover of cloud.

Horses going, oxen coming— 2 ELFRA N
can no more tell them apart.

The muddy Ching and clear Wei, kK ATER
when again can we distinguish them?

Fungus grows on the heads of rice, ABEHFEARE
the wheat turns black.

From farmers and from field workers, LrmKBRHA
no news yet,

While here in the city a measure of rice WP RBERN

can be had for your bedroll—



194 Tu Fu

“Done!” and never a question asked nEFELHHMA
if their values are the same.
[10509] .

The closing vignette on market value previously had been the stuff of
chronicles and anecdotal collections rather than poetry. The closest poetic
parallel was from the third-century “Unclassified Poem” #3 by Chang
Hsieh #&i%:

Foot of firewood worth more than a yard of cassia, REEFH
Brown grain more valuable than garnets or jade. aBEFER

But Chang Hsieh’s couplet, with its hyperbole and ornamental variation
for parallel, represents Chin poetics. It belongs to a different 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 first Chinese poets
to discover the energy of tragicomedy, and in the conjunction of its anti-
thetical impulses, there appears yet another aspect of the multiplicity that
informs Tu Fu’s work. In Tu Fu the inclination is ever to complicate, to
draw in opposing dimensions, and to “‘complete’” knowledge of a thing or
an experience.

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
one vast cloud, then proceeds to the ethical and philosophical associations
(line 3, from the Chuang-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. Moreover, the opening belies the idea that “every
phrase has its source”: not only are there no known antecedents for the
phrases “wind of ruin” (?) B} & and “lurking rain” (?) X ®, no commen-
tator is completely certain what the phrases mean. The phrases are sonorous
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
final 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 major example came from 755, just before the outbreak
of the rebellion; this was “Going from the Capital to Feng-hsien, Singing
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my Feelings” § 7 4t & £ & &I £ 8 F (10534). A few years later this was
followed by the more famous and fully developed examples of the form,
the “Song of P’eng-ya” # #7147 (10557) and the “Journey North” 3t 4E
(10558). “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 of Tu Fu’s self-image.

_In commoner’s robes a man of Tu-ling, HEAAH K
As he ages, his ideas fall deeper ARXEH B
into naivete and foolishness,
And the goals to which he vows himself— Hh—118&
simpleminded—
In the secret heart comparing himself HiLif s
to Hou Chi, Chou’s ancestor,
to Chieh, the Shang’s founder.
But he may be deceived and instead become EEMR %
‘a useless vacancy,
Hair now white and willing SRR A
to meet long suffering:
When the coffin lid closes, the matter is done. i¥Fne
And yet my goals still and forever ETAR

long for fulfillment.

Discursive self-analysis did have its antecedents in Chinese poetry,
but the complexity of Tu Fu’s statement—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 extended
monologue in which the poet argues with himself and defends his continu-
ing search for office despite repeated failures. Then, in line 33, the poet shifts
abruptly to the narrative of the journey that is the subject of the poem.

It was year’s end; all plants shriveled and fell, AETEE
The rushing wind split the high hills, HERSAY
35 The avenues of the capital were dark canyons X B oo i
As the traveler set out at midnight. EFP B
His stiffened belt cracked in the harsh frost, B R R
And fingers, stiff and straight, could not tie back the ends. &E K
Then, by dawn’s breaking, I passed the Li Mountain Villa, F RS
40 A royal bed set on towering heights ARATE
Where battle flags blocked a cold and empty sky, HAERE
Where slopes and valleys were worn smooth b N0
by the tramp of armies.
There from the hot springs, vapors curled upward A E

past the clack and clatter of the Household Guard. KRB AE X
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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 fortification in which the Household Guard seems more functional
than decorative, as they were in most poetry. Tu Fu continuesin 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
marriage:

67 Around Vermilion Gates, the reek of meat and wine KPIERL
Over streets where lie the bones of the frozen dead. BH ARG

Quickly the poet shifts back to a narrative of his journey, vividly describing
the desparate crossing of a creaking bridge over a river in flood, the travelers
all joining hands to draw one another across. Finally, Tu Fu reaches Feng-
hsien, where his family is staying.

8s I came through the gate, I heard a crying out, NG X
my youngest child had died of starvation %FNeR
And this thought obscsscs mc—as a father, HriR B AR

90 Lack of food resulted in infant death; ) R E L
I could not have known that even af ter harvest Bk kR
Through our poverty there would be such distress. REHRE
All my life I've been cxcmpt from taxes, 4 ¥ A5
and my name is not registered for conscription. P& ¥ix:]

95 Brooding on what I have lived through, if even I ok a ¥

know such suffering,
thc common man must surely be rattled by the winds; T A B8R
then thoughts silently turn to those who have lost RE L EH

alllivelthood o e e =
and to troops in far garrisons. B4ad ¥
Sorrow’s sourcc is as huge as South Mountain, EFuERG
a formless, whirling chaos that the hand cannot grasp. MBATHE

[10534]

Such experiences played little role in poetry before Tu Fu; where
they occurred (as in the “Lament fora Wife”” subgenre 1¢ 1=, or in Lu Chao-
lin’s lyrics on his disease), they were usually stylized beyond recognition.
But Tu Fu was not merely being confessional: he wove together private
experience and public experience; private values and public values; per-
suasive argument, narrative, symbolic description, and lyric meditation.
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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 be, like Hou Chi and Chieh,
the founder of a great line, and later, the death of his child), and the tradition
of hermetic topical symbolism (an excess of the Yin principle in government
echoed in images of darkness and the flood scene). There is no sense of
artifice in these orderings; rather, Tu Fu seems to have possessed an uncon-
scious sense of the inner pattern of events, and this swallowed up conventions
of earlier 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 magnitude, 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
indifference. To Ts’en Shen a Central Asian snowstorm was an appropriate
topic for a poem; the Battle 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 battle; only rarely did poets write about the
rebellion itself. That the An Lu-shan Rebellion is now considered one of
the great topics of T ang poetry is duealmost entirely to Tu Fu, to his poems
on its battles and his personal experiences of it.

Late in 755 the Army of 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. Hsiian-tsung
fled the capital in precipitous haste, and during his flight the imperial guard
demanded and received permission to execute the minister Yang Kuo-
chung and the emperor’s favorite Yang Kuei-fei. In the summer of 756,
Hstian-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 Fu 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 of P’eng-ya.”

I remember when first we fled the rebellion, R ]
Hurrying north, we passed through hardship and danger. EX-%:1 31
The night was deep on the P’eng-ya Road, REH¥#HE
And the moon was shining on Whitewater Mountain. A B agKdh
The whole family had been traveling long on foot— BEEARSY
Most whom we met seemed to have no shame. #AASBR

Here and there birds of the valley sang, £ EBEA
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We saw no travelers going the other way.

My baby girl gnawed at me in her hunger,

And I feared wild beasts would hear her cries:

I held her to my chest, covered her mouth,

But she twisted and turned crying louder in rage.
My 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 Swamp

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—
Welcomed us as night’s blackness was falling,
Hung out lanterns, opened his many gates,

With warm water had us wash our feet,

Cut paper flags to summon our souls,

Then afterward brought in his wife and children,
Whose eyes, 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 sat,

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 I ever have the wings

To fly off and alight before your eyes?

[10557]
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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 of P’eng-ya” is a simple, moving
narrative poem treating an experience more naturalistically than any poet
before Tu Fu. Tu Fu called the poem a *“song” (or “ballad,” hsing §7), 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 someone, a verse letter. The yiieh-fu overtones of
the generic title allowed the naturalistic detail and gave the experience a
universal dimension.

After removing his family to safety, Tu Fu returned 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 inept, but well-meaning minister Fang-Kuan, Tu Fu requested
permission to go and visit his family. It was on this journey to Ch’iang
Village that the poet wrote his most famous long narrative, ‘“‘Journey
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 Hsiian-tsung returned
to Ch’ang-an, as 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 of forty~
eight, Tu Fu resigned his post and set off for Ch’in-chou, far in the North-
west. Out of Tu Fu’s fifteen hundred poem, approximately five of every
six poems were written after the poet’s departure for Ch’in-chou, during
the last eleven years of his life.

The poems written by Tu Fu during the rebellion include many of

. his most famous works, but for the most partthey constitute no real change
from Tu Fu’s earlier poetry. The emotions described are often more in-
tense, and the style is more controlled, 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” & ir 3§ (10540) grew in
part from the heptasyllabic song style of “Fair Ladies” (10522); the six
ballads of social protest, grouped as the “Three Clerks” = £ (10578-80)
and the “Three Partings” = %] (10581-83) grew out of the “Song of the
Army Wagons” (10504). But from this period also came some of the only
geuinely conventional poetry that Tu Fu ever wrote: during his service as
Reminder, Tu composed a small group of occasional poems and poems on
court service; these are among the best of their kind, but are basically in
the same mold as poems by his fellow officers Ts’en Shen, Chia Chih, and
even Wang Wei, to whom Tu Fu dedicated one poem.

One area in which significant innovations did appear in this period
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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-ya,” 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 AR

The moon tonight in Fu-chou SREMNA
She watches alone from her chamber, M amE
While faraway I think lovingly on daughters and sons, &) RL
Who do not yet know how to remember Ch’ang-an. ARBESR
In scented fog, her cloudlike hairdo moist, FEEER
In its clear beams, her jade-white arms are cold. HFRIAK
When shall we lean in the empty window, o5 5 B 4R
Moonlit together, its light drying traces of tears. B BRI

[10974]

Remarkabie here are not only the supremely human sentiments, but also
the transformation of some of the oldest and most artificial poetic tropes.
Tu Fu’s wife is formed out of the conventional attributes of “fair ladies™:
she is reduced to jade-white flesh and a coiffure surrounded by scent and
moisture. These are the attributes of courtesans, court ladies, and the
stylized personae of yiieli-fu, but never one’s own wife. There is the vener-
able trope of the moonlight shared by parted friends or lovers, united by
the same moon and identical gazing; there is the refleMve 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
(06137). 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 by side. Out of this stylized legacy Tu Fu.-wroughta poem-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 of it vividly in a playful topic from Southern D ynasties
poetry, “Suffering from the Heat” (also treated by Wang Wei, 05849).

Suffering the Early Autumn Heat, T KL aREAm
My Desk Keeps on Being Piled High
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The seventh month, the sixth day, rAxa¥E &k
I suffer the sultry heat.
[ face my food, eat a bit, #RERATR
then I can take no more,
And constantly worried when night comes FRRPEAR
of scorpions everywhere;
Worse now after autumn’s begun— RIGKKH SR
more and more flies.
~ My tight belt drives me mad, REREERA
I want to scream out loud.
More papers, every one “‘urgent,” AETT2 R0
keep coming in succession.
Just gaze to the south to the green pines heEFufan
that frame a little vale—
Oh, to tread with my feet bare £ 43 F w2k Rk
the thick, thick ice down there!
[11027]

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 life.

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 it a meaningful structure. In the works of most poets the order
of the world was relatively simple and intelligible (such as, a mountain
structured to lead one “upward” to transcendence); moreover, all parts
of a scene need not be significant—the reader could allow 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
they echo through every word.in a poem.

Facing the Snow HE

Weeping over battle, many new ghosts, BREMAR
In sorrow reciting poems, an old man all alone. BATEEH
A tumult of clouds sinks downward in sunset, LERAE
Hard-pressed, the snow dances in whirlwinds. 258mA
Ladle cast down, no green lees in the cup, S 3.7 T4
The brazier lingers on, fire seems crimson. B A Kd
From several provinces now news has ceased— ESARLECN
I sit here in sorrow tracing words in- air. RAFETE
[10973)

The political conditions described here have led the traditional commenta-
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tors to date this poem to Tu Fu’s period behind rebel lines in Ch’ang-an,
after the defeats of the imperial armies at Ch’ing-fan and Ch’en-t’ao.

In the symbolic cycle of the seasons, winter was the nadir that followed
the destruction of autumn; it was the season of Yin and Darkness, but it
was also the season that promised rebirth. The correspondences between
the political world, 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 world outside. Indeed, Tu Fu’s treatment of the
topic has strong echoes of the formal amplification 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.
The city disappears in the poem: there is only the poet who “faces” and
the snow world that is “faced,” the world of death and winter. This is one
of the earliest examples of a characteristic scene in Tu Fu’s poetry, the self
alone in an uninhabited or haunted world.

In the second couplet the world 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: luan & clouds, “clouds of
rebellion,” a “tumult of clouds”; chi 4 snow, the “snow of war’s alarums
(chi),” “hard-pressed snow.” Double meanings mark the secret correspon-
dences between the human world and the uninhabited scene. The poet
faces a world of disorder, 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 is the brazier.
The “response” of closure demands a corresponding outward movement,
but before that can occur, a new term must be introduced into the “facing”
relationship: this is blockage, news blocked coming in and messages
blocked going out. The poet makes his futile gesture of response upon the
interface between the two worlds, words written in air, hopeless signs of
communication that cannot cross the barrier into the world of winter and
disorder. In form, style, and concerns, “Facing the Snow” is an early
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example of the “classic” Tu Fu lii-shih 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 fragments, 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 government, 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 life. During the

last eleven years of Tu Fu’s life, 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 sumrnarized 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 already been posted. Soon after
Tu Fu’s arrival, Yen Wu, a friend and son of a friend, became military
governor. Tu Fu built himself the famous “thatched hut” ¥ 4 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 homage to Tu Fu’s military 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 Emperor 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’uei-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 sufficient 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 of Ch’in-chou was both drastic and
dramatic. It was one of those serious life decisions that could not but affect
the work of an author who wrote in the context of a concept of poetry as
shih-yen chin ¥ % &, “poetry articulates intention,” the expression of
individual response to a historical world.

Ch’in-chou was a period of changes in Tu Fu’s poetry. Probably the
most famous poems of the period are the twenty “Unclassified Poems of
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Ch’in-chou” A 4t3¥ (11036-55). 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, TAREE
Then rain from the passes, streaming densely. BEEHEK
A nomad boy watches the River Wei, AEEAK
The royal envoy heads to the Yellow River’s head. B EETE
Smokey fires: the tents of an army camp, BXESE
Cattle and sheep: a village on the ridge. FEHREH
Where I dwell the autumn grass is still, Hr Bk 34
Just now as I close my wicker gate. EMHEP
[11045])

Of all Chinese poets, Tu Fu was perhaps the least willing to let nature
be herself: little seems random or accidental; rarely is 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 is subject to exception according to the larger truth of
multiplicity in Tu Fu’s poetry. In some of the Ch’in-chou poems, particu-
larly in the “Unclassified Poems of Ch’in-chou,” the symbolic world 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 world are not hieroglyphs of a
hidden order but indices of a complex state of mind. The following is the
seventeenth poem of the series:

On the frontiers fall shadows swiftly turn evening, G N4
No more can we make out the light of dawn, THHBAX
Rain from eaves streams down curtains in disorder, EHILHKw
Clouds from mountains cross low over my wall. L E 1A
A cormorant peers into a shallow well, LI R g
Earthworms chmb-far into the-haft. -~~~ T R ERE
Drearily horses and carriages pass by, $EMTEER
And before my gate all the plants grow tall. Maa¥k
[11052]

With its 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” # £ 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 is one of the more overwhelmingly stark of
Tu Fu’s poems, combining the modal interests of the Ch’in-chou months



Tu Fu 205§

with the symbolic mode in the interplay of the cosmic forces of light and
dark, as darkness gradually overwhelms the barren immensity of autumn.

Clear autumn—cannot gaze to its limits, FREAE
And in the distance layers of shadow rise. a kA Rk
Far waters pure and level with the skies, kKEXP
Deep away, a lone fortress shrouded in fog. wIK 1k KIFE
Leaves few now—the wind brings more down, LHEE %
Mountains remote as the sun begins to sink. L 38 8 #74t
~ How late the solitary crane returns— 15 48 55 T 0%,
The crows of dusk have already filled the woods. GHedk
[11089)

Yin-Yang symbolism played an important role in Tu 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 of Tu 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, as 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 world finds release in the optative.

Thousand League Pool ¥ LR

The blue creek fuses dark mystery within, FHELHEE
A holy creature, sometimes appearing, sometimes concealed— WA e
A dragon resting in massed waters coiled, LR K 58
His lair sunken under a thousand leagues. BRE LY
Pace each step with care, pass over cliff rim, B/ AR
Bent for balance go down into mist and haze, LERE X
Look out over a stretch of mighty waves, MERFEL
Then stand back on a greatness of gray stone. haikih K
The mountain is steep, the one path here now ends LE—BE

Where sheer banks form two facing walls: Aidma
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Thus were they hewn, rooted in nothingness, B IRE R
Their inverted reflections hung in shaking waters. % & A
The black tells of the vortex’s bottom, 2rMER
The clear parts display a shattered sparkling. w AP
Deep within it a lone cloud comes, KEHELF
And the birds in flight are not outside. & & 149k
High-hung vines for its battle tents, N L]
The winter trees rank its legions’ standards. R BN
Streams from afar twist their flows to reach here, &) eh i@ A
Cavecs give subterranean vent to swift scouring. & FBEH
I have come to a place hidden, a realm without men, &y B AR
The response it stirs is all our own. SARHKE
Now, asking my leave, unwillingness hangs strongly on, L55HR S
As old age approaches, this visit, the finest. [ F2 %3 3
Hiding himself away, he sleeps in long scales; P& ISHE
The mighty stone blocks his going and his coming— EXNELH#
Oh, when shall the blazing skies of summer pass, TEELRE
That his will may exult in the meeting of wind and rain. hERAHE
[10632)

The hidden dragon near Ch’in-chou belongs to a different 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
Mei-p’i Lake Song” is even stronger on the level of the differing 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 of the 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 of the
outing itself.

In “Thousand League Pool” reflection becomes the mirror of the
world, and the mysterious, cliff-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 is not in-
tended to display the poet’s powers of invention; 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 have felt morc at casc with

" himself and the world. The years in Ch’eng-tu were rich ones for Tu Fu,

as 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” jrefig 4 F #, L% 4) (11218—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 stamens, MERLERILR
make the riverbank terrible,

But I walk on, precariously tottering, TFERAT L
truly afraid of spring,

And bear still the drivings of wine and of song, HAGHERS A
I endure,

Not yet finished off—this white-haired old man FEANEQHA

[11219]

The poem may be read with humor or with terror, but the characteristic

LI

. 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 is the half~-humorous, half-pathetic vision of the self more
apparent than in the famous “My Thatched Roofis Ruined by the Autumn
Wind” 3 B &K & ok 3:

In the high autumn skies of September AR EGABRKE
the wind cried out in rage,

Tearing offin whirls from my rooftop AKBEL-=FF
three plies of thatch.

The thatch flew across the river, FRA K H

was strewn on the floodplain,
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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 eyes,

Brazenly took armfuls of thatch,
ran off into the bamboo,

And I screamed lips dry and throat raw,
but no use.

Then I made my way home, learning on staff,
sighing to myself.

A moment later the wind calmed down,
clouds turned dark as ink,

The autumn sky rolling and overcast,
blacker towards sunset,

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.

I have lived through upheavals and ruin
and have seldom slept very well,

But have no idea how I shall pass
this night of soaking.

Oh, to own a mighty mansion
of a hundred thousand rooms,

A great roof for the poorest gentlemen
of all this world,
a place to make them smile,

A building unshaken by wind or rain,
as solid as a mountain,

Oh, when shall I see before my eyes
a towering roof such as this?

Then I'd accept the ruin of my own little hut
and death by freezing.

[10686])
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Tu Fu moved with ease between the naturalistic world of vignette
and the world of symbolic vision: the allegorical mansion differs 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 are united
by the figure of the poet, at once 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 statements of the value of literature: in later years
he spoke of literature as (11547):

... a deed of eternity, x¥++#
Whose failure and success is known RE+ss

in the mote that is consciousness.

But beyond these echoes of traditional literary theory, the poetic nature
becomes part of Tu Fu’s self-image (11167):

As a man my nature’s lopsided BAAIES
and addicted to lovely lines.

If my lines don’t startle others, BEREALTK
in death I'll find no rest.

And now in old age my poetry ELHRIRR

is really getting relaxed.

The easygoing, colloquial tone of these line was characteristic of Tu Fl.]’S
Ch’eng-tu years and mockingly reflected the self-image of the eccentric.
The famous second line has a serious side in the playful context: that poetry
-should “startle” people was based on T’ien-pao values of “strangeness”
that appeared so often in Yin Fan. But even more significant is the implicit
importance granted to poetry: if it failed to produce the desired effect, the
poet would find no rest even in death.

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 it is not surprising that in the
illusory conflict between fu-ku and the poets of the sixth and seventh cen-
turies, 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 that fu-ku writers attacked, particu-
larly Yii Hsin and the Four Talents of the Early T’ang. The clearest example
of his defense was in an exceptionally difficult series of epigrams, the six
“Playful Quatrains” 8% 5% £ ) (11228-33). The following, a defense of
Yii Hsin that begins the series, is one of the more intelligible:

The writings of Yii Hsin RIEXEEE R
grew more perfect as he grew older,

A mighty brush, overtopping the clouds, AERFERE
a mind roaming as it pleased.

But men today ridicule and criticize SRR AR
his fu that were handed down,

Unaware that even an ancient sage R RHE
might be in awe of the later-born.

[11228])

In his last line Tu Fu referred to Analects 1X. 22 to suggest the possibility
that the moderns, 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
Yii Hsin and the Four Talents from the stigma of “modernity,” Tu Fu
was also clearing space for his own greatness. .

Of Yii Hsin’s fu that were “handed down,” one in particular touched
Tu Fu deeply: “The Barren Tree” #5##,, in which the leafless 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 partially responsible for Tu Fu’s defense of the Four Talents.
In a group of four poems on sick or barren trees, Tu Fu consciously echoed
this tradition.

Sick Cypress # 18

A cypress there was that grew on a lof ty hill, R R
Spreading wide like a coach’s canopy. 3 E
Aloft it reared its tiger and dragon form, BEELLE
Stood master in meeting of wind and cloud. ITFTRES
Since divine power lies with the upright and straight, AAKREA
Old men often bowed to it with respect. % /H
Who could have known that its thousand-year roots E5THR
Would lie, beauty broken, midroad. $EME N
It lacked not good place in its growing, - sh 3k A3 0
Became large and tall, coiling and grasping the earth. BHFSK
The year turned cold, all at once it had nought to depend on, ARXZEA
Through day and night its boughs and leaves changed. | R €K

The cinnabar phoenix, leading its nine chicks, FEBALE
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Cried out in sorrow, hovered beyond it, Ehmasn
And owls had their way with it, (LR A o
Raising their young in its bored-out holes. AFEXRA
From what land have you come, sir, BERTH A
That you stand here so long marveling : AT
If with clear head you seek to know HFEAHE
the law of the essence of things—

It is flood, wild and surging, and not to rely on. EERKH
. [10676])

Though the barren tree was a “modern” theme, Tu Fu treated it in the
allegorical mode associated with fu-ku. A topical referent may have been
present, but it is 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 of Tu Fu.

Through the Ch’eng-tu years, Tu Fu’s work in the lii-shih assumed
ever greater importance. In addition to the heavy seriousness of lii-shih
like “Facing the Snow” and “View of the Wilds,” Tu Fu also developed
a lit-shih style that showed all lightness of “old-style” reclusive poetry. In
such poems there often appeared the vision of mellow self-satisfaction, of
the old eccentric living in simplicity in his little hut, surrounded by the
beauty of nature.

A Guest Comes 5%
North of my cottage, south of my cottage, Ad IS &K
spring waters everywhere,
And all that I see are the flocks of gulls VCR ¥ NS
coming here day after day,
My path through the flowers has never yet BT ER
" been swept for a visitor,
But today this wicker gate of mine M5B EN
stands open just for you.
The market is far, so for dinner BT T3
there’ll be no wide range of tastes,
Our home is poor, and for wine BARRPLHE&
we have only an older vintage.
Are you willing to sit here and drink it
with the old man who lives next door?
I'll call to him over the hedge, BEFRERK
and we’ll finish the last of the cups.
[11139)

The lightness of touch set in formal perfection made this poem a favorite,
and there was scarcely a major poet who did not imitate the first couplet.
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After the succession of political 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 often replaced the wryness
and half~-humorous self<image of the Ch’eng-tu poems. K’uei-chou and
the years that followed contained Tu Fu’s most radical experiments in
style, and the symbolic worlds of the K’uei-chou poems were his most
hermetic and the most bewildering in the multiplicity of their possible
referents.

After his Ch’eng-tu years, Tu Fu’s poetry increasingly concerned
himself. He was a poet of fundamental questions, and as in his early years
he had asked what the great Mount T’ai was like, so going downriver he
turned to the question *“What am I like?”” Time and again he found answers
in the forms and creatures of the great river. (11433):

Tossed about by winds, what is my semblance? 54T #r 4o
Of Heaven and of Earth, a single sand gull. Ri— e

Tu Fusaw himself in the largest contexts ofall, contexts that inevitably
reduced him to the dignified but impotent infinitesimai—Heaven and
Earth, Ch’ien and K’un, the Darkness and Light of days and seasons, the
Elements. He lived at junctures between Earth and Sky, Stone and Water,
high in a tower between cliff and river:

A visible darkness grows up mountain paths, EE LS
I lodge by river gate high in a study, & & xR KM
Frail cloud on cliffedge passing the night, AERRE
The lonely moon topplcs amid the waves. HARPE
Stcady, one after another, a line of cranes in flight; Baie e
Howling over the kill, wild dogs and wolves. HRGRE
No sleep for me. [ worry over battles. TRERK
I have no strength to right the universe. 8 HE Y
[11465] o

Many of the themes and questions o f Tu Fu’s earlier poetry recurred
in the K’uei~chou poems, and often the K’uei-chou poems have become so
famous that the earlier treatments have been reduced to obscurity. The
famous “Song of the Old Cypress” + # 17 (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 of 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” %4a (11101). In K’uei-chou Tu Fu returned to the theme time and
again, most prominently in “The Eight Formations” A& (11519) and
in several of the five “‘Singing My Feelings on Traces of the Past™ 3% & 3
(11556—60), perhaps Tu Fu’s most successful and difficult huai-ku.

The lii-shih of Tu Fu’s K’uei-chou years are particularly memorable.

" The pentasyllabic lii-shih constitute the majority, but it was the formal

perfection of Tu Fu’s heptasyllabic lii-shik that made the deepest impression
on later crities. The K’uei-chou lii-shih 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 lii-shih
are “‘Spending the Night in a Tower by the River” 15 iz M (11465, trans-
lated earlier); “Night in the Tower” Bl #& (11474): “The Highest Tower
in White Emperor City” & ¥ & % # (11527); and “Sunlight Cast Back”
& % .(11659). “Night in the Tower” will serve as an example:

In the evening of the year Yin and Yang SERSHuT
hurry the shortening daylight.

On sky’s edge the frost and snow AEETEXY
clear in the cold of night.

Drums and horns of night’s fifth watch, REHARLN
notes both strong and sad,

In the Three Gorges the river of stars, ZRETEHL
reflections stirring, shaking.

Weeping in wilderness, how many families, FRERMA K
hear of attack and battle,

Barbariansongs in several places EHHEARBM
rise from fishermen, woodcutters.

Sleeping Dragon Chu-ko Liang, o oo TUREARALRSL
Leaping Horse Kung-sun Shu,
heroes turned to brown soil. AFETREK

All word of events in the human world
are lost in these vast silent spaces.
(11474]

The poetry of Tu Fu’s old age often used indefinite syntax to create a world
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 world 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 line, which is supposed
to help resolve ambiguous syntax, is no help, because it demands the one
syntactic interpretation of the 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 briefly in line 4, as the stable, orienting
constellations are shaken by the river’s waves. It is a world where order is
falling apart, where intelligible relationships are distintegrating, and where
all sound and sight is dying away in the growing darkness and empty,
silent spaces.

The centerpieces of Tu Fu’s K’uei-chou poetry are two sequences,
the five “Autumn Wilderness” &2 & & (11490-94) and the eight “Au-
tumn Meditations” K E A% (11548-55) . 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 civilization 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.?
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 offer even the
sketch of an interpretation of an individual poem apart from the context
of the sequence as a whole. However, to suggest a few of the themes of the
sequence, we may consider the seventh “Autumn Meditation™:

The waters of K’un-ming Pool, AR KEKY
deed of the days of Han,

The banners and pennons of Emperor Wu RFEHEMARSP
here before my eyes.

Silk of the loom of the Weaving Girl BLREEAR
empty in moon of night,

Scales and fins of the whale of stone LHERTHXA
stir in autumn wind.

The wavestoss a kumi seed, KERRALTE
black in sinking cloud,

And dew chills the lotus pod, BAREBRPHL
red of falling powder.

Barrier passes stretch to the heavens, MEEKREE
aroad for only the birds; ‘

Lakes and rivers fill the earth, R T A ¥

one aging fisherman.
(11554
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The K’un-ming Pool was actually an artificial lake in Han Ch’ang-an.
The Weaving Girl wasa constellation and denizen of the 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 Hsiian-tsung’s
court: allare equally 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 equally 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 usually 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 allusion
to the “brush of many colors” of Kuo P’u.

Even the infinestimal world of the wave-tossed seed and the red
powder is filled with omens—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. Finally,
the last line draws in one of the most sophisticated uses of the analogical
possibilities of parallelism, a technique used throughout “Autumn Med-
itations”’—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.

———
EAp IR < pompegpery:

Yangtze and Han ik

At the Yangtze and the Han a voyager LEEEE
longing to go home,

Between Ch'’ien above and K’un below 3 — K&
one broken-down man of learning.

A wisp of cloud, the sky shares this distance, FERER

Endless night, the moon an equal in solitude. ARRARK

In setting sun a heart still young, still strong, HR N
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Through autumn’s wind, my sickness growing better. KA &%

From ancient times they’ve sustained old horses $£6£E

That they need not take to the long-faring road. Tt REE
[11627])

Ch’ien and K’un are the two primary cosmic principles of the Yi-ching:
Heaven and Earth, Yang and Yin. The reader does not know whether the
cloud 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 turned loose to endless travelsin his dying years.

Efter our wrettingis, thesaurer,

Tak in this gray hors, Auld Dumbar,
Quhilk in my aucht with service trew
In lyart changeit is in hew.

Gar hows him now aganis this Yuill,
And busk him lyk ane bischopis muill,
For with my hand I have indost

To pay quhatevir his trappouris cost.

For Tu Fu’s petition, unlike for Dunbar’s, 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 # %, preface to a short edition of his 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 after his death. What is surprising is that in a very
short time he went from great obscurity to being acknowledged (along
with Li Po) as 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 bemg used w1th L1
- Po’sas the accepted standard-of titerary- greatness. : .

Laudatory comments 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 have, 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 4 # (13475); 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 literary figures of the Mid-T’ang: Han Yi
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(17828, 17922), Yiian Chen (21415, and the preface to the ““Yiieh-fu with
Traditional Titles,” and the “Tomb Inscription for Tu Fu”), and Po Chii-
yi (22636, and the “Letter to Yiian Chen”). In addition to these relatively
direct evaluations of Tu Fu’s merit, there were many more casual references
to Li Po and Tu Fu by Han Yii, Yiian Chen, and Po Chii-yi as well as by
their less 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, but also in the poetry of Meng Chiao,
Chang Chi, Po Chii-yi, and Yiian Chen. Many of the most famous poems
of the Mid-T’ang resonate with Tu Fu’s voice; the “New Yiieh-fu” of Po
Chii-yi and Yiian Chen, or Han Yi’s famous “Song of the Stone Drums”
% # 4 (17913), echoing Tu Fu’s “Song for Li Ch’ao’s Pa-fen Script” #% i#
A7) &% (10824). Reference to and use of Tu Fu continued throughout
the ninth century, and by the Northern Sung, Tu Fu held the universally
accepted pre-eminence that he holds in classical Chinese poetry to this day.

Individual poems by Tu Fu were echoed by a millenium 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 what poets wrote about and how 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 range of the major Mid-T’ang poets was also
areflection of the example of TuFu. =~ _

Tu Fu’s treatment of the poetry of indefinite occasion was particularly
significant.# Throughout the early eighth-century poems of indefinite 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 pocnis were written. However,
such indefinite occasional poems had been generally limited to situations
in which there was already an established occasional subgenre; for instance,
Wang Wei’s “Parting” #%] or “Villa on Mount Chung-pan,” in the
tradition of visiting poems. Particularly in his later poetry, Tu Fu’s poems
of indefinite occasion constitute a large percentage of his works. Tu Fu
expanded the form into less common subgenres (A Guest Comes” 11139)
and used it for new occasions (“‘Siting My House” } /&, 11102} . In many
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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 *“‘Unclassified 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 techniques, such as repetitions of last and first
lines in adjacent poems (as in Ts’ao Chih’s, “To the Prince of Pai-ma” ®& &
& I ). 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 development, in which structural patterns,
themes, and images underwent multiple revisions 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 Yii-su; images of blocking
and penetration recur in numerous shapes; worlds of color alternate with
worlds of black and white.

Tu Fu is generally acknowledged to be the master stylist of the poetic
language, but his virtuosity does not admit easy characterization. Critics
looking for the popular poet point out what seem to be colloquialisms in
his poems. (William Hung even suggests that such an inclination toward
popular language caused him to fail the examination.) Critics looking for
the scholar point out archaisms and echoes of earlier usages. Critics looking
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for the aesthete point out perfectly chosen words. Critics 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 propositional language 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, TALGAETFTA
loving the ancients:

Cleat phrases, lovely lines HER G L B
shall surely be my neighbors.

Secretly yearn for Ch’ii Yiian, Sung Yii BERRKEFE
as right to ride side by side,

But afraid that with/compared to Ch’i and Liang BHEKPELE
I'll be the dust behind.

[11232)

The style and the subgenre pretend to epigram here, and in Chinese the
poem reads with deceptive smoothness. Earlier in the series Tu Fu had been
defending Yii Hsin and the Four Talents of the Early T’ang against their
. fu-ku detractors among Tu Fu’s contemporaries. The first line involves
the problem of whether the “moderns’ 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 Yii Hsin and the Four
Talents of the Early T’ang. Similarly, we may wonder if the “ancients”
are Yii Hsin and the Four Talents or the pre-Ch’in poets like Ch’ii Yiian
or Sung Yi. The term moderns tends to refer to contemporaries, while the
term ancients tends to refer to poets before the fifth century; however, the
conventional period associations of these terms leaves a gap of three cen-
turies that includes Yii, 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 equally
well:
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I don’t belittle the moderns’
love of the ancients,

But clear phrases and lovely lincs
will surely be my neighbors.

“Clear phrase and lovely lines” would be strongly associated with the
Ch'’i, the Liang, Yii Hsin and the Four Talents. In this version Tu Fu is
saying that he can accept his contemporaries love for the pre-fifth-century
poets, but his preference is for Yii Hsin and the Four Talents. But the
relationship between the first two lines is radically determined by how the
reader sees “‘ancients’” and “moderns’”:

I don’t belittle my contemporaries, but love the poets of
long ago [either Yii Hsin et al or the pre-fifth century],
Their [poets of long ago, either version] clear lines . . . .

or, with magnanimity to all:

I don’t belittle recent poets [Yii et al.] and love the ancients,
But their [recent poets] clear lines. . . .

or perhaps:

I don’t belittle the moderns’ love of the ancients.
They [moderns) should have clear lines and lovely phrases [of
the ancients] as their neighbors.

On the other hand, Tu Fu may be trying to dispel what he considers a false
opposition between the ancients and more recent poets like Yii Hsin and
the Four Talents:

Their [ancient poets and more recent poets like Yii] clear 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 claimed]

~If this were not confusing enough, there is a legitimate uncertainty in line
3 as to whether Tu Fu is the subject (in which case he is stating his goals and
modestly admitting failure), or whether Tu Fu’s contemporaries, the
detractors of Yii and the Four Talents, are the subject (in which case he is
mocking them). And isit Tu Fu or the detractors who are the “dust behind”
even the Ch’i and Liang? Or is it that he and his contemporaries join the
Ch’i and Liang as “dust behind” the ancients. The reader who approaches
the poem with the expectations of fu-ku values (which Tu Fu sometimes
espoused) reads one poem; the reader who expects to see Tu Fu’s admira-
tion of the poetry of the Southern Dynasties and Early T’ang reads a differ-
ent poem; the reader who expects a self-assertive Tu Fu and the reader
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who expects a modest Tu Fu come up with completely different versions.
This innocent quatrain presents the illusion of pointed epigram, but the
“point” shifts wherever thc reader’s predilections point.

Uncertainty of referents and indefiniteness of relationships was a
more common stylistic feature of lii-shih, particularly of the parallel couplet.
However, the ambiguity of Tu Fu’s lii-shih, particularly of his late lii-shih,
far 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, as in “Winter’s Depths” A & (11632):

Flowers, leaves—only at Heaven’s will, EERKRE
Yangtze and creek—shared roots of stone. LA L AR

Does the first line mean that spring will come only at Heaven’s will? Or
that the poet will live to see spring only at Heaven’s will? Or, as Ch’ou
Chao-ao #h. 3% suggests, the “flowers and leaves” are the shapes of clouds
whose mutating forms follow Heaven’s will? Do 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
will bear-“flowers and leaves” in springtime? Or do the watcrs share roots
of stone with the flower-and-leaf cloud formations (clouds would be the
most conventional association of “‘roots of stone,” the origin of thc clouds
in the mountains)? Or do they share roots of stone with the poet, who
like the river has come down from the mountains of the West—the poet
who so often compares himself to a drifting cloud? Or is it “on Yangtze
and creek” that one of the possible elements shares *“‘roots of stone” with
another possible element. The couplet that follows this only compounds
the complications. Tu Fu managed to create a major poetry that was
- strangely coherent out of these objects of the world, objects pregnant with
symbolic value and set in ill-dcfined relationships with uncertain referents.

In doing so he carried the openness of Chinese poetic diction to limits

"beyond which it could not go.

The full range of Tu Fu’s artistic and intellectual concerns lies far
beyond the scope of this chapter, 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 civilization and barbarism or, in
an analogical pair (with interesting parallels in the Western tradition),
art versus nature. Arranged in sequence, this antithetical pair appears as
the process of decline 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 “Autumn 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 worldsin “‘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 &%, “sunlight cast
back,” the last brilliance of the setting sun before the world turns dark.

Art is essentially a gesture against time, “‘a deed of eternity” 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 of K’ai-yiian glory (10818):

In the Music Academy those who followed the arts HEPHF Lo
have vanished like the mists.

Here the dancer, remnant beauty, LafrEey X g
shines in the cold winter sun.

To the south of the Tomb of Golden Grains LrERHAT
the boughs of the trees form arches,

While on the stone wall of the Chii-t’ang Gorge BRECHYE%E

winds howl through the grasses.

The Tomb of Golden Grains was Hsilan-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 becomereal. Thisoccurred 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., 10705, 10922). 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” (10922), and the illusory landscape (10671)

I wish I had a razor-sharp knife from Ping-chou, Ef#MEY N
And I'd cut for myself half the river Sung in Wu. WRE A F K

Art is mortal; nature, immortal. In contrast to 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 Hsiieh Chi,
Tu Fu spoke of the paintings as faded but still noble, then commented
(10716):

Before this high hall had collapsed, sEAMA
These always consoled the honored guests, THRARAY
But now, left exposed on the rear wall, ok A4 A oh
I sigh how the wind and rain threaten them. EN Ik
The true ones are off in vermilion clouds, *ETHLE
Ashamed to drink of the turbid pools and fords— L E A
In the dark, dark sky they go where they will. ZZALM IR
Free and unfettered, none can tame them. A8 3R it 4l

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.® As civilization wanes, nature mock-
ingly replaces its artifacts with her own superior forms, as in the beautiful
elegy on the ruins of T ai-tsung’s Yii-hua Palace:

The creek gully turns, long winds through pines, b R0k 3
Gray rats scuttling over ancient tiles, A
I wonder what prince’s hall that lies, FENCUEN '3
A construct abandoned, beneath sheer cliff wall. AMBBET
In its shadowed chambers ghost-fires green, BERXF
Over shattered avenues a dirge of torrents stream. RARZE
The million cracks and vents that pipe EHRLAEY
nature’s music—these the true orchestra,
Just now as autumn’s visage shows KEEFR
serene indifference.
Its lovely ladies are the brown soil AAEE L
Still more infused with their craft of powder and paints. ROGEH SR
Of those that once waited on the coach of gold, TREL R
Now only the tomb-horses of stone. Yhmo B

Depression comes, smooth back the grasses, sit, EERBER
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Sing wildly, let the tears cover your open hands. AR L e

Then go ever onward and on the road of your travels, BHAEEM

Meet none who prolong their fated years. BREER
[10561)

Nature’s permanent “art” stands in for the decaying artifice of man: its
cliff “wall” looms above the crumbling palace “‘construct’; its fires inhabit
the deserted rooms; its true music (Chuang-tzu’s “music of Earth”) stands
in for the lost palace orchestra. It swallows up the adorning “‘craft” (&,
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 confidence he might see his work as a ““deed of eternity,” but he also

felt (11433):

In literature my name will not be known, LExEE
Sickness, old age demand resignation of post— TR E K
Tossed about by winds, what is my semblance? 8 51T Hr

Of Heaven and of Earth, a single sand gull. X H— S
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Fu-ku Revival
Yiian Chieh, the Ch’ieh-chung chi,

and the Confucian Intellectuals

There is now the shining example of Yiian Chieh of Tao-chou, to whom the old
phrase may apply: “The sage of oldentimescanstand in awe of the later-born.”
Tu Fu, “A Companion Piece to Yiian’s ‘Ballad of Ch’ung-ling’”

His mind of antiquity, his deeds of antiquity, and antiquity’s language.
Yen Chen-ch’ing, “Funerary Inscription for Yiian Chieh”

When I compiled the Chieh-chung chi[The Satchel Anthology], someone asked
how I decided upon the poems I included. I told him: the ancient principles of
poetry [ feng-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 are hamperéd--b} ‘tonal regulations. Their greatest delight is-insimitrtade;

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—I don’t think it is right that such a man
listen to that kind of poetry or chant it himself.
Yiian Chieh, “Preface to the Clieh-chung chi”

The High T’ang had successfully domesticated antiquity in the ku-feng ; the
great “decline” of literature had been accurately located in a recent past

22§
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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 fu-ku sentiment that fathered the T’ang ku-feng was by nature
polemical and unsatisfied. Li Po and others might cot gratulate present
writers on their restoration of literary antiquity, but such complacency
was alien to fu-ku’s 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 of fu-ku could not remain long satisfied by the ku-
feng. The second generation of the High T’ang produced a new fu-ku radi-
calism in Yiian Chieh. Yiian 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 Satchel Anthology, Yiian 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 nature, tonal regulation, and poetry
written to be sung. One can only wonder who these amoral composers
for courtesans and catamites might have been—LiPo? Wang Ch’ang-ling?
Wang Wei?

Like other second generation poets, Yilan 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 of inferiority. Nor had the fu-ku sentiment lostits force : Yiian
Chieh’s opinions and his radical fu-ku stance were praised by a whole gen-
eration of intellectuals. But unlike his great fu-ku predecessor Ch’en Tzu-
ang, Yiian Chieh’s poetry and that of the poets he admired was largely
ignored. Yiian had tried to create a new language for poetry to answer the
moral seriousness that fu-ku 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 Chiac and Han Y.

Originally fu-ku sentiments had shown a strong affinity to men who
were outside the circles of capital poetry. As can be seen in the passage from
the preface above, in Yiian Chieh that affinity had become a cult of unsuc-
cess. True fu-ku writing had to emanate from the poet forgotten by the age,
the poet who lived in dire poverty, the unrecognized man of moral value
with talent for both state service and literature. If fu-ku was antithetical to
the worldly splendor of capital society, its proponents must likewise be the
antithesis of the eminence that attached itself to the literary figures of the
capital. Conversely, it was equally true that the age was indicted by its fail-
ure to recognize such worthy men. Fu-ku’s disjunction from established
literary and political power led it to social criticism: within strict limits,
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it came to speak for the downtrodden, to take the part of the peasants
against the government. Yiian Chieh even praised barbarians above civilized
Chinese (a possibility raised in the Analects IX. 13), though that was an
extreme to which few fu-ku writers would go.

Yiian Chieh was born in 719 into a clan descended from the Hsien-p’i
rulers of the Later Wei.! Like the great Wang’s of the capital, the Yiian’s
were originally from T’ai-yiian, but during the T’ang, the clan had been
steadily losing its ability to procure the best posts for its members. Yiian
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 Yiian Chieh’s early life was his cousin
Yiian Te-hsiu 7 # %. Yiian Te-hsiu was probably the closest T’ang approx-
imation to a Confucian saint. An exemplar of filial piety, a successful local
administrator who governed by moral force, and a fu-ku poet (whose works
are no longer extant), Yiian Te-hsiu became the subject for both prose and
poetic hagiography (e.g., 20033-42, 33474). Yiian Chieh spent much of his
youth living with Yiian Te-hsiu and probably met the great intellectuals
like Hsiao Ying-shih who were acquainted with his cousin. And Yiian Chieh
became the fu-ku moralist that such an upbringing might have been ex-
pected to produce.

Yiian Chieh’s first datable poem, “Pity for Dissolution” K i (12574),
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 style on the models of Li Po and Wang Wei. Yiian
Chieh’s “Pity for Dissolution” was technically a huai-ku, occasioned by a
visit to the old Sui canal built by Yang-ti. But Yiian Chieh’s huai-ku differed
radically from earlier huai-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 Yiian Chieh’s prerebellion poetry.

“Pity for Dissolution” was not so much occasioned by Yiian’s visit to
the canal as by five Sui folk songs that Yiian found, songs that seemed to
express the bitterness of the Sui populace against Yang-ti’s extravagance.
These songs fulfilled one of the canonical functions of poetry set forth in
the “Great Preface” to the Shih-ching—to be the voice of the people directed
upward, informing the ruler and the gods of the evils the people suffer.
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Lest some remarkably obtuse reader miss the poem’s internal moral-’
1zing, Yiian Chieh provided the poem with a preface to underline the ethi-
cal dimensions of the situation:

I obtained the five “Songs of Wrongs Suffered,” and when I investigated their
purport, I could see that they were expressing grievances against the ruler. So
I amplified the idea and selected a song [as Confucius “selected” the poems of the
Shih-ching] to write my *“Pity for Dissolution.”

Straightforwardness was one of the qualities most admired by fu-ku writ-
ers, and the preface afforded an opportunity to reinforce a poem’s moral or
intellectual point, as well as providing the occasional context. It is theref ore
not surprising to find that Yiian Chiel’s collection has more prefaces to
poems than the collection of almost any other T’ ang poet.

“Pity for Dissolution” is not an exciting poem either in the original
or in translation, but it is an excellent example of the amplification of a
moral problem in history. The middle section seems to contain one of the
Sui folk songs, which complains about *“Heaven’s Prisoner” (the ruler)
who feels that the mortal confines of the world are ““Heaven’s Jail”’; both
terms are also names of stars.

15 Barge and galley, shapes of dragon and cormorants AL AZ Ak e 2
Sailed along as though bearing his palace towers, ZATHE
And before his dissolute pleasures were done, RBA IR
He came to the edge of the blue sea. HEBEH
At once he saw the mountain straits to the ocean. ZEMNL

20 And he thought on erecting a sea-gazing tower, ZiEL2iE1E
Unaware that his capital Hsin-tu then T 5o AR,
Had become a hill of attack and battle. LAEME &
In this age we have the songs of that time THAAR
Which express great wrong and suffering: FKER
“All this sea-bound world denounces Heaven’s Jail, w54k KBk
And why do we denounce Heaven’s Prisoner ?— : T8 KA

 Heaven’s Prisoner is a wicked ruthlesspess;—~ - - - o CURREEXNEZ
Our enemy, ours—the millions of people. EREHN
And men will seize the scythe of Heaven, A3 K%

30 And men will take Heaven’s carving knife— ANHEHE
What we want is to fulfill our desires, [ &M
To join and cease this misery.”’ gL s ik &
I found these songs of the Sui, HiFHE AR
And each was the Sui ruler’s shame. FENELE

35 If you sang them in bright days of spring, & SR
You could almost feel the world turn autumn; 2R T4
Keep singing them, and before you’re done,’ (X T TS

The aura of their wrongs will float about you. dof B A 3%
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Surely the king’s heart was clouded indeed, AR IS

40 That he took no heed of their spite and rage: AR EL

k If just one man would sing these songs, #A— £ G

& All the world would raise lances joyously. wErRE
: (12574]

Righteous rebellion, the power of poetry and the people’s ill-will to influ-
ence the seasons, royal responsibility—these were ancient and potent themes,
but themes usually suppressed in poetry. A bold poet might speak of the

" hardships suffered by imperial armies or even, at times, 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 unrighteous 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 Yiian 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 others, Yiian Chieh was failed on Li Lin-
fu’s orders, and the ensuing disappointment surely contributed to the con-
viction on the part of Yiian 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 Anthology had roots
in contemporary political experience as well as in the fu-ku tradition. And
in his own unwitting way, the great aristocrat Li Lin-fu contributed to the
midcentury fu-ku revival.

When in the capital for the special examination, Yiian Chieh presented
his ten “Two Kinds of Airs” = B3 (12527-36). 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 preface that stated explicitly the moral of the poem. And to
clarify the obvious, Yiian added a “discussion’ (lun 35) explaining the plan

vested the series were far more important than the seriesitself. Court poetry
had possessed tacit rules about hon poetry should be written, but only fu-
ku possessed articulate principles of what poetry should be. Aesthetically
pathetic, Yiian 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 vision of the broad goals and function of poetry.
During the years after 747 Yiian Chieh perfected his attempts to create
anew fu-ku poetry. The twelve “In the Succession of the Yiieh-fu” #% # it
(12547-58) of 751 were aesthetically far more successful than the “Two
Kinds of Airs.” The diction became somewhat less archaic and was adopted

_of the series. The seriousness and self-consciousness with which Yiian in-
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to the pentasyllabic line, as was appropriate to yiteh-fu. The series repre-
sented the primitivistic fu-ku interpretation of yiieh-fu as the poems selected
for the Han Music Bureau (Yiieh-fu), expressing the sentiments of the pop-
ulace. Yiian 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 first, “Thinking on High
Antiquity” & X ¥, in which the golden age of the past is found in the prim-
itive tribes of the south:

To the southeast three thousand miles $h=+F2
The Yiian and Hsiang form Grand Lake, P )
And by lakeside are deep mountain valleys HELAE
Where people live, that seem so simple: HASME
They lodge their children in treetops, B FHta
And in the waters catch crowfish, perch. 3ok 4
Their joys are shared by birds and beasts, #Ek R & B
And no constraints bind body or mind. 4E&EHTH
I have traveled all China’s nine regions ENTELR|
And nowhere else can such ways be found. LR K&
What has become of our sages’ teachings?! ofof ¢ % 2
Unconsciously I waver here long. S &)
[12547)

The closure is borrowed from the ku-feng, the straightforward act of deep
emotional turmoil, but the language of the poem as a whole has an artless-
ness 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-
ern 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 Yiieh-fu> came
another series, “Amplifying Thoughts Stirred” ®# (12570-73), four
poems on 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 yiieli-fu 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 Yiian: “Filling in the Lyrics of Ancient Songs” #i % %
(12537-46) and Yin-chi 31 # (12576—79), an untranslatable title that Yiian
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. 156).
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Yiian Chieh’s prercbellion poctry was remarkable in the scriousness
with which Yiian sought to create a new fu-ku poetry. Equally remarkable
was the consistent use of the preface as a theoretical text to justify the poet’s
experiments. Though Yiian tried many styles, their variety was unified by
a conscious avoidance of conventional poetic diction. When simple, Yiian’s
style was an artless simplicity entirely unlike the artful simplicity of Wang
Wei; when difficult, Yiian’s style was difficult by rich archaism rather than
by syntactic and semantic play. Like Ts’en Shen, Yiian Chieh strove to be
different from those contemporary poets who “‘imitated their predecessors
ever more”’; Yiian achieved “difference” in his poetry more perfectly than
Ts’en Shen did, but that radical difference was no guarantee of aesthetic
success. Indeed, his success in being different was directly proportional to
his lack of successin the poetic art.

In 754 Yiian Chieh passed the examination and rcturned to Shang-yii
Mountain, where he had been living with his cousin. When the rebellion
broke out late in the following year, the family fled south, finally taking up
temporary residence at Jang Creek in Kiangsi. Then, in 759 Su Yian-
ming 8 ;B %, known in the T’ang as a ku-wen master like Yiian himself,
recommended Yiian 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 Yilan Chieh put together The
Satchel Anthology, the Cl’ieh-chung chi # ¥ %, and began a new period of
poetic activity. Perhaps basing himself on the model of the Ch’ich-chung
poets, Yiian Chieh moderated his fu-ku radicalism and turned to a more
discursive, less archaic poetry. Abstract discussion, emblematic allegory,
and archaic imitation were all part of the vocabulary of the fu-ku poet, but
these were so alien to the mainstream of T’ang poetry that it was unlikely
that major poetry could emerge from them. A preferable aternative, equally
legitimate in the fu-ku tradition, was to write of some exemplary situation
that incarnated “‘ancient” values of public morality. To Yiian Chieh, with

. his new administrative experiences, the peaceful and simple society of the
golden age could be glimpsed in this world, and wherever it might be
found, it was inimical to and threatened by the political exigencies of the
age. Jang Creek in Kiangsi became the incarnation of this harmonious
society and the dangers that threatened it.

To my Neighbors at Jang Creek HREAE

In 758 I took my family to Jang Creek to preserve LAALE  LFHRE
them from harm. In this year of 761 I find myself in 2FThE A%,

charge of troops from Ching-nan garrisoning Nine ~ #ifld L £ o ¥
Rivers. Here on military duty I don’t get to see my AFR LRERIT
old neighbors from Jang Creck as I once did. But  fF4efE®#4a L% o %0
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I know that the people there arc finding themselves R Z A8 #EHo
in ever-increasing difficulties and poverty. So I wrote WAEHHZ o
this poem for them.

In recent years, in rebellion’s hardships, 5L al
My entire clan fled southward: BELEGHA
Each day we went ten or twenty miles, AiT4+2
Then halted from love of your mountain village. &L
Pcak and valley gaped in light shining, A5 me
And no house lacked its private spring; BER B
Everywhere tall bamboo lined the road, 545 % R
And tiny boats were at every gate. BAREHN
Jang Creck’s shores twist in the middle, Wik P o R
On its sunny side are peaceful gardens. LA BAE
In those days our neighbors gave word to us: HLERK
“We accept you and your offspring.” ¥2BTH
Whenever necessitics were wanting, KEHAEZ
Our neighbors willingly shared with us; T AR
Whenever we were distressed, KEHATE
Our neighbors then took care of us. AL AN G
People like these now grow ever poorer, ' MAHRE S
Have not missed the injustice of forced labor. HBERE
I end with this plea for Jang Creek— ST kN
Let the world not speak of it. BAXTH
[12582]

Presumably, if Jang Creek became known, it would suffer even greater
difficulties. 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 betweena public posture and the yearning for a perfect polity
in which the unseen, unacting government disappears behind a harmonious
agrarian society

sense of membership in an unsuccessfully manipulative government ‘from
which the people rightly felt alienated.

The Lesson of a Former Visit to Jang Creek BIEERE H
In years gone by on the shores of the Jang, EFELER
The people acted all unselfconsciously. BARTH
But now when I visit this land again, Y EX 8.
Seeing me people are instantly ill at ease. BALKE
My own heart’s relation to the people of Jang K HAA
Makes no distinction of “‘grand” and “humble”— EHRUR
No, the people of Jang have changed their hearts, AAERR S
And surely because of my government robes. REKER

In ancient times wise men hated this H B Z ot
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And therefore refused high office: Fhe VAR 2 By
In their native towns they grew old in proverty, TEARL
Quit, went back to labor at the plow. f RN #M
They would feel it more strongly still, REB#EL
had they, like I, lived through rebellion.
I grow daily more weary of hearing of battle. 0RM&F
And most I love this single creek r&k— &K
That keeps the name Jang, meaning ““Yield.” hEEARE
“In the end I will surely come to its shores, BERLR
Drinking, munching, live my life to full span. &2 e 3
[12587)

Though the informing values are different, this poem is reminiscent of Meng
Hao-jan seeing Lu Mountain and thinking on the recluses there (07631):
Meng expressed his desire to be a recluse, but excused himself from imme-
diate withdrawal because of a government mission; then, in compromise,
he promised that someday he would return. Wang Wei may exclaim at the
pastoral scene “Why not go now?!”” (05861), but in poetry the joy deferred
is the rule. Yiian Chieh’s poem is discursive in the extreme, and one might
be tempted to call it “‘prosaic’ were it not that a writer was even less likely
be so discursive in prose. In the context of contemporary poetics, the poem
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, Yiian Chieh spent the
remaining years of his life, until his death in 772, alternating between
periods of retirement and serving in regional prefectural posts. It was in
Tao-chou, located in the southern part of Hunan, that Yiian 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” # % 17

(I2576):

‘In the year 763 the “Easygoing Old Man,” as I 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 left, and the greater part of
these are incapable of paying taxes. It had not even been fifty days since I assumed
office when I received over two hundred legitimate demands from government
clerks (for taxes and expropriations). Every one of these said that if I failed to
meet the quota, my crime would be punishable by dismissal and having my
name removed from the registers of official exemptions. What a situation! If I
were to fulfill these commands to the minutest detail, the prefecture would revolt,
and then how could I escape punishment? On the other hand, if I were not to
fulfill the commands, I certainly would be gravely punished. I 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 period awaiting punishment. This prefecture was once called
Ch’ung-ling, so I wrote a “Ballad of Ch’ung-ling” to bring the sentiments of
those below to those above.

The closing phrase, “to bring the sentiments of those below to those above”
¥ASL T 1, is one of the canonical Confucian functions of poetry: poetry is
the effective/affective 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; NELER
What they dine on at dusk is bark of trees. EoAARE
When they speak, their breath seems about to fail, BT A%e
Swiftly they speak, but their movements are slow. THiTH R
I cannot bear to summon them, AL W AR A
Still less, to whip or flog them. R WA

Several years earlier Tu Fu had written similar narrative poems on the
plight of the common people and specific social abuses, and since Tu Fu was
later to write a companion piece for the ‘“‘Ballad of Ch’ung-ling,” it may
be that Yiian 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 difference was Yiian Chieh’s fu-ku self-conscious-
ness: Yian could not resist closing the “Ballad of Ch’ung-ling” with a
statement of the canonical poetic function: to speak on behalf of the people
as though he were “‘selecting” the Kuo-feng, 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”? TALEAR
Only I, who hereby present these lines. E AL

Though Yiian Chieh was able to obtain a temporary reprieve for Tao-
chou’s taxes, the essential conflict between Confucian social values and the
coercive realities of contemporary politics remained.? 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 Yiian
finally made that gesture of flight, he retained a dimension of public moral-
ity in his flight by echoing the peasant speaker of Shih 113, fleeing oppres-
sion to a ‘“happy land.” The poem was Yiian Chieh’s famous “After the
Raiders Have Gone: To Clerks and Officials” # it & ¥ :
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In 763 raiders from the western platcaus attacked Tao-
chou, burning, looting, and murdering. They left only
when everything was virtually gone. The following
year the raiders struck again, this time at Yung-chou,
smashing Shao, but they turned back before they
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 suffer. But
how, after all this, can the government envoys increase
our hardships with more demands and exactions of
taxes? For this purpose I wrote this poem to be shown
to the clerks:

In past years I lived in an age of peace,

Twenty years amid mountains and forests.
Springs lay by the door of my yard,

Caves and ravines, right before my gate.

Field taxes were taken at regular times;

At sundown a man could still sleep in peace.

All at once we came into times of trouble,

And I served several years under battle flags.
Now, as I govern this commandery,

The mountain tribes are running wild.

The city, so small 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 the raiders!

But with their exactions and their collections
They harry us like a simmering fire—

What kind of person would end men’s lives

To be a great worthy of the age?

How !'long to cast down my symbols of office,
Take fishing pole, punt my own boat away,

~ Go with my family where there’s fish and grain,

To live out my life by the Yangtze and sea!
[12577]
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The poem is framed by the idyllic world seen earlier in the Jang-chou poems
and in “Thinking on High Antiquity.” Yiian, the public poet, was grad-
ually changing into a private poet: the poem still 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. Yiian Chieh’s poetic
development was consciously tied to his social and political experiences:
this was Yiian’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, Yiian Chieh had taken to
calling himself the “Easygoing Old Man” & %, a pseudonymn that affected
the private values of the eccentric. Even though he was to accept public
office one more time after 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 of Yiian’s is more attractive than his
fu-ku poetry. But even though Yiian 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 fu-ku
poetics in midcentury. One of Yiian’s favorite themes in his later poetry
was relativity—large things seeming small and small things seeming large
(c.g., 12601, 12614). 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 A
Tiny mountain of stone, upjutting sheer, B2 G
Some peaks face my resting place by a hollow: $EHTE
This hollow in stone can serve as my wine cup, ARG EH
Though I can’t give a name to what kind it is. FRATSL
I wend a circling course round a few square feet e $ R P
And seem to see here the immortals’ isles, 4o 8- i &
For when the wine first brims this “cup,” HBeAME
There are isles and peaks appearing. BAH G
Sure enough, we have here Sungazing Peak N N:E ¥ S
That looks straight down on the dark, dark sea. 3 FREE
I love the place, don’t notice I'm drunk, TZIEM
[ lie down drunk, wake up sober again— BPARf) &
To grow drunk thensober by this, my wine cup, g
~Has mowbecome Ty very natares I -y -
And as if I’'ve conceded the dispute to Form, BIAK R3S
My sitting nook looks down on the district capital: L3728
A level lake lies near my stairs, FHirs
And far mountains are a green upon green. &L FH
There are twenty or so unusual trees BAK+HH
Whose branches and boughs crown columns, eaves, HIETHERB
And whose twisting roots fill these rocks, BRHL L
All taking the shapes of serpents and dragons. CRIR R A
In my wine hall I've stored away vats of brew, AETHHE

And the doors and windows, all filled with jugs, I kg X
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So this “wine cup” can be kept full forever— AT i‘ %
Now who really is T'ao Yiian-ming? #AMMHY
[12607)

When Yiian Chieh “concedes the dispute to Form,” he is referring to
“Form, Shadow, and Spirit” # # 4p, the famous debate poem by T’ao
Ch’ien (T’ao Yiian-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 faces 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 def ense and apology.

Yiian Chieh’s last extant poems date from 767, a series of five “Rowing
Songs” .75 ¢ (12620—24). Yiian 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 Yii fifty years later:

My name and deeds by chance B4 LHAAM
survive in the world of men.

[ follow custom, but in these times LRS- L
find myselfill at ease.

I went to greet the grand masters of state, LBXEEMK
to ask them how one governs,

And now my boat goes back again AAEALRL
into Nine Doubts Mountain.

[12620])

Fame is haphazard; the times are awry; and the poet, once the self-assured
Ju-ku moralist, speaks with a wry humor as he reports of asking the great
in Ch’ang-an “how one governs.” Now he returns to the real world of

doubts and uncertainties, manifest in nature’s great topographical pun, Nine

 Doubts Mountain.

Yiian 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 successful in the aesthetics of the real literary world than its Con-
fucian values were successful in the political world. Confucian values had
to be put into practice in society; if they collapsed into private values, they
tended to merge with the private values of Taoism. The differences between
the Confucian recluse and the Taoist recluse were of tone rather than sub-
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stance. Like Yiian Chieh, Tu Fu took part in the midcentury fu-ku 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 Yiian 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 of hardship” (ku-ch’iung B $) 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-feng, 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 Yiian Chieh and closer to the ku-feng works of their more emi-
nent contemporaries.

The Ch’ieh-chung chi is a very small anthology, consisting of twenty-
four pentasyllabic “old-style” poems by seven poets. Yiian Chieh insisted
upon the obscurity of the worthy, and most of the Ch’ieh-chung poets ful-
filled his conditions admirably: only two of them have significantly more
poems than the handful anthologized in the Chieh-chung chi: Wang Chi-yu
X % &, who has thirteen extant poems (of which two are of questionable
authenticity) and Meng Yiin-ch’ing & % #, with seventeen extant poems.
According to Yiian Chieh, the anthology was constituted of poems by
Shen Ch’ien-yiin # ¥ & and his followers, though Shen is no more fully
represented than the others.

There is nothing particularly msplrmg about Shen Ch’ien-yiin’s po-
etry: the theme of the unrecognized man of talent had a powerful resonance
for T’ang intellectuals, but in Shen’s extant poems the theme is not handled
with great genius. The poems of Yii T'i T #, Chang Piao % &, Chao
Cheng-ming # # ¥, and Yiian Chi-ch’'uan 7 % ) 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 Yiin-ch’ing.

Among the Ch’ieh-chung poets, Wang Chi-yu is unique, for his poetry
was also anthologized in the Ho-yiieh ying-ling chi, which provides a less
partisan view of his poetry than Yiian 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 Yiian Chieh’s
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“‘virtuous man in obscurity,” but Yiian placed greater emphasis on moral
value than exceptional genius. Wang Chi-yu also had contacts in the larger
world of contemporary poetry; picces were dedicated to him by Tsen
Shen and the later capital poets Ch’ien Ch’i and Lang Shih-yiian.

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-yiin; but Wang Chi-yu
was clearly the stronger poet:

To Wei Tzu-ch’'un FET A

When you left the mountains, fall clouds were bright, LAk Eeg
Now the mountain trees have again turned spring. LA &A
You ate my herbs of the mountains, A LPE
But do not remember the mountain man. AELPA
Who in these mountains is my intimate? L RRE
This white hair of mine, my only kin. aHfiad
Both day and night, no rats nor wrens— ELETRA
They know my kitchen and pantry are bare. REARR
But the flourishing pine of north cottage AR 3L A
Wearies not of its neighbor to the south. TR 566k
All that have feelings are cast from me— AHEER
Earth and stone, the same body as L. rEBE 4

[13411)

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-yiieh ying-
ling chi, where it has a different title, a change in the first line, and an incon-
gruously obsequious occasional ending added. There is no way to know
which version is “correct” (if, indeed, both are not correct), but an impor-
tant conflict in sensibility can be seen in the differences between the two
versions. To Yin Fan, the Ch’ieh-chung version would have been too harsh:
the occasional closure softened it:

You, sir, are a thousand-foot tree, fine substance, AF¥TH
From Heaven’s moisture branch and leaf flourish anew. REFHREN
While I, with the long life of poor timber, HATHE
And without wisdom, can still avoid the axe. EEREA

The proud austerity of the recluse, the body that is earth and stone, is po-
litely given a self-deprecating qualification in the Ho-yiieh ying-ling chi ver-
sion. On the other hand, to Yiian Chieh, compiling the Cl’ieh-clung chi
seven years after the Ho-yileh ying-ling 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, Yiian Chieh’s instincts were
correct.

The Ho-yiieh ying-ling chi also anthologized heptasyllabic poems by
Wang Chi-yu, a form that Yiian 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 Yii’s Landscape Mural : BTeAgT LK

A man of the wilds will spend the night FABALKYS
in a mountain home but seldom,

When at dawn I saw these mountains, said, A3 e
“It’'s morning in the mountains.”

Still settled over half your wall Femrars
are clouds upon the peaks,

And I opened the curtains to permit escape MEREHAP L
for the birds upon the lake.

Now who is that fellow sitting alone EER I A
under a towering pine?

Again and again I wave to him— HoBFRAAR
why’s he so slow to rise???

The great Lord Y ii gives a hearty laugh, FrRkxatH#
and then he says to me:

“Little brother, can you paint in the red and green VAT RAE
a painting such as this?”

[13418])

Wang Chi-yu was playing the role of the naive rustic for the amuse-
ment of Lord Yii, and there is little dignity in his self~-mockery. It is not a
pose Yiian Chieh would have greatly admired, but it indicates a participa-
tion in the more common world of contemporary poetry that made Wang
__socially one of the best known of the Ch’ieh-chung poets. _

Meng Yiin-ch’ing (b. ca. 712—13) was the most seriérursfu-krt; poéto% o

the CR’ieh-chung group and, judging from what survives, also the best. Like
Wang Chi-yu, Meng Yiin-ch’ing was an acquaintance of Tu Fu’s, and he
was an especially close friend of his fellow countryman Yiian Chieh, who
believed Meng superior in every way to himself (12594 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” (09168), alluding
to the first of Li Po’s Ku-feng where Ssu-ma Hsiang-ju and Yang Hsiung
halted the general decline of literature by “stirring the falling wave.” In
the ninth-century Shih-jen chu-k’o t'u # A £ % B, an elaborate and idio-
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syncratic classification of poets by exemplary couplets, Chang Wei % &
considered Meng Yiin-ch’ing to be the foremost representative of a style
he called “nobly ancient and loftily abstruse” % ¥ # i&. In one edition of
the Chung-hsing hsien-ch’i chi ¥ £ # & 4, the T’ang critic Kao Chung-wu
%4 X, was more moderate: ‘“His master was Shen Ch’ien-yiin, and he
hunted and fished in Ch’en Tzu-ang. The import of his verse was of mourn-
ful resentment . .. but if you compare him to Shen and Ch’en, you will
see he is not quite up to them.”3
» Meng Yiin-ch’ing was a less radical fu-ku poet than Yiian Chieh at his
most archaic; Meng’s work falls comfortably into the High T’ang ku-feng,
of which he is perhaps the most talented representative. But even in the
few poems that survive, Meng Yiin-ch’ing was a better poet than Yiian
Chieh. Kao Chung-wu was correct in tying Meng’s work to that of Ch’en
Tzu-ang. At times Meng Yiin-ch’ing’s poetry approached that of Ch’en
very closely, as in Meng’s two ‘“‘Grieving over the Times” 8 (07570—
71). The title indicates topical allegory, and it is particularly 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— AE#REA
How bright it is midmonth! ZEATAH
Its radiant beams invade bright sunlight’s realm, tHZEn
Of sage and fool we are led astray in its perfect essence. RREZH
But the four seasons change on and on, weF & P4
Heaven’s Way has both waxing and waning. KEAME
I ever expect it to sink tonight, THEAORK
But in an instant it appears again. AREHLE
[07571)

The poem closely echoes the first of Ch’ien Tzu-ang’s Kan-yii (04347). The
‘moon stands for the Yin principle, the empress, that infringes on the impe-
rial male Yang and fails to wane as it should.

____Seven of Meng Yiin-ch’ing’s poems are piiel-fis or in the yilch_fu man-

ner, and these belong to the primitivistic interpretation of yiieh-fu, seen
also in the work of Tu Fu and Yiian 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 R 4T

The lone child goes from loving parent, KRLEER
The far traveler loses his host: REEIA
Don’t sing me the songs of sorrow— AL Fd
Who can bear to hear such songs? stoeh 3 2
Hear them you can, but meet you cannot, TH AT 8L
Go off ever farther, no sight, no traces. L8B3
The man walking broods on the journey ahead, fTAEwWA
Waits not on Orion’s setting, not Antares’. THRER
At dawn he always suffers from hunger, HVRFT LA
Evenings too he suffers from hunger, EXRFT LR
Wind-whirled over thousands of miles, BEIRL
And poverty, full of inner struggles. TREAHE
May no youth set out on faraway travels, SELRH
From faraway travels men seldom return. R EWN

[07563)

The speaker here is neither the conventional persona of yiieh-fu nor the poet
himself 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 lyric diad of scene and res-
ponse, world and self; the fu-ku version usually 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 ability to rectify social imbalance, and it appeared
commonly in the Mid-T’ang in the poetry of Meng Chiao and Han Yii.
In the following poem by Meng Yiin-ch’ing, the causal relation between
the moral stand and the clearing of the weather is not stated explicitly, but
itis implicit in the juxtaposition at the close of the poem.

Blocked by Winds on the Pien River A

In clear dawnlight I went from Liang and Sung, FRABRK
Hung up my sail to go to Ching and Ch'’u, HEZEFR
But once offshore, the wind and the tide grew rough, AR HE
And by a rapids my boat began to turn sideways. #BA R
The great river pours on eastward, TRt
The herds of creatures grow blurred and hazy. AHEBE
White fogs: breath of fish and dragon; afaiA
Brown cloud: forms of tigers, of cattle. *EFEH

A blur all around me, I lost my bearings, Bk
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All apprehensive, not even a moment’s peace: J R X
Put trust in this, that in this world of ours IE R A
Nothing is lighter than human life, EE Y B
But if a grown man has not attained his goal, X2 kit
His inclination must be to preserve sincerity. Hr &) 58 47 38
For the journey ahead I put up my boat and go on; ABRLEAE
In the southeast there should be an evening clearing. . R i B ek
[07573])

THE INTELLECTUALS

Ch’en Tzu-ang had been a well-known prose stylist as well as a poet,
and Yiian 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 with fu-ku values than poetry. This is
not an indication that fu-ku writers felt poetry should be subordinate to
prose; rather, because the language of Confucian moral and social values
had developed primarily in classical prose, prose rather than poetry seemed
the most natural vehicle for them.

The great mid-century intellectuals loosely constituted a group,* to
which Yiian Chieh was linked through his cousin Yiian Te-hsiu. The two
dominant figures of the group were Hsiao Ying-shih # # + (717-69) and
Li Hua % # (d. ca. 766). The hostility towards parallelism, tonal regula-
tion, and similitude Yiian Chieh expressed in his 760 preface to the Ch’ieh-
chung chi was not unique to Yiian. Similar statements had been made ear-
lier by Hsiao Ying-shih and were to be made again later by Tu-ku Chi %
# & .5 To Hsiao, writing in the late 740s or early 750s (07515 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 classical restraint and to making
manifest what is factually true is, on the whole, unlike the crowd’s conception of
literature. Alas, they think that I am idiosyncratic.

Ornament, fu-ku’s old enemy in court poetry, was still a great foe, but
both here and in Yiian 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 significant dif-
ferences from their Chinese counterparts. It is clear that Hsiao Ying-shih
was offended by the “hiddenness of meaning” that had assumed such an
important role in eighth-century poetry: the significance 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 rejected the
general metaphoricality of poetry, the Confucian intellectuals would ad-
mit one form of true metaphor: 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 Yiian
Chieh was living with his cousin—Hsiao Ying-shih paid a visit to Yiian
Te-hsiu (07519). At the time Hsiao was already considered one of the most
brilliant 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 Yiian
Chieh’s early archaic experiments.

Justas Yiian Chieh and Yiian Te-hsiu were descendants of the Later Wei
ruling house, 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 Yiian
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 735. 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 Japanese
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

_Shih~ching—on its metrics, its diction, and its stanzaic form. Hsiao Ying-

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” refers to fidelity to the canonical interpretations of the Shih,
particularly in the particles, which Hsiao used generously). Like Yiian
Chieh’s archaic poems, Hsiao’s Shih imitations were provided with prefaces,
particularly apt in Hsiao’s case because of the “lesser prefaces” of the Shih-
ching model. However, Hsiao’s archaic poetry (07511-15) was even less
successful than that of Yiian Chich: the Shih model was too restrictive and
overinterpreted, while Yiian Chieh’s models were more flexible.

Hsiao Ying-shih’s pentasyllabic poetry ranges from modifications of
Shih meter and syntax (e.g., 07521-22) to the more domesticated High



Fu-ku Revival 245

T’ang ku-feng (e.g., 07517—18) to the smooth occasional verse of his con-
temporaries, filled with bewitching similitudes and lovely scenes ranged
in parallel construction (e.g., 07530). Hsiao faced the perennial problem of
the fu-ku poet: the more closely he fulfilled the social and ethical values he
espoused, the less compelling his work became artistically. The ku-feng was
still the most successful compromise between fu-ku values and the eighth-
century poetic art. Equally effective but less widely practiced was the mid-
century resurrection of ypiteh-fu as an instrument of social protest and to ex-
press public values. The possibility of a “new yiieh-fu’’ might be apparent
to Yiian Chieh, whose military and civil experiences justified his speaking
“for the people,” but such a form was less available to Hsiao Ying-shih,
who wasboundmore closely to the intellectual society of the capital.

Li Hua was Hsiao Ying-shih’s friend and the second great intellectual
and prose stylist of the midcentury. Li Hua passed the chin-shih examina-
tion in 735, 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 the
government. When Hsiian-tsung fled to Szechwan, Li Hua hurried out of
Ch’ang-an to rescue his mother, but was captured by the rebels and given
unwanted office. After the restoration, Li was punitively exiled 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 766 or a few years thereafter. In his old age Li Hua
was one of the most respected men of letters in the empire, the sponsor of
many famous intellectuals of the later eighth century, including Tu-ku Chi,
Huang-fu Jan, and Han Yii’s uncle, Han Yiin-ch’ing # £ #r.

Li Hua did not experiment with archaic models, but instead worked
in the ku-feng, 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 first three “Unclassified Poems”: these poems treat
the “‘proper music,” the “proper colors,” and the “proper tastes,” respec-

~tively. The fourth “Unclassified Poem,” in which “Yin light engulfs the

universe,” is probably topical allegory directed against an empress. The
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 archaism of Hstao Ying-shih, his ku-feng were more uncompro-
misingly didactic than Hsiao’s tetrasyllabic poems. Similarly, the poems
on history each treat a separate historical incident, never failing to draw
the appropriate moral lessons for the reader.

But Li Hua differed from Hsiao Ying-shih in his undeniable descrip-
tive genius, apparent both in his prose and in his more conventional occa-
sional poetry. The few landscape poerns in his few surviving works possess
a rich vocabulary and imaginative capability equalled by few of his con-
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temporaries (07499—501). Particularly interesting is the survival of Li Hua’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 figures of a large group
of intellectuals and writers, most of whom did not write fu-ku poetry.
Younger members of the circle, like Tu-ku Chi and the Huang-fu brothers,
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 Yiin-ch’ing and Liang Su £# have no extant poems, while Li Shu %
#f has only one ceremonial cycle extant.
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Minor Poets of the K’ai-yiian and
T’1en-pao

The rubric of “minor poets” is designed to include those poets, out-
side the major groupings, whose work survives only in fragments. Their
“minorness” is a function only of the limited 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 originality,
poets who wrote in one or more of the shared styles of the age. On the other
hand, there are also poets who do seem to have had independent poetic
identities, but too few of whose works survive to characterize them ade-
quately.

Wang Chih-huan £ & 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-yiian,
but no collection of his poems seems to have been made.! Though only six
of his poems survive, all quatrains, almost every one has become a minor
classic.

Hooded Crane Tower RigER
. The bright sun rests on the mountain, is gone, agakLE
The Yellow River flows into the sea. FEINEA
If you want to see a full thousand miles, &5+ L8
. Chmb one more story ofthistower.” - o T EE—R
[13284])

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 of ten described as the evening
sunlight ““rising” on a tower or mountain, instead of the shadow of some
intervening mountain rising.)
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The following poem is also a deservedly famous anthology piece, even
though it is comprised entirely of commonplaces.

Parting & 3

Willows, trees of the eastern gate, 15 4 P94t

Richly green, lining the royal moat, HF R BT

Recently have suffered broken twigs— ERR NS

Surely because partings have been many. RES %2
[13285]

“Willow” (liu #f) was homophonous with the verb “stay on” (liu %), and
as a result, willow twigs were snapped off at parting to indicate an unwill-
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. However,
the broken willow 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 naivete, 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 # B #i, 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-yiian. 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 recommended Tu Fu’s fu to the
throne despite Li Lin-fu’s opposition. In 752, when Yang Kuo-chung came
to power, Ts’'ui was again sent off to a poor provmc1al post in the South-

* east; and nothing more is knownof hint:- e

Yin Fan spoke of Ts’ui Kuo-fu’s poetry as having a “‘tenderness with
exhilarating clarity” #% %% %, referring particularly to Ts'ui’s yiieh-fu
quatrains. Ts’ui shared with Li Po an interest in yiieh-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 e

South of the lake they send you on your way, At EL
North of the lake they come with you homeward, R EESF
Then the mandarin ducks in the lake - . HIZEE
Pair by pair fly off on their own. L & L A ]

[05667]
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Mid-Current Song PR
I came back when the sun was still high, Fekn gy
I'd wanted to go on farther, P 3 &% M
to the isles of sweet scent,
But at the crossing the current was swift— Kok#Zé
My boat was whirled around, out of my control. QATAd
[05668)

These quatrains are modeled on the quatrain folk songs of the Southern
Dynasties (or, perhaps, on lost contemporary folk songs of the Southeast):
they are simple love poems which make frequent use of puns and erotic
metaphors. In “Mid-Current Song” that tradition leads the reader 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 yiieh-fu, make up twenty-six of Ts’ui Kuo-fu’s forty surviving poems.

The Ho-yiieh ying-ling chi is a rich source for gifted and well-known
High T’ang poets with only a handful of extant works. It includes Ho-lan
Chin-ming & B & 9, a chin-shih of 728, whose surviving works consist of
two ku-yi ¥ & (07581-82) and five excellent versions of the yiieh-fu “‘Hard
Traveling” 7 #% # (07583-87). Also included are T'ao Han ) $&, a chin-
shih of 730, and Ts'ui Shu /2 %, a chin-shih of 738, both gifted practitioners
of the shared style of the age. The Ho-yiiel ying-ling chi also anthologized
the works of two friends of Meng Hao-jan, who probably, like Meng,
worked largely outside of capital circles: Yen Fang %} #5 and Liu Shen-hsii
%1 % &. Though Yin Fan praised him generously, Liu Shen-hsii 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

Hsiieh Chii & 4§, almost all of whose extant poems survive in the Ho-yiieh

~ ying-ling chi. Hsiieh Chii may be remembered as one 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. Hsiieh Chii 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 Hsiieh Chii’s work, and it may
not be out of place to see something of the older Hsiieh in Tu Fu’s own
poetry. To Tu Fu, Hsiieh “opened the dark recesses of literature” (11096);
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he was “the master who covered the generation, / The force of whose tal-
ent grew more godlike as he grew older” (10852). Moreover, from other
comments by Tu Fu (11573) and Kao Shih (10264), it is clear that Hsiieh
Chii’s work was strongly associated with the ku-feng. In Yin Fan’s charac-
terization: ““As a man he was firm, honest, and full of spirit; what he wrote
was the same.”

The ku-feng appears clearly in several of Hsiieh’s twelve extant poems.
His work possesses that personalizing of moral values that so appealed to
T’ang readers. The opening of “Strong Feelings” # % 47 is a fine example
of Hsiieh’s version of the ku-feng, and its public seriousness finds a counter-
part in Tu Fu’s work.

No man is wasted in our brilliant age, B e% 8 A A
For the grand edifice, no tirmber cast aside. BEAEH
But the master craftsmen pay me no heed; B T 74 #4
Use | have, but won’t chase a lover on my own. ARZa4
With plans in my breast, I gaze on my Lord’s gates, BELEMN
And tarry there in vain till the year’s end. FEX 3 ¥
The city of Ch'in is filled with horses and coaches, AB 54 H
At day’s evening swirls of dust fly. 7 REE
Then with rolling drums the palace gates open, K3 Fr
Horse-bangles ringing pass paired watchtowers, B IT4 BMR
And I hear how His thunder and rain are bestowed, KM F@H#
None but are covered by Heaven’s enriching grace. xFEAH

[from 13295)

This is not a lush description as one find’s in poems on court attendance,

but an attempt to represent the moral grandeur of the imperial presence.

Modern readers would find Hsiieh’s other poems more appealing than his
ku-feng; these possess something of TuFu’s rich imagination and vocabulary.

Another poet whose work parallels aspects of Tu Fu’s was Chang Wei
38 , a chin-shih of 743 who lived well into the 770s. Chang Wei’s later
poems fall into the blandness of postrebellion capital poetry, with one un-
usual feature: they are filled with echoes of the poetry of Li Po (e.g., 09451,
09452, 09476). Chang Wei’s chin-shih of 743 corresponds to the height of
Li Po’s popularity in the capital, and this may in part account for his influ-
ence on Chang’s work. But Chang Wei’s most important poem was “An-
swer for the Old Man of Pei-chou” (09450), a yiteh-fu 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 for special praise,
it must have been well known by 753, and thus it may have exerted some
influence on Tu Fu, who was also experimenting with protest yiteh-fu at
about the same period. :

Chia Chih ¥ % (718-73) wasa friend of Li Po’s and an acquaintance
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of Tu Fu’s. Chia came from a distinguished family: his father had drafted
the proclamation for Hsiian-tsung’s assumption of the throne, while Chia
Chih himself drafted Hsiian-tsung’s edict of abdication n favor of Su-
tsung. As might be expected of such a figure, Chia was a master of the
formal public style, and there are similarities between his work and the
poetry of Kao Shih. Also like Kao, Chia Chih wrote a “Song of Yen”
(11959), 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 juxtapositions.

The White Horse 8%

A white horse with spots of purple joined SIUK LY )

Whinnies before the Cinnabar Gate, % 6 A M A

Hears the bridle-pendants and sets off prancing, 3T £ 8% 3%

And you need not strike down with the golden whip. TE2TE#

[11973)

Out the Passes hE o

Thousands of miles of level sands, L2 —-%A
a single puff of dust:

A winged dispatch flying southward, R BOE R A
another man coming north— :

It carries the news that at Wu-yiian 143 A RIF RS
the beacon fires blaze alarm:

Last night the Great Khan TR RANA
made a raid upon New Ch’in!

[11975]

Chia Chih’s most famous extant poems are three quatrains written on
meeting Li Po in the South after the rebellion : the first of these is remark-
able for the nominal closing couplet made up of a string of modal images:

On First Afri\;ing at Pa—lmg Sallmg on Lake 'I;lxhg;t’ing ERA § F 2 -

with Li Po and P’ei, the Ninth of His Clan B IRZA LR

On the river we meet once again, Ltk N s
all former comradesin travel,

And we constantly gaze at Hsiang River mountains AL AERRR
with a sorrow that cannot be born: -

Bright moonlight and autumn’s wind, B A AR iA B K
waters of Lake Tung-t’ing,

A lone goose, the falling leaves, KBEFE—AA

a single tiny boat.
[11982]
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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 Yiirr
and a fragmentary tradition of neo-Taoist poetry represents one such
group. ‘“Palace poetry” and poems in the tradition of the Yii-f’ai hsin-yung
represent another such subgroup. In the High T’ang, Li K’ang-ch’eng %
A& i, compiled a continuation of the Yii-f’ai hsin-yung, the Yii-t'ai hou-chi
I £ %, to carry the Yii-t'ai style from the Ch’en Dynasty through the
mid-eighth century. The Yii~fai liou-chi does not survive, but since some
of Li K’ang-ch’eng’s poems are in the Yii-t’ai style, they may well have
been part of the anthology (09969—72). At about the same time another
poet, Liang Huang 32 42, also seems to have specialized in poetry on women
(09912-26). Except in cases like Li Chiao’s collection of yung-wu 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-yiian 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 Hsilan-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 79o0s.
The majority 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 finds 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 formation of a poetic “or-
thodoxy’ that exerted a strong influence on the literary activity of later

dynasties. Orthodoxy was the spiritual descendant of the more ill defined
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 of Hsiian-tsung, the High T’ang.
Orthodoxy would agree with an individualist view that later-eighth-
century poetry (referred to as Ta-li poetry, after the longest reign in the
period 766—79) was inferior to that of Hsilan-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 Yii’s & M Ts’ang-lang shih-hua & i3 3 considers later-
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eighth-century poetry important precisely because it was conservative. The
ossification 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 first 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 significantly from that of later ages. They did
not see themselves as the preservers of an invariable standard of excellence,
but as the inheritors of the mainstream of the 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 Empress
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-
comes a web of social relations that firmly linked the poetry of the later
seventh century to the poetry of the early ninth century. Thes~ capital
poets wrote primarily social occasional poetry, and they were responsible
for the slow evolution of regulated verse. It was from this group that
emperors usually chose their favorite poets, allowing the decorous lag of
a generation. Thus, Hsiian-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 of the mainstream of the poetic art, writers of
the later eighthcentury began to form theircanon of T’ang poetry:

After more than a thousand years we came to Shen Ch'ilan-ch’i and Sung
Chih-wen . ..and by that time the subtle delineation of emotions had been
perfected. Even though poetry had gone ever farthet from the “Odes” [ Ya] and
though it may have gone to excess in ornamental beauty, still its relation to the
poetry of antiquity was like the development of the four-sided court ceremonial
drum out of the plain pottery drum or the growth of elaborate seal scripts from
their origins in the tracks of birds. After Shen and Sung died, Wang Wei and
Ts'ui Hao were the towering figures of the K’ai-yiian and T’ien-pao reigns.
And of their followers in our own age, no more than a few can approach them.
The Omissioner Huang-fu Jan is such a man [ Tu-ku Chi “Preface to the Collected
Works of Lord Huang-fu of An-ting, former Omissioner of the Left”].

After Ch'ien Ch'i passed the examination, his official’s cap stood high in the
forest 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 . ... Men of letters were fond of saying: ““Before thcre were Shen Ch’ilan-
ch’i and Sung Chih-wen; now we have Ch’ien Ch’i and Lang Shih-yiian” [Kao
Chung-wu, note on Ch’ien Ch’i in the Chung-hsing hsien—ch’i chi).

It is to be expected that this embryonic canon would havethe enthu-
siastic support of a spokesman for capital poetic taste like Kao Chung-wu.
More remarkable is the qualified support of a fu-ku writer like Tu-ku Chi.
It is not a canon that later readers would recognize: it admits Shen Ch’tian-
ch’i and Sung Chih-wen, but excludes Ch’en Tzu-ang; it reasonably in-
cludes Wang Wei, but leaves out not only Meng Hao-jan, Li Po, and Tu
Fu (the present canon that grew out of the fu-ku resurgence of the Mid-
T’ang), but also omits poets like Wang Cly’ang-ling and Ch’u Kuang-hsi,
who shared with Wang Wei the adulation of the K’ai-yiian and T’ien-pao.
Later capital taste was drawn to the formal art of Shen Ch’iian-ch’i and
Sung Chih-wen and saw in Wang Wei not the austere intellectual but the
master craftsman and honored poet of capital society.

Literary history and the formation of canons of major poets had been
the exclusive province of fu-ku. Between the 750s and its great resurgence
in the 790s, fu-ku poetics went through a period of decline. Few poets wrote
extensively in the ku-feng or in the archaic modes, and the commonplaces
of the fu-ku history of poetry were less often heard. Kao Chung-wu might
say of Ch’ien Ch’i that he “mowed down the frivolity of the Ch’i and Sung,
and pared away the sensuality of the Liang and Ch’e1,” but this is only a
pale echo of fu-ku values set amid a strong renewal of interest in the poetry
of the Southern Dynasties. The recluse-poet Ch’in Hsi A& % was closer to
contemporary taste when he praised Ch’ien Ch’i as another Ho Hsiin, one
of the most artificed of Southern Dynasties poets (13449).

The decline of fu-ku poetics can be heard clearly in the preface to
Huang-fu Jan’s collected works: there Tu-ku Chi, pupil of the great Li Hua,
was compelled to retreat from many venerable fu-ku positions. Instead of
condemning regulated verse, Tu-ku Chi praised Huang-fu Jan for having
“taken the pi-hsing [*‘metaphor and stimulus,” with ethical associationsj of
antiquity and put them in modern tonal regulation.” The poetry of the
Chien-an and Wei had been the model of the ku-feng, but Tu-ku Chi con-
demned it as possessing an excess of chili f{ (“‘unadorned substance”) and
an insufficiency of wen X (“‘ornament” [ “aesthetic qualities””). He allowed
that the Souther 1 Dynasties and Early T’ang may have gone to the other
extreme, to an excess of wen, but contrary to all fu-ku tenets, he saw in this
the natural process of high civilization, like the “development of the four-
sided ceremonial drum out of the plain pottery drum.” Implicit in Tu-ku
Chi’s comments was that Wang Wei and Huang-fu Jan had achieved the
perfect balance between “‘substance” and “ornament”: this was an old
Confucian value, and one espoused by Li Hua, but it was a value at odds
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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-
ever, is the metaphor of the drum and script: these represent the first seri-
ous challenge to fu-ku poetics on its own terms, insisting that literary so-
phistication is not inherently inimical to, but rather part of, the natural
process of civilization.

Capital poetry was the rival, sometimes the enemy, of fu-ku poetics,
and as fu-ku 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 impli-
citly acknowledging Wang’s unique supremacy. And when the Chi-hsiian
chi =% 4, an anthology of the early ninth century, surveyed the poetry
of the preceding half decade, it began with the work of Wang Wei.

Wang Wei’s poetry was not a “‘rediscovery’ of the later eighth cen-
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-yiian and T’ien-pao may have been virtually forgotten,
but Wang’s reputation and influence continued to grow after his death in
761.

The Wang Stream Collection provides an excellent example of 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 Ch’i’s twenty-two ‘‘Miscellaneous
Songs of Lan-t’ien Creek” (12484—505) and Huang-fu Jan’s five ““Songs in
the Mountains” (13056—60). The style of the Wang Stream Collection was
easy to imitate and impossible to imitate well. Compare Wang Wei:

_In deserted MOURAINS RO OREI5 SEEI—— ==+ — e s e r o R
Yet heard, the traces of men’s voices. 12M AL
Sunlight cast back enters deep in the woods ' FTANENR
And shines again upon the green moss. ABHFBL

[06082]
to Huang-fu Jan:
The mountain lodge is ever silent, LBERRR
Restful clouds come from dawn till dusk. MENTE
What is found in the empty yard? *RMATH
The setting sun shining on green moss. - : 083

[13060]
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Huang-fu Jan catches everything in Wang Wei’s quatrain style except the
animating talent.

Through the course of the eighth century, capital poetry continucd
independent of the private directions developed in the work of Meng Hao-
jan, Li Po, Tu F 1, and even in the work of the master himself, Wang Wei.
Capital poetry was still a poetry of “‘performancc’ and the mark of culturc
and status; as Kao Chung-wu wrote of Lang Shih-yiian: “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-yiian at their parting banquet, con-
temporary opinion would consider them lowborn and unsophisticated.”
Wang Wei may have been greatly admired and imitated after his death,
but only a living poet could truly serve the world of capital poetry and sat-
isfy the insatiable appetite for new compositions.

The homogeneity of style among the capital poets makes grouping
them difficult. Later readers identified the poetry of the age with the so-
called Ten Talents of the Ta-li X &+ & F. This convenient term presents
numerous probleins, not only in the exact composition of the Ten, but also
in the usefulness of the grouping. The Ten Talents were first listed in the
Chi-hsiian chi of the early ninth century. This list probably most closely
represents the original sense of who made up thc group; however, the
grouping may not have been current in the later eighth century, and even
if it had been, it might well have been used without a shared consensus of
who all ten of the talents were.

The list of the Ten Talents in the Chi-hsiian chi includes Li Tuan # %,
LuLun A %, Ch’i Chung-fou ¥ + ¥, Han Hung # #i, Ch’ien Ch’i 4 ¢,
Ssu-k’'ung Shu 8] % 8§, Miao Fa & 4, Ts'ui Tung # if, Keng Wei #i#,
and Hsia-hou Shen 1% #. Of 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 were the poetry
parties given by Princess Sheng-p’ing # ¥, Tai-tsung’s daughter. Thus,

__the grouping of the Ten Talents may have been from these occasions.

The remaining eight of the Chi-hsiian chi list were close friends, ex-
changed poems frequently, and saw themselves as a group. They appear
together in the title of a long elegiac poem by Lu Lun (14712), 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 %, a poet
who also belonged to this circle despite his omission in the Chi-hsiian chi
list. These younger poets saw themselves as the successors of Wang Wei
and the circle of capital poets, even though many of them resided for long
periods in the Southeast and had literary friendships there as well as in the
capital.

In this chapter the capital poets of the later eighth century are divided
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roughly into two groups. The younger group consists of the poets named
in Lu Lun’s elegy; 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 lives in the provinces
(while retaining close ties to capital society): Liu Ch’ang-ch’ing and Li
Chia-yu. Also included in this older group is Lang Shih-yilan & + 7,
whose name was frequently linked with that of Ch’ien Ch’i, as well as
the Huang-fu ¢ # brothers Jan # and Tseng #%. Around these central
figures of capital poetry were a host of lesser figures, such as Yen Wei & 4t
and Pao Jung’s two sons, Pao Chi #, 4 and Pao Ho &, 1T.

These poets were what they aspired to be, master craftsmen, and they
achieved a smoothness and competence that their predecessors in the K ’ai-
yiian and T’ien-pao could rarely match. They perfected the poetic inher-
itance they received, and if they 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 of ten anthologized.

The peculiar talents and limitations of these capital poets appear clearly
in the work of Liu Ch’ang-ch’ing §] & #, whom the prose master Ch’iian
Te-yii 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 [hsin-ch’i # 4] in his style, but it is extremely
well crafted. After ten poems or so, you will find that his diction and themes
are pretty much the same.” The thirteenth-century critic Fang Hui % &
seems to note much the same qualities, but from a positive viewpoint: “His
poetry has a delicate understatement that does not flash out at you. A
contemplative reader should taste it slowly.” ! Kao’s criticism and Fang’s
positive revaluation contrast sharply with the strength implicit in “the
Great Wall of the pentasyllabic line,” but Kao and Fang are closer to the
truth.

Liu Ch’ang-ch’ing had been born to the first-generation of High T’ang
poets, but his extant poetry comes almost entirely from the last years of
his life, in the period after the rebellion. It is impossible to say whether Liu
only took up poetry late in life or whether his extant poems represent only
part of his work. In either-case, Liu’s late public appearance as a poet is re-
lated to certain anomalies in his life. Liu was a native of Hopei in central
China and passed the chin-shih examination in 733, but thereafter, instead
of seeking public office in the capital, Liu lived a private life in the South-
east. After the rebellion, Liu returned to the capital and held a position in
the censorate. From the censorate, Liu passed through a series of respect-
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able provincial posts, broken only by an imprisonment and exile to Kwang-
tung for an unknown offense. 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 lack of interest in the more daring poetry of the 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
imagination.

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 of the genius of Wang Wei, asin (06988):

River trees look down on an evening of isles, LB N &
Sand birds face the cold of waters. - SEHKE
or (06998)

Autumn winds scatter a thousand riders, HKEHTH
And cold rains moor a solitary boat. E&Harf
or (07019)

The birds scatter, a hawk of autumn drops, EHRHKET
Men rest in peace while springtime grasses grow. AMEEE

In Liu’s poetry can be found all the proven techniques of High T ang
poetics: the evocative closing image (07007)

Tomorrow at daybreak vI’ll look on misty trees LR B X
And only hear the bells from north of the river. o i 13t 5%

or the solitary figure set in a vast scene in order to reduce it to loneliness
and insignificance (07339): “Ten thousand miles of green mountains, one
solitary boat” 4 . # 2 — % #. The use of these standard poetic techniques
did not preclude genius, as in Tu Fu’s (11433) “Between Heaven and Earth,
a single sand gull” K ¥.— & or (11554) “Lakes and rivers fill the earth,
one aging fisherman” iz #i% . — & 3. But more often than not they had
become compositional formulas to produce poems easily and fluently.
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Even more than the work of his contemporaries, Liu Ch’ang-ch’ing’s
poetry was sentimental rather than emotional, picturesque rather than de-
criptive 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-
yiian and T’ien-pao poetry had become a uniform melancholy of migrat-
ing birds, falling rain, setting suns, and the lonely poet in his solitary boat
or on his lone horse.

Through repeated use, certain images had become linked to fixed
moods, which could be evoked by picturesque scenes built of those images.

Facing the Moon on the River TPHA

Over deserted isles the evening mists drawn in, M7 E&
And I gaze at the moon on the autumn river. EAKLE
Clear in my eyes, a man on the sands BEyLEA
Crosscs the water alone in moonlight. A+ HKAEK

[06984)
Secing off His Reverence Ling-ch’e EFHEA
Dark and blue, a temple in groves of bamboo, EEAKRF
From far away, the evening sounds of bells. A4
Wearing his rainhat, lit by setting sun, HERIG
To green hills afar he returns alone. 075 8 %
[06981]) )

Compare Liu Tsung-yiian’s famous ‘“River Snow” it ¥ from early in the
ninth century:

On a thousand mountains flights of birds have ceased, FLERLE

On ten thousand paths, men’s footsteps sink away. . ZEBARK

A lone boat, an old man in rainhat and raincoat KAESSH

Fishes alone in the snow of the cold river. BHELF
[18520]

There was a strong continuity of convention in the picturesque quatrain

vignictte, and virtually the same scene would appeal to and be recreated by~

generation after generation 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-
yiian’s little poem, but taken in isolation, Liu Ch’ang-ch’ing’s two quatrains
are probably just as effective.

If the “Great Wall of the pentasyllabic line” had referred to mass
rather than strength, it 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 five hundred and twelve poems were in this
form, and the majority of these were for social occasions. The pentasyllabic
lii-shih tended to a certain consistency of style, but the homogeneity of Liu’s
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work is exceptional. Even his programmatic series and yung-wu scries
(07181-90; 07208—15; 07191—98) do not differ markedly from his occa-
sional style.

The long regulated p’ai-lii usually demanded more rhetorical figura-
tion than the lii-shih, and Liu’s p’ai-lii are no exception. But even in these
Liu was prone to repeat himself; contiguous lines in one poem (07283):

I have clearly seen the appeal of lakes and mountains. LB R I
Dawn vapors merge with the clouds of Ch’u NRAARE

may appear slightly altered as a couplet in another poem (07286):

1 have found clearly the appeal of lakes and mountains, REAE 3 L
River vapors merge with the clouds of Ch’u. LA R E

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 of Kao Chung-wu.

Perhaps because of Liu’s repetitiousness, Kao was unusually harsh in
his evaluation: “His thought is dull 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-
pecially from the point of view of poetic orthodoxy, Liu’s poems possessed
a balance, clarity, and technical perfection that scemed to maintain the
continuity of the High T’ang style.

After the Ch’ing-ming Festival in Early April, EUE R RS
Climbing the City Wall and Gazing Afar
The scenery after the Ch’ing-ming: B Zih&
Clouds and mountains bef ore these battlements. & 0,80 600 A
All the flowers as in days gone by, itk A
But new smoke rising near thousands of wells. BHhHe
Of grasses’ color no place is barren, AN X3
““TheTivers flow merges with distantsky. ~ 7 LA SRAK
But where, oh, where is Ch’ang-an? EEAMTE
1 point afar, to beside the setting sun. #5754

[07067)

Poetic orthodoxy was concerned with universals, and poems such as 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 was “novel and arresting” (in the opinion of

* Kao Chung-wu and Yao Ho, the compiler of the Chi-hsiian chi) was Ch’ien

Ch’i. Ch’ien was born in 722 and passed the examination in 751. After the
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rebellion, Ch’ien made the acquaintance of Wang Wei and gradually be-
came the darling of capital poetry. Kao Chung-wu placed him first in the
Chung-hsing hsien-ch’i chi, saying, “‘He stands alone, at 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 collection consists of over four hundred poems.2

By all indications, Ch’ien’s personality was anything but reclusive,
yet as Wang Wet’s successor, he inherited a tradition of eremitic interests in
capital poetry.

Sending Off Inquest Judge Yiian on his Return EAFEHLE
to His Mountain Dwelling
Remembering home, you gaze to a road through clouds, BEEESR
Alone go off eastward, a faint shape in haze. [ EX T X
For night's lodging on rivers, you follow the fishermen’s fires, 7K 15 f & X
Travel through mountains to reach a bamboo gate. L AT B AT &
The flowers of the cold hurry the wine to readiness, Kit AR
A mountain dog rejoices in the man’s return. LREAR
Here from afar, you yearn to be there by library window, EEEET
Where a thousand peaks emerge from azure mist. ¥ Rm
[12167)

This poem shares many superficial traits with Wang Wei’s work, but it
lacks the deeper intellectual interests of Wang Wei. Wang would trans-
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 the
“return” is a physical trip from one place to another.

Ch’ien begins his poem with a standard opening of parting poetry:
two lines, a “here” and a ‘“‘there,” between which the traveler is set in mo- .
tion. This is the “departure” couplet, followed by a “traveling” couplet
an “arrival” couplet, and finally a couplet on how it will be at the traveler’s
destination. The “traveling” couplet develops the idea that the traveler
will 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 often 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 judge 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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joyful barking at the return of his master. Finally, Ch’ien uses the sugges-
tive closing scene—not to embody any special significance for the “return,”
but as a sensual consolation in the pleasure that the judge will feel as he
looks through his library window. The poem is a flawless, even gifted
rendition of a thoroughly conventional form.

As a master of the couplet, Ch’ien Ch’i was Wang Wei’s equal. To
Kao Chung-wu, Yao Ho, and many T’ang readers, literary value appeared
primarily through the craft of the couplet, which usually meant the middle
couplets of regulated verse. Though there were individual and period dif-
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 major poets of the K’ai-yiian and T’ien-pao. The aesthetic dom-
inance of the parallel couplet was such that the opening and closing couplets
of ten 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 AELFE A
Mouth of Valley, the recluse, loves stream and stone; BOFREG
Whoever dwells here can sink on dry land. B ARHEL
Cattle and sheep are tiny, going down mountains, FE2F L)
Smokey fires are far, off beyond the clouds. BXGEE
A single path enters the creck ravine’s color, — 8L B
Several houses are linked to the shade of bamboo. EEEHHR
Hidden rainbows take leave of the evening rain, Ku$ins
An updarting hawk brings down the last of the birds. i
When I go through some appealing spot, my eyes always rove, S A ER
Now about to return, I yearn to be in these forests. BEEANK
I recall my service in yellow ribbons of officc HLEEE
How I’ve run counter to this heart set on immortal herbs. E R TN
[12249)

The first couplet sets the theme of reciusion in a lovely landscape, and the
closure offers the conventional balance between present service and a desire
to lead a private life. But the poem lives by its middle couplets, and it was
in his couplet style that Ch’ien Ch’i merited the epithet “novel 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,
structurally analogous patterns, that had been denounced in the preceding
decades by Yiian Chieh and Hsiao Ying-shih. At times Ch’ien’s similitudes
. possessed the artificed daring of Lo Pin-wang, Yii Hsin, and the masters of
court poetry, asin a snow scene where (12273):

Raging billows heap on stairs of stone, BiERMD
A new moon gestates in the curtain hook. Y ¥
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Ch’ien Ch’i’s poems of ten praised eremitic and Buddhist values, but at
heart Ch’ien was a sensual 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 the physical world 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 effect 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 Collection, Ch’ien Ch’i pro-
duced a celebratory exultation of the physical world.

Egret Returning in Evening &, 5%

It never wearies of calm in the pool, LA RR

Only late it’s ready to go off among clouds: LS EN:

Suddenly flies, its back to the setting sun, 2h %R

Going with its whim afar in the clear wind. FRKAEE
[12488]

There is no mysterious hidden significance here: the poem belongs secure-
ly in a yung-wu tradition and glories in the creature.

Kingfisher with Fish in Beak 5KaRe

Its mind is on something among lotus leaves— HEXEM

In the blink of an eye, down from the tall tree. w4

Splitting the waves it takes the sunken fish, BAAFH B

Then a single dot of azure light departing. —S 821+
[12500]

However in a few cases, especially when describing scenic spots as in the
Wang Stream Collection, 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 Lol

Sccluded birds on the clear ripples— &eiEwl

When the mood comes, I can’t watch them enough. BRETR

New clumps of bamboo press the water low & RAKA

Where last night mandarin ducks had stayed. ERERE
[12494]

Ch’ien Ch’t’s name was usually paired with that of Lang Shih-yiian
28 + 7 . In its present state, Lang’s collection seems to have been reconsti-
tuted 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, the comparative devaluation of Lang seems to have
begun in the T ang: the Late T ’ang anecdotal collcction, the Yiin-hsi yu-yi
Ei£ R B, tells that when Liu Ch’ang-ch’ing heard the catchphrase ““Before
there were Sung Chih-wen, Shen Ch’iian-ch’i, Wang Wei, and Tu Fu;
now we have Ch’ien Ch’i, Lang Shih-yiian, Liu Ch’ang-ch’ing, and Li
Chia-yu,” Liu Ch’ang-ch’ing objected violently at being 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-yiian.

The devaluation of Li Chia-yu # % # 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
of his 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 dif-
ferent from that of Ch’ien Ch’i or Lang Shih-yiian: Li was “always moving
into the style of the Ch’i and Liang—delicate, lush, and ormamented.” At
times, as in this case, Kao Chung-wu’s refined distinctions elude this author.
If any differences appear between Li Chia-yu’s poetry and that of his con-
temporaries, it would be that Li was far sterner in his treatment of the
civil wars and foreign raids that plagued the later eighth century. While
other poets tended to treat scenes of war’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 are growing fewer”
(10120).

- —Writterron iie Road-While Returimg from Chvang= & ##ic e+ —

chou to Chiang-yin

Everywhere desertion and desolation— EETHE
The Yangtze villages | cannot bear to see. ANIREZE
No one around, the flowers’ colors are gloomy, BALBYB
In continual rains the voices of birds, cold. 5@ EAK
A Huang Pa, arriving at his first post, * FH A 2
Or a T'ao Ch'’ien, not yet having quit office. BMEART
Enjoy the spring, work hard at campaign and attack, pE-X/ Fndod
None willing to ask of the ruin done. BRERAAR
[10081])

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 closure.

Only rarely did Li Chia-yu’s poetry take on a biting edge: more
commonly his poetry possessed a sensual vividness similar to Ch’ien Ch’t’s.
As with his contemporaries, Li had a particular fondness for objective clo-
sure, and at times he carried it beyond the picturesque, as in a poem (10138)
that ended:

I imagine that at Hua-chou nuAELER
mulberry leaves are falling,
And the Yellow River is pouring eastward 9 xRk

a whole autumn of flowers of reeds.

The following poem by Li is representative of the best pentasyllabic
regulated verse for which the later capital poets were known.

Written at the Tung-ch’ing-yang Lodge of Chiijung R KGR
County

The thousand peaks of the Chii-ch’ii Mountains darken, Swtii
A homebound man heads into faraway mists. A&
The wind shakes leaves nearing waters, B KE
As cloudbanks guard the almost clearing skies. TH ek K
Evening sunshine lingers on this mountain lodge, bd 2%
And autumn light falls on the grassy fields. Kriiw
The road to be traveled lies by setting sun, gt a
There a single rider, trotting on alone. — 5555 20 88

[10045]

To a later reader this poem would have the unmistakable stamp of the
period, but we might consider what elements differentiate it from the
K’ai-yiian style on which it is based. Perhaps the most obvious character-
istic is the poet’s unwillingness to intrude into the poem: such concealment
of self 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, as here, to a failure to
distinguish between scene and emotion, ching and ch’ing. Instead of being
confined to one part of the poem, subjectivity and an emotional coloring
infuse the whole: the poem is anything but emotionally neutral. 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, all pointing
to the melancholy of a homeward journey on an autumn evening.

The middle couplets are excellent specimens of couplet craft, as in the
second couplet’s visual parallel between the clear stream flanked by leaves
and the open sky flanked by banks of clouds. The closing 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 of later 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-yiian 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 fixed.

Also part of this circle of capital poets were the brothers Huang-fu
Jan and Huang-fu Tseng. Tseng was much inferior to his elder brother,
Jan, who rivaled Ch’ien Ch’i and Lang Shih-yiian as a favorite of capital
society. Jan had been a youthful prodigy, supposedly admired by none
other than Chang Chiu-ling (tHough problems of dating make this unlike-
ly). Jan began a moderately successful career in the mid-760s as secretary
to the minister Wang Chin, Wang Wei’s brother.

Kao Chung-wu was effusive 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 Yiieh and the Hsieh’s (Ling-yiin
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
obtained these 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’s “Wu 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 effective at all, it is effec-
tive through the modal associations of Wu Mountain: the king of Ch’u’s
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-hsiian chi and the Yii-lan-shih suggests that Kao’s admiration was not
idiosyncratic.

Wu Mountain High B35

East of Pa, the Wu Gorges appear, 2R ek
Emerging afar, half covering the sky. B3 hF¥E
Clouds conceal the goddess’s lodge, TR L
But her rain reaches the Ch’u king’s palace. Bl &
From dawn to dusk stream sounds descend, NERRE
In cold or sun’s heat, trees’ colors the same. o548, R
I cannot listen to the gibbons’ clear voices— ARATHE
Especially in the ninth month, autumn’s end. Bk P

[12995]
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To readers of later ages it would have been incredible that Kao Chung-wu
might prefer this poem to anything by Li Po or Meng Hao-jan, 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 contemporaries, Huang-fu Jan was most strongly under his spell.
Ch’ien Ch’i’s different sensibility led him to make his own use of Wang
Wei’s legacy, but Huang-fu Jan of ten 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 (06107):

Next year spring grasses will be green again, HELALY
But will my prince return again or not? IBBLF

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 Wefi’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 (13030):

Richly green, spring grasses darken, FHE3e4
At last awaiting only my prince’s return. ET L EX
or (13024):

Everywhere on the islets are fragrant plants— BERTHNAXX
My prince is not at all willing to think of return. IRETLHY

Earlier in this chapter was given a similar effort of Huang-fu Jan to recreate
Wang’s famous image of evening sunlight on green moss.

Ninth-century poets used the work of their High T’ang predecessors
no less than the later capital poets used Wang Wei, but there were important
differences in how they treated the literary past. Ninth-century poets tended
to respond to the larger aspects of their predecessors’ work: to themes (cf.
17913 and 10824); to complex “types” (cf. 20685 and 07867); and even to
the form of specific poems, couplet by couplet (cf. 31900 and 11554).
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 fragment, they received hollow forms
and seemed incapable of understanding how their predecessors had animat-
ed the forms. Thus, when Huang-fu Jari wrote a pair of Ch’u songs (13021—
22) in imitation of Wang Wei’s “Songs for the Worship of the Goddess
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at Yii Mountain” (059056, see p. 37), all 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 filling a hollow form.

Around these central figures in the world 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-lun.

Although the Chi-hsiian chi included Han Hung in its list of the Ten
Talents, 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-yiian, 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 survives, however, and on the whole, they represent a different 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 office, probably during the rebellion, and reappeared in
public life only in the mid-770s. He was in office 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” #p & {%, 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 of Kao Shih. Kao Chung-wu saw in his
poetry a “craftsmanship that approaches the histories,” probably referring
to his frequent use of historical, 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 (12704).

It was probably through his early work in the T’ien-pao song style
that Han Hung developed one of his favorite forms, an ““old style” poem
beginning in pentasyllabic lines and shifting to heptasyllabic lines. But with
a few exceptions, these poems lack the imagination and exuberance of the
best T’ien-pao songs: instead, Han was content to evoke one of the moods
conventionally associated with poetry in the heptasyllabic line.
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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 A

Not a place in the city of spring ARRE T ML
but the flowers are blossoming,

Cold Food Festival: in the east wind ER LA fpHr st
the royal willows are slanting.

At sunset in the palace of Han nEBETIHIE
wax torches are passed around,

And light smoke scatters off and away HHPNEER
into homes of the Five Lords.

[12817)

Though his social relations with the capital poets were not close, Tai
Shu-lun #& 4% (732-89) should be included on the fringes of the capital
circle. Tai’s occasional poems mention Ch’ien Ch’i, Lang Shih-yiian,
Huang-fu Jan, Chu Fang, Ssu-k’'ung Shu, and Keng Wei among others,
but none with the frequency that would indicate close ties. Though the
majority of Tai Shu-lun’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.?

Tai Shu-lun had been one of Hsiao Ying-shih’s finest disciples, and he
served with distinction both in the central and provincial governments,
ultimately being enfeoffed as a baron. However, his work shows little trace
of Hsiao Ying-shih’s fu-ku concerns. The exceptions are some mediocre
attempts at philosophical poetry (e.g., 14281), topical allegory (e.g., 14285),
and some very interesting yiieh-fu style narratives of social criticism.

Girls Plowing the Fields L #HwiT

Fledgling swallows enter their nests, LEAANLGR M
the sprouts grow to bamboo,

From what household, those two girls RBR_LHNY
planting the new grain there?

With neither men nor oxen a BARFTTAR

they cannot plow:
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Knives in hand, they chop at the earth, ¥ 71 & dafe iR,
but the earth turns to mud.

They tell me that their family’s poor, R R
that their mother is growing old,

That their elder brother is in the army IR EXN 31
and has not married yet.

Last year, an epidemic, +FRAAHEE
and the cattle feedbin is empty,

So they cut their plain silks to buy these knives REF 2T P
in the capital market.

With their turbans they’ve covered their faces, AhhoRAR
afraid to be recognized,

Using knives instead of oxen— VAZI X 4 3 SR
who does the same as they?

Two sisters hand in hand, Hthda B F %
hearts bitter as can be,

They see not the men on the road, LB ARLL
they only see the soil.

They build embankments and ridges throughout BB Ao ]
to keep sprouts from running wild,

They set in order the furrows and drains E- 2P Y ¥ o)
awaiting the seasonal rain.

When the sun is right above south hill, ABEdBATHS%
they go back for their meal,

Thinking fondly on the pheasants of dawn THRARETR
that startle up with commotion.

At their eastern neighbor’s and the west cottage FHEHELER
the flowers have all come out—

They both cherish the last of the fragrance, AHBRFRBK
and tears fill their robes.

[14298]

The technique here is close to that of the social protest yiieh-fu of the Mid-
T ’ang, especially to the work of Wang Chien and Chang Chi. The poem s,
in fact, much closer to the Mid-T’ang than the only other social yiteh-fu
of the later eighth century, those of Wei Ying-wu. It is therefore partic-
ularly unfortunate that the unreliability of Tai’s collection forces us to
regard his social yiieh-fu 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 of his work.””# Tai fell particularly short
of the couplet craft of his contemporaries. But he also possessed the ability
to write of the self with a playful, casual voice that is rare in later eighth-
century poetry.
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Feelings at the End of Spring Il AR B

“Forty years old and unknown”— -+ &P W1k 4
this lazy, lolling body

Whose feelings go free among valley and hill Ao Ri
at the will of my true nature.

An endless stream of past events: KEEENRPY
the “thing in the wine cup,”

The glittering glory of fame in the age HEH%E HIAE
is the dust beyond my fan.

With a short staff, I watch the clouds, BEETRLTS
evening at a temple in pines,

Through spaces in curtains I listen to rain— RAREHLEA
spring at my thatched hut.

Mountain flowers and birds of the river LK &EET
all are my close friends:

We visit each other hundreds of times— TRAEBLIRE
they’re not annoyed at poverty.

[14428)

This is Tai Shu-lun at his best, but it is unfortunately not characteristic
of most of his work. Like his contemporaries he plundered K’ai-yiian and
T’ien-pao poetry, sometimes creating whole poems of clichés and lines
from other poets (e.g., 14305). Wang Wei’s voice can be heard everywhere
(e.8.,14331.7—8; 14465. 4), and like Liu Ch’ang-ch’ing, Tai often borrowed
from himself (e.g., 14465 and 14475; 14460 and 14524).

Tai Shu-lun 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 creates is as when the sun is warm on
Indigo Fields and the fine jade gives off mist: you can gaze on it, but you
cannot fix it in your eyes.”” 5 Despite their deep diff erences, both the later
eighth century and the Late T’ang were interested in a poetry of mood,
and Tai Shu-lun’s statement suggested one means to achieve such a poetry
—a poetry in which the effect transcended perceptual clarity and rational
understanding.

Some of Tai Shu-lun’s finest 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 collection. For example, the collection contains a set of quatrains
amplifying a couplet of a poem sent to him: five quatrains on *““The night
rain drips on the empty stairs” & @ # % & (14444—48) and five on “The
dawn lantern leaves the darkened chamber” ®% % #t% ¥ (14449-53). The
following is the first of the series:
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Rain falls, it soaks the lonely traveler, ABEERE

The heart is startled like a roosting bird. XIS

On empty stairs the dripping is dense by night, T HE

A confusion that I'm sure will last till dawn. A8 SLA 56,
[14444]

Each set of five develops the theme of the line into a mcditation on Tai’s
personal experiences.

Though the quatrain above is consistent with the modal poetics of
the later capital poets, Tai was usually 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 E g 11

Rain-soaked shadows of pines are chill, R XN

And the wind brings down tiny blossoms: B gt it

A solitary crane, loving purity, seclusion, R F AN

Flies here, does not fly away. RETRE
(14470]

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 collection 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 fixed in the eyes.”

Su Creek Pavilion Gk ¥

By Su Creek Pavilion GEFEYRR
the grasses spread everywhere—

Who is it leans to the east wind REEBF=N
on the twelve railings there?

The swallows do not returi, AFRFAER
the last events of spring:

A whole sandbar o f misty rain —TR& X
and the pear blossoms cold.

[14510)

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-790s, with
the greater concentration of their work falling 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 leader, it would have been Ch’i Chung-
fou (see 14712, 15151). Ch’i, Miao Fa, and Hsia-hou Shen each have only
one or two extant poems. Of Ts’ui Tung’s poetry only one chiian 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 of Wang 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 master, as in the following poem by Ssu-k’ung Shu:

Visiting the Recluse Hu and Seeing Uncollected BRETHIEL RAX
Writings by Wang Wei
He whom you knew in former days so well is gone, GRS 3
Now dwelling deep away, your one body alone. REB—4
There is snow pointlessly blocking your gate, MPAEHT
And you gaze on bamboo, ever without another. EHAAREA
You always vowed to withdraw to the hills out there, & #f & L %
And he pitied your poverty in this narrow alley. YHEER
The poems he wrote are still here today— U NN
For my sake you brush oft the drifted dust a while. B AER
[15545]

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 @K # .
A sudden downpour returns to the mountains, is gone, “aKLE
And the falling sunlight enters Wang Stream. mE AN
To see rainbows climb high in the evening villa, &S Beg 5
And tread stones to cross a springtime creek. A5 AKX
Purple creepers hide the immortals’ well, FE At
Yellow flowers come out in the wild fields. Fi ke
Knowing myself there’s no road to go farther, f %o M55 X
I turn back my steps to the smoke of men’s dwellings. @Y AL
[15192]

Wang Wei not only taught his successors the poet’s craft; he also provided
the terms in which to express a variety of human situations. On the Double
Ninth young Wang Wei had felt: “Each time I meet this holiday, I long
doubly for my kin” (06137). This can provide a response for Lu Lun on
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Cold Food Festival: “Even more when I meet Cold Food Festival, I long
doubly for my home” (14929). Like the elder Ch’ien Clv’i and Huang-fu
Jan, the younger Ten Talents also tried to recreate the Wang Stream Col-
lection (15584—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 differences
between the two poets, Clr’ien’s work was already clearly associated with
that of Wang Wei (e.g., 13965, 15261, 15541).

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, T ES Y]
And parting—of course, to be lamented. IR ¥
The road goes out beyond cold clouds, Bk X Eoh
The man returns, at the time of evening snow. AL T
Orphaned young, you early were a wanderer, FSREEF
Then suffered much—I came to know you late. S REESE
We wipe away tears and face each other; BTG
In the windblown dust where can we meet again? B AEATH M

[14881)

The reader may remember Liu Ch’ang-ch’ing’s (06984) :

Clear in my eyes, a man on the sands BES A
Crosses the water alone in moonlight. A P&k

or his parting from Ling-ch’e (06981):

Wearing his rainhat, lit by setting sun, X A
To green hills afar he returns alone. L5853
or Ch’ien Ch't’s farewell to Judge Yian (12167):

Alone go off eastward, a faint shape in haze. [ EX T
or Li Chia-yu’s (10045):

The road to be traveled lies by setting sun, oy 2=
There a single rider, trotting on alone. — 755889

In the context of these couplets we read Lu Lun’s:
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The road goes out beyond cold clouds, %k 3?;'-}?—' s
The man returns, at the time of evening snow. A E Tk

At partings or on long journeys, 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 poet-
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’en’s horseman was pursued by
a cloud of steam from a volcano (09596):

Far in the distance a road lies, east of the volcano, i fESE K g
And on the volcano a single cloud now follows your horse L ERERE R
away.

Ts’en’s idiosyncratic treatment of convention ran the danger of grotesque-
ness—ch’i 4 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 huai-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 clouds merge, BEEXES
As years deepen, the bare unburied bones grow few. FRaFH
Of a former village tall trees endure, &L
In autumn grasses a man returns afar. KERAK
Mosses grow thick on the ruined wells, RAAELR
Paths grow fainter over fields run wild. o s8R
All that remains—the color of nearby mountains, - AR 8,
Facing me as if filled with longing. i a kK
[13823)

Keng has produced a beautiful poem entirely out of 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 poetry of the younger Ten Talents. Already
in the work of Ch’ien Ch’i there is the suggestion of movement away from
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the relative simplicity of the K’ai-yiian 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, it 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 it 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 (14915):

Clerks of the way station scurry through cold fog, LEHMEE
The mountain city gathers in early morning light. L3 gk B b

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 (15277):

Night tides dash against aging trees, Fe_ it i & Bt
Morning rains smash the light rushes. o, AU 3

In this art-in-miniature so important in Chinese poetics, the younger Ten
Talents often surpassed their great predecessors of the K’ai-yiian and T’ien-
pao, and it is significant that their couplets were often selected in later lists
of exemplary couplets (chit-t'u €) &).

A few significant differences separate the work of the younger Ten
Talents from that of the preceding generation. In a small number of poems
new topics made their appearance, and these topics suggested the break-
down of the old decorum of capital poetry and anticipate the Mid-T ang
fascination with the “unpoetic.” When Ssu-k’ung Shu can write a play-
fully hyperbolic song on the virtues of noodle soup (15625), it is impossi-
ble not to think ahead to the poetry of Han Yii. Heptasyllabic songs ap-
peared more frequently in the work of the younger Ten Talents than in
the poetry of their immediate predecessors, and the song and the quatrain
were the forms most open to accommodating new topics. Thus, Lu Lun
finds a legitimate occasion for a2 poem when ‘““Meeting a Sick Soldier” #

HEA:
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You have walked much and sickness is in you, TS$ARERAN
no provisions when you halt,

Thousands of miles returning to home, B2 AMAIY
and not back to home yet. -

With tangled locks you groan in sorrow AFEALTHT
beneath an ancient wall,

Unable to bear the breath of autumn TRKEANLSE

entering metal’s scars. [14716)

The diction of this poem is so simple that it 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 PR 1

All life’s events wound my heart, LESChgE
they are before my eyes,

My whole body drenched with tears, — G &R R
facing our flowered mat.

[ used up all my bright gold LR HEE
to teach you songs and the dance—

Now I leave you to another GHETARSE

to take pleasure in your youth. [15601])

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 it 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 yiteh-fu, the quatrain made it easier 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, et 8% 4
The general draws his bow by night. BERIF
At dawn they searched for the white feathers— SR
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They were sunk deep in a cleft of stone. RenHhd
[14747)
The moon is black, the geese fly high, AZRAZ
The Great Khan is fleeing by night; B FRi#k
About to go after him with our light cavalry, &3 .1 FE3
A snowstorm covers our bows and blades. XE#57
(14748)

There is little difference between these poems and the frontier vignettes of
the K’ai-yiian and T’ien-pao, though they lack the complications found in
Wang Ch’ang-ling’s quatrains. They are no less concerned with mood than
the occasional lii-shil of the period, but their energetic mood contrasts with
the prevailing melancholy of regulated verse. 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 %n

Sunlight cast back enters the village lanes, REBANEA

Grief comes—to whom can [ tell it. ERMYPE

An ancient road, no one walking there: FEBANT

The autumn wind stirs the stalks of grain. KEAHEE
[13955)

A rich tradition lies behind the imagery of the poem—Wang Wei (05837)
and Shih 65, in which the grain covers over the ruins of the old Chou capital.
But that rich legacy is used for simple purposes of mood, the desolation of
autumn and longing to return home.

The younger Ten Talents walked no less in the shadow of the K’ai-
yian 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-yiian and T’ien-pao poetry. Their heptasyllabic songs (e.g.,
14727-36; 15170—79; 15652) 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 Jan. Particularly interesting is Li
Tuan’s “Ballad of the Lean Horse’ (15172), 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., 15263, 15330, 15575) there are hints—no more
than hints—that they may have been familiar with at least a few of Tu Fu’s
poems.

The younger Ten Talents 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-jan. They shared with the monks an interest in poetic craftsmanship
and a sense of poetry as the motive rather than as an adjunct for social
gatherings. In the works of the younger Ten Talents there are numerous
references to “‘poetry meetings,” “‘poetry discussions,”” and to linked verse,
which was then being practiced in the Chiao-jan circle.

The “poetry discussions” probably consisted of technical prohibitions
and classifications such as we find in the criticism of Chiao-jan and in the
texts taken to Japan by Kikai and included in the Bunkyo hifuron. On the
other hand, such discussion probably also involved impressionistic descrip-
tions of individual style such as are found in the Ho-yiieh ying-ling chi and its
successor, the Chung-hsing hsien-ch’i chi. In his elegy for the group (14712),
Lu Lun characterized the poetry of his friends. Ch’i Chung-fou is:

The Underdirector, Lord of Letters, KRx¥E
Genius risen, divinity of Huai-Ch’y, Bt E
Fu-master, like Earth’s music piping, 4 E L § ]
Word-ruler, as a jug on roof spilling downward. 8] F dost 4K

Ssu-k’ung Shu is:

An outswelling pine bearing snow, $eEnTE
Sad cries of geese entering dark, dark skies. FEBAE
And Miao Fa:

A moonlit fragrance drifting over cassia fruit, AE&EBT
A dripping that nurses, falling on jade blossoms. LABRK

Keng Wei seems to possess that “lingering taste’”” that later critics prized so
highly:

A well-brewed wine, stored longer, ever purer, LR BT R
Thrice-flowering trees, still more fragrant in the cold. ZEBR

Such was the way in which they saw their own art, and such were also the
values they sought to embody in their poetry. The fate of their poetry was

linked to the fortunes of such values. In ages when the subtleties of mood
and craft were primary concerns, the later eighth-century capital poets were
popular. But in ages dominated by strong, individual poets, they were
largely ignored. Their poetry truly was, as Su Shih wrongly described the
poetry of Meng Hao-jan, the “wine of monks.”
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Literary Activity in the Southeast

Faint in the distance, before the Cha’s temples,
Are white rushes filled with clear breezes.
Visited long ago, the poetry parties were full;
Visited now, the poetry parties are gone

In recollection I recite the theories of those times
When people came there truly without end.

But the Yangtze songs cannot be attained again—
The dust of the capital covers me in vain.

Meng Chiao, “Sending Lu Ch’ang off on His Way Home to Hu-chou: I Trust Him
towrite ThisPoem on the Graves of My OldFriends, Chiao-jan and Lu Yii [19958]

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
fine points of their art, wrote of the famous landscapes, 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 major changes,
and few other writers would look back with such fondness on the poetry of

the later eighth century. Even Meng Chiao recalled not a flowering 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-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 verse had its first true flowering since the Southern Dynasties; also
the first ch’ang-ho-chi g o %, collections of poems exchanged between two
poets, were composed.! 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
reflective about the art of poetry, and that reflectiveness was inseparable
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from the social context of the literary group. In the southeastern 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 noteven as a
craft to be mastered for social advancement: rather, as in the Southern
Dynasties, poetry was conceived as a social art that existed for its own sake,
a pastime that was in itself 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 & —) was the source; Hu-kuo (““Guardian of the State”
# B) carried on; Ch’ing~chiang (“Clear River” j§ ;1) stirred the waves forward;
Fa-chen (“Dharma Spreads” 7% 3g) 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 tradition). Only His Reverence Ch’ing-chou
(;%# % i.e,, Chiao-jan) mastered all the forms; and after him, Ling-ch’e (& &)
carried on the work.

Liu Yii-hsi, “Notes on the Collected Works of Ling-ch’e”’?

In the passage above Liu Yii-hsi describes a tradition of poetry by
southeastern monks as 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 of Chinese historiography, the clear differentiation
between secular 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 of the capital came and went, the monks
usually remained.

Poem 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-yiian, 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
secular intellectuals who compiled the rhyming dictionary Yiin-hai ching-
yitan 3 % 5% /%, directed by the great calligrapher Yen Chen-ch’ing. Both
in their social relations and in their poetic practice, the poet-monks were an
integral part of the literary world of the later eighth century. They were
in no sensereligious poets: with a few exceptions, when Buddhism appeared
in their 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 chiian of his poetry recorded in the Sung. The earliest of the south-
eastern poet-monks, Ling-yi learned to write in the style 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 reader
can find Ling-yi’s Buddhism only incarnate in the natural world of
occasional poetry.

A New Spring at Yi-feng TN %R

Recently the source of a stream gushed forth, Bk
And breaking through, reflects the slender clouds. A s
The level of lotus pond sinks somewhat lower, HErra
As it first covers the streaks of moss. 58k x
At last it cleanses the illusion of bright beauty; THR*E ¥
It has always been distinct from the average stream. EHEZD
Whenever the moon’s out on a clear night, EHEEA
You can hear it trickling in your dreams. AAHEXIM

[44216)

Itis 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 reader’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 find Buddhist
values in the poem, but these appear primarily through a “situational frame
of reference,” reading intellectual implications into natural imagery ac-
cording to the circumstances 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: I Leave This BLEESF9ALs
Written on a Mountain Chamber
Lotus flowers in the pool Mt RBHAAM

don’t blossom of their own will;
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Flowing waters in the mountains A E R SCEY 3
likewise come by chance.
Should you claim that meeting and separation FERUEHK
necessarily arise from the self,
Consider—how can we manage to turn back, AR e
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, as in Wang Wei’s most abstrusely “doctrinal” poetry,
the philosophical problem is subordinate to the motives of occasional
poetry.

Although Liu Yii-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 chiian. Ling-ch’e’s long life (746-816) 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
circles of the Southeast: he was a student of Yen Wei, a friend of Ling-yi
and Chiao-jan, as well as of Keng 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 wasknown for his quick repartee and sharp wit. A mild specimen
of his wit survives in his most famous poem, an epigram. The professed
yearning of secular officials to retire to the hills was a subject that begged
for a satiric gibe, but for obvious reasons the satiric reply was seldom

****** — offered: Early in the ninthcentury, Wei Tan; the commander of Hung-chou;
wrote of his desire for the recluse’s life (07590), and Ling-ch’e composed
this famous answer:

Now old, my heart is at peace, FERoHBIF
and nothing external bothers me.

The robes of hemp and seat of grass— BREEFE 4
enough for my body.

Everyone I meet tells me & &EKE 4
how grand it would be to quit office;

Yet never once here in the woods . KFTTE L—A

have I seen a single one.
[44264)
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The genius of this epigram lies less in its gentle barb than in its play on a
durable convention of reclusive poetry: “seeing no one” in the deserted
forest (cf. 06082).

If Liu Yii-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 language (and also
because he had been Liu Yii-hsi’s friend). It is impossible to tell if this
characterized Ling-ch’e’s total oeuvre or only his later poems. The following
is one of Ling-ch’e’s finest quatrains, written on a visit to a deserted Buddhist
temple. “Effigy worship” (line 3) is a kenning for Buddhism.

Spending the Night at East Forest Temple BiRF

The skies are cold; fierce tigers FEEENET
roar through the snow of peaks;

Here in the forest, no one— KTREAETHA
and moonlight shines unseen.

A thousand years of effigy worship FF %3S M
is heard no more today, '

And the burning of incense is pleasing BEBERLTE

only to the ghosts.
[44261]

The quatrain is a brilliant 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 of the wilderness that creeps over the decaying sites of human habita-
tion, the tigers of a huai-ku (e.g., 02641).

Like Ling-ch’e, Ch’ing-chiang survives only in a handful of poems:
twenty-one pieces, of which several are also attributed to other peoets.
But judging from his extant work, Ch’ing-chiang possessed a poetic gift
that should have raised him above Liu Yii-hsi’s derogatory “tiny string with
a single tone.”*Chiao-jan may have been a more important poet with a

broader range, but Ch’ing-chiang’s best poems have an intensity and
grandeur that Chiaojan never achieved. There is in his poetry an ability
to speak with dignity on the larger element of the universe and a public
seriousness that are reminiscent of Tu Fu. (Fan Huang’s early preface to
Tu Fu’s collection states that it was in circulation primarily in the South.)
The following poem was addressed to the capital poet Yen Wei.

Setting Out Early from Hsia-chou: On the road, FREMNETPRERDT
Sent to Yen of the Imperial Library

Though this body of mine has no earthly ties, LA BRTR

Concern for the Way still troubles my life. EEFSE

A million miles—a dream of rivers and lakes; 2 m8



286 Literary Activity in the Southeast

A thousand mountains, walking through rain and snow. -+ ., & & 17

Men’s dwellings rest against former battlements, AREHE 2
Barrier roads shut out Layered Wall. W) 85 P G &K,
The Chiao-ho nomads are not yet gone, ABRXTH
And Thinwillow Garrison still encamps troops. B tda e £
In hardship I sigh for these hard travels; BRERE
Sojourning, rely on the warmth of men’s hearts. BHHEER
Sickness and poverty will bemy lot: BRERH
To perfect my spirit, I take leave of Shao-ch’ing. R DA
[44311]

Layered Wall was the highest spot in the K’un-lun Mountains, and there
the mythical Queen Mother of the West was said to dwell. In this poem
the K’un-lun of myth merges with the geographical K’un-lun of Central
Asia, as the barrier passes simultaneously block the traveler from immortal
worlds as well 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 of his decision to accept the imperial punishment of
castration so that he could finish the Shih-chi. It would appear that Ch’ing-
chiang is assuming the role of Ssu-ma Ch’ien to offer Yen a defense of some
decision (perhaps to remain a cleric) which would be clearer if the full
biographical context were known.

Most reminiscent of Tu Fu are the grand, general statements concerning
self and universe, as in the third couplet of the following poem.

Early Spring, Writing my Feelings: To Magistrate 2EERFTHRESR
Ts'ui of Honan

With days of spring the east wind comes, Ao &AAZE
But its gentle warmth seems unevenly shared : % fo ik 1< 3%
My sick body pointlessly grows older, mATEE
My sad locks show no knowledge of spring. RE T o &
In this universe I've become a thing left behind; FaEX kY
Light and dark speed an illusion-body on. RS L
Still wandering, feel pain at the end of the road, THE AL
All the heart’s concerns directed to travelers. SEHITA
Weak in the Way, still loving comfort, & A %E L
The times hards, I weary of poverty. HRERE
If my modest talents had a place to lodge, A RTHF
I'd find home and kin on imperial soil. FRARH
[44312]

As the great official inevitably yearns for the pure, unfettered life of the
recluse or monk, so here the monk longs for the secular life, 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



%
i
{
}

Literary Activity in the Southeast 287

by his secular contemporaries. In this poem, “loving comfort” is from
Analects 1V.11, where “The good man loves virtue; the lesser man loves
comfort.”

Ch’ing-chiang was as adept as any of his contemporaries in composing
couplets, but as can be seen in the poems above, he possessed a special gift
for self-analysis, “‘speaking his intention” ¥ #% according to the canonical
function of poetry. Paradoxically, it 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-nature, Af ik
How can I avoid the ruin, the dissolution ? ETEX
K
CHIAO—JAN

His poet friends at Shan-yin
were rowdy when they met—
The lovely lines flew back and forth
without destroying Ch’an.

The couplet above appears at the end of a poem by 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 chiian (with another chiian of linked verse). If Chiao-jan
was not the best poet of the Iater eighth century, he was certainly the most
interesting poet of the period—a critic, writer of linked 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-yiin. 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-jan himself was said to have
renounced poetry in the late 780s. Whether the report of that renunciationis
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 791 and surely dead by 809, but the exact date of his death is
uncertain. In 792 a copy of his 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
period 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-jan might be in the conventional
pentasyllabic regulated verse of the capital tradition (44750-65); it might
be an archaized yiieh-fu (44819); it 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—jan’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 diff erences in style remained, and the formality of
an occasion still exerted an influence on the choice of genre and style, but
there is a historical variety in Chiao-jan’s style that is hard to find earlier.

This new sense of the literary past had been developing for several
decades and was probably connected to the waning of strict fu-ku values.
In many ways this literary historical sense foreshadowed the entire future
development of poetry in traditional China. No longer was the poet
confronted with the choice between contemporary style and a single
“archaic” alternative: that simple choice was rooted in the fi-ku opposition
of “ancient” and “modern,” and the opposition deemphasized the true
variety of both “ancient” and “modern.” Fu-ku literary 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-jan
made just such an argument for literary-historical change.

Ashecatalo; istic variety inhis criticatwork; sohe demonstrated———
it in his poetry. Chiao-jan’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 inimitably Tu Fu: Chiaojan preserved the
integrity of past styles and “‘used” them. Chiao~jan could be the early
yiteh-fu poet (44818); he could be the Chien-an poet (44565, 44644); he
could write with the rich formality of fifth-century poetry (44560 and
passim); he could perform a yung-wu theme with all the grace of a court
poet {44835); he could be Ch’en Tzu-ang (44847-52) or Chang Chiu-ling
(44835); he was a master of the T’ien-pao song (44869—902); and he could
write in the highly archaic style of Yiian Chieh (44862).

Several factors contributed to Chiao-jan’s catholicity of taste and
literary-historical variety. Foremost among these was the literary self-
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consciousness that accompanied his criticism and the poetry discussions
that flourished in southeastern literary circles. Another factor was the
; contemporary revaluation of the poetry of the Southern Dynasties and
' Early T’ang, which weakened the simple fu-ku opposition between ancient
and modern. Finally, there was Chiao-jan’s deep interest in his ancestor
Hsieh Ling-yiin, whose very individual style Chiao-jan tried to reproduce
in many poems.

The following poem, a composition to a set 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 Oft L A Y
Ts’ui K'uei
A frame of stone reaches clift of rose cloud, BRLATS
{ The sheer slope scatters emerald sands. BAYES
: When the sky is clear, shadow of rainbow crosses, Ky H A
B When the wind is faint, silky streaks slant. FEESE:
: Striding upward, meeting in a hidden place blocked, S8 ainm
Up and downstream, the traveler’s thoughts go far nREER
This is not the road of the Yellow River bridge, R4k bk
But there too parting’s bitterness is limitless. PR B E
(44799]

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
1 the immortal Red Pine:

. Along the bank through dense foliage, AR EEE
: then out to see the sky:
: Sunlit sands sparkling clear, o 3F R KR,
and the water rushing on.
I wonder where that winged being TEAARLE
is ever washing his herbs,
Whose ruined flowers in countless numbers AL AR EAR
follow the flowing stream.
' (44842)

| The closing scene is the physical evidence of some hidden truth, on which
: the third line speculates.

Almost the entire final chiian 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 “newest” 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 M4 gt T30
on Parting

The ancients esteemed the godlike and glorious, FAETE

And what can compare to the hawk on the kill? 1T 4o $k 4 %

It hovers alone at the highest point, BrsEEda
straightens frost-white feathers;

I’'m sure in its eyes Heaven’s canopy RAEXRFTioRR
seems but a foot away.

Then circling low it brushes the earth, 16,19 Bk B M
and soars up over the winds:

The fledgling phoenix dares to alight, % MIHT BT
and the wild geese break formation.

You look all around in the sunlit sky, HEQRZL
it’s suddenly not to be seen,

Then for a moment emerges alone ASBLE ALY
by the edge of blue clouds.

Dark winter’s end, and the chill sun En¥2%Xn
sets over a million miles,

When the air is of death and the grasses dry, ABIERER
it exults ever more on high.

Through cloudy passes it flies on a slant, FEHREES
lost in a flurry of wisps,

Then straight up it goes into snowy skies, FEXALF®E
piercing through snowflakes swift.

In this I sce your own soaring heart LELZHHITE
finds friendship in like kind,

And as parting gift I sing you this song By B&RRt S
of the wild hawk’s soaring.

The pavilion of parting grows somber and still HEBRBEKE
as the guests are scattering:

The song is done, your road is long, FEXEETR

and my meaning not well enough said.
(44874)
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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 indicates 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’> X i 44814) from the “Miscel-
laneous Songs of My Southern Pool” &8 3k (44811-15) 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, BERILE

I love this uniquely, my own middle peak. BEXT

No cares at all, I lean on light staff, BFAMR

I walk on calmly, following hidden tracks. P 17 3 oy R

On all the mountains falling of leaves is over, Ku#sid

And cold, azure mists form, layer upon layer. KR35 E¢
(44814]

The style is 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 B

Yammering, squabbling—all of it AT X A
in a world bound by “true’ and ‘“false’’;

Who understands the peace of mind LafpKam
I feel the whole day long?

A chance visitor sings wildly— BEEKTHE
and why does he do what he does?

He wants only to force himself EPAFRAEW
to care about human affairs.

[44845)

Like many of the Han-shan poems, this piece belongs thematically to the
tradition of the eccentric recluse, but there are other poems more directly
concerned with Ch’an.

Spontaneous Poem [ 1BRAEHZ—
Joy in Ch’an, my heart seems swept along, #—ﬁ\* %
And my Way is never hindered. L&A
Alone and enlightened I sing and laugh— HEHRAKX
Who says | get crazier in old age? BLERE

[44853]
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The last phrase, “crazier in old age,” appears verbatim at the end of Tu Fu’s
“Crazy Man” (11107), written when Tu Fu was in Ch’eng-tu. In a few
other cases Chiao-jan seems to echo Tu Fu’s poetry, and a citation in his
criticism confirms that Chiao-jan 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 of Chiao-jan’s series (44853—57) make
the earlier poets seem decorously controlled in style and theme. Itis tempting
to read the following poem as a defense of Chiao-jan’s secular entanglements,
a defense based on the Ch’an impulse to invert conventional religious
values:

I hide my heart and not my deeds, & S 7 1% 3

And I even desire to dwell in men’s world. PREAE

If I lack trees, [ transplant one in spring; X 43 A

If I miss the mountains, I look at a painting. 2LE2 L

I reside in noise, and I haven’t gone wrong— B K AR

Truth is here. AEARM
[448s5]

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 it 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:

I don't like foreign languages; I won’t study them; BERLY

And I’ve never translated barbarian words. HERAE

Tell you of Ch’an? It’s what’s topsy-turvy, RAELHAL

What makes the Prince of the West die o - BRI H— —
[44856]

The “Prince of the West” is the Buddha. While Chiao-jan’s attitude does
not misrepresent Ch’an, it 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 Shih-shih 3 R, the Shih-p’ing 3 3%, and the Shih-yi 3 . Of these, the
Shih-p’ing may have been part of the longer version of the Shil-shih.4
Unless the Shil-p’ing formed part of the Shil-shih, both it and the Shih-yi
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survive only in fragments. But the Shih-shih was clearly the work to which
Chiao-jan and his contemporaries accorded the most importance. The
Shih-shih survives in several one-chiian versions and in a much longer
five-chiian version.5

Here we are concerned less with the Shih-shih’s important place in
the history of T’ang criticism than its relation to Chiao-jan’s poetry and
the literary values of the later eighth century. Chiao-jan inherited the terms
of literary-historical discourse from his fu-ku predecessors of the seventh
and eighth centuries. Fu-ku turns of phrase occur almost unconsciously,
especially in evaluative comments; for example, to praise the work of his
ancestor Hsieh Ling-yiin, Chiao-jan says that he “passed on high to the
Feng [Kuo-feng of the Shih-ching] and Sao [Li-sao of the Ch’u-tz’u), well
above the works of the Chien-an, Wei, and Tsin’’ (Shih-shih 1.4b). But from
other references in the Shih-shil it is clear that Chiao-jan did not believe
Hsieh Ling-yiin 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 judgment. Though Chiao-jan was struggling with
the fu-ku terms of discourse and their presumptions, fu-ku offered the
strongest model of literary-historical evaluation.

In many cases Chiao-jan tried to oppose or modify the commonplaces
of fu-ku literary theory. In his preface 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—jan scoffed at such conventional
fu-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
of the Wei poet (Shih-shih 3.1a—1b). Elsewhere, Chiao-jan went beyond the
mere defense of poets and undermined the very basis of fu-ku, while ap-
pearing only to modify its principles. Chiao-jan maintained that in literary
history there must be both ““change” (pien %) and “return” fu #); Ch’en
Tzu~ang was then cited as an example of a poet who “‘returned too much and

changed too little” (Shih-shih 5.1b). 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 fu-ki’s presumption of
universal and unchanging standards for poetry.

The revaluation of the poetry of the Southern Dynasties and his
argument for the necessity of literary change came together in a spirited
defense of the poetry of the Ch'i and Liang dynasties. Here the opposition
to _fu-ku values was most radical: Chiao-jan objected that literary-historical
evaluation had been too closely tied to the moral judgments of political
history, and went on to defend the period by saying, ‘It can be maintained
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that the style of poetry changed, but not that the Way [of poetry] had
declined” (Shih-shih 4.1a—1b).

Directly following thisisa peculiar passagein which Chiao-jan attacked
the poetry of the capital poets of his day.

Duringthe Ta-li R eignthe majority of poets have lived in the Southeast: Huang-fu
Jan, Yen Wei, Chang Chi, Liu Ch’ang-ch’ing, Li Chia-yu, and Chu Fang. These
men have usurped the green mountains, the white clouds, the spring wind, and
the fragrant grasses as though they belonged to them and them along.  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—Isuppose because they realized how wrong they had been.

The charge Chiao-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 simply to the influence and cultural arrogance of the capital poets.
But the passage occurs in the context of Chiao—jan’s defense of the Ch’i and
Liang, those who had owned and written of the southeastern landscape
long before. Thus, it seems likely that Chiao-jan is referring to the capital
poets’ ignorance and rejection of the former “local poets,” those of the Ch’i
and Liang whoseliterary landscape the capital poetshavearrogantly usurped.
Chiao-jan was essentially correct: one of the strongest traits of late-eighth-
century capital poetry was a lack of literary-historical awareness and depth,
precisely the qualities that enrich Chiao-jan’s own work. Their “reform”
at the end of the Ta-li would be an abandonment of the fu-ku disapproval
of Southern Dynasties poetry and the acceptance of the more tolerant and
catholic views of Chiao-jan. Besidestheir literary-historical naivete, Chiao-
jan would have disapproved of the bland simplicity of capital poetry:
Chiao-jan often praised complexity and difficulty (Shih-shih 1.1a; 1.5b),
and in his own work he avoided the ease of capital poetry, even if the
results were of ten awkward and mannered.

Chiao-jan’s criticism was closely related to his poetry, which was not
always the case among Chinese poet-critics. His stylistic catholicity found
a counterpart in his critical catholicity of taste. His assertion of the value of
literary change freed him from both the decorum of capital poetry and its
fu~ku antithesis in the poetry of high antiquity. Though many Mid-T’ang
poets reasserted the fu-ku model, the self-consciousness and catholicity of
Chiao~jan became one of the dominant traits of Mid-T ang poetry. And it
was in the Chiao-jan circle that the oldest of the important Mid-T’ang
poets, Meng Chiao, served his poetic apprenticeship.

It is impossible to say to what extent Chiao-jan’s literary historical
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opinions were shared by the circle around him, but there is one fascinating
linked verse, “Lecture on Ancient Writing” 3% & X # € (43241), which
puts forward an account of the history of poetry very different than the
conventional fu-ku history. This linked verse was composed between Chiao-
jan and several of the less famous figures of his circle: P’an Shu #i&, P’ei
Chi 2, and T’ang Heng # #. The view of literary history offered 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 after, evidently including the T’ang! But
T’ang Heng was presenting something similar to Chiao-jan’s balance of
“change” and “return” in his lines on the “imitations” of the Liang poet
Chiang Yen:

Chiang Yen’s “Poems in Various Styles”— Lm
There one can see power of talent; FLAH
His imitations were truly well done, BZiEL
Resembling without crowding [the originals). A #y A 1%

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-jan 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 #i & #p.
In the titles of Chiao-jan’s poetry there is evidence of extensive poetic
activity in this group, but apart from the collection of Chiao-jan, almost
nothing of it 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 survives, while Lu Yii # #, 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 O # £ 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 poetic oeuvre survives only in fragments, they
are represented by a sizable number of linked verses, lien-chii % 6) —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-jan. Since linked verse was not considered serious
poetry, it is particularly surprising to find these poems extant when more
respectable poetry was lost. One possible explanation is that a separate col-
lection of linked verses survived and was later divided and appended to the
Chiao-jan and Yen Chen-ch’ing collections.®

Linked verses and their near relations, Po-liang 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
linked verse.”

The linked verses of the group around Yen Chen-ch’ing and Chiao-
Jjan are mild in comparison to the rambunctious linked verses between Han
Yii and Meng Chiao, but they represent an even greater variety of forms
and topics. They were, of course, written to set topics, often yung-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
linked verses between Han Yii and Meng Chiao. Of great formal variety,
they include verses in trisyllabic lines (43153) and hexasyllabic lines (43254),
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 the most amusing groups of these linked verses is a series on
playful topics (43155-60), between Yen Chen-ch’ing, Chiao-jan, Li O,
and Chang Chien. With one exception, these are quatrains in which each
participant gives an example of the subject.

Big Talk tETRTHA
Chiao-jan:
I sing loud on Lang-feng, SHMA S BN

step over to Ying-chou;
Yen Chen-cl’ing :

Fbroilmea TOC; ﬂy up }Lviddldﬂ, ‘ﬂnﬁmff__ ___
and my dinner’s still not done.
LiO: ]
I go up and down at the ends of the earth b, 2 e O BN |

where nothing lies beyond ;
Chang Chien :
I take a sip and instantly dry — B BEILH
the streams of the dark blue sea.

[43155])

Lang-feng was a peak of K’un-lun, 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 [is]: EE BB
LiO:
When the River of Suffering’s crossed, LA R

and the true monk rejoices,
Yen Chen-clting :

Or when new friends fill your table, kot B X AR
with laughing looks exchanged,
Chiao~jan :
Or when an old campaigner comes home, AREHRLEF

and sees his wife and children,
Chang Chien:

Or when a student on vacation L X ¥ ¢ 2okl
steals off to the marketplace.
[43157)
Gluttonous Talk TRIERG
LiO:
Plucking a dumpling, he licks his fingers, WA T otk

he cannot stop himself;
Yen Chen-clring :

He stands expectant at the barbeque, CEX TN &
the drool oozing down;
Chao-jan :
Passing the butcher’s shop, he chews grandly— BERBRAHE

does he feel no shame?
Chang Chien:

Sure—he can force himself to hold back a moment REPNBRHEY
at restaurant door.
[43158]

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
play was surely more widely practiced than is evidenced in extant poetry.

Wei Ymg-wu, for example, does have a pair of similar poems: “Hard Talk”
(09421) and “Easy Talk” (09422). But poems of this sort were of ten excluded
from a poet’s formal collection and preserved only in anecdotal sources.

Linked verse was not limited to playful topics and yung-wu: a group of
poets might turn to a more “serious” topic, as in the following huai-ku
linked verse, written at the temple of Hsiang Y1i, the general who competed
with the Han founder to destroy the Ch’in Dynasty.

The Ancient Temple of Hsiang Yii AEEAHE
P’an Shu:
Windblown dust gathers in the abandoned temple, KB EM

Years and months eat away at the grass-grown path. RERAR
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Chiao-jan:
The bright soul now is grown silent, AEARE
His guardian figures still brood darkly. AR Y AL
T’ang Heng :
Where now, his ambition for Ch’u’s hegemony? FiREfIA
Still his deeds were so great in bringing down Ch’in. FADHFE
P’an Shu:
The feudal lords submitted, then deserted him; HESFAY
Through the histories, past lasts on to the present. FrE845
Chiao—jan :
The stars were arrayed, his fate was settled, 2XERLE
Heaven destroyed him—what avail was his might? RThE4
T’ang Heng:
If we may offer him white artemisia gathered, F % 4oTE
We'll lift wine in libation and sprinkle it RFEEKR
in the deserted forest.

[43242]

According to the traditional interpretation of Shih 13, 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.

B
KU K’'UANG

The mood and form of Wu’s mountains and streams possess a clear beauteousness
and marvelous allure: the strange stones of Great Lake, the crimson fruits of
Lake Tung-t'ing, the clear cry 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 clarity in his
nature, binding its cold purity/waves in his substance, hatching forth its fresh
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—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 of Ku 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 Yii 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,
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Ku Fei-hsiung #i # #, had requested the preface in tears 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 finding there a
writer whose interests paralleled those of his 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 Mid-T’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 chin-shih in 757; he lived to a ripe old age and died
probably sometime in the late 790s (13721). 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 % #, Liu Hun #p &, and Liu Tai-chen
%] K & ; the last two were linked to the great midcentury intellectuals like
Hsiao Ying-shih and Yiian 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 Kuseveral 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 offense 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.

Evenif we cannot entirely trust its authenticity, the following anecdote
probably reveals the kind of jest that earned Ku enemies. A certain provin-
cial graduate had composed the line (47716-17):

I halted my horse and climbed the mountain’s fold, BEHL LM
and was trying unsuccessfully to produce a proper capping line. Ku capped
it for him: .

Breezes came, the fragrance of shit wafting everywhere. BREAS
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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” style.

Another story, cited in the preface to Ku’s Hua-yang chi % & % (Ssu-
k’u clriian-shu chen-pen, ed.), provides a more decorous example of Ku’s
wit. Young Po Chii-yi had sent Ku a poem as an introduction, and Ku is
said to have punned on Po’s given name Chii-yi (& %, “reside-easy,”
actually from the Chung-yung in the Li-chi): “Chii-yi—in Ch’ang-an
everything is so expensive that ‘residing’ there long will not be ‘easy’ at
all.”” But when Ku read Po Chii-yi’s famous early poem ‘““Grass on the
Ancient Plain” (22409):

Wildfires do not burn it all away, SFRETE
And the spring wind blows it to life again. HAE KL

Kusaid, “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 chiian, 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’s fu-ku associations can be clearly seen in a series of eleven
archaic poems in the tradition of “filling in the lyrics of lost ancient songs”
(13572—83). These are provided with short prefaces stating the ethical
significance of the poems, and though they are of only minimal literary
interest, they constitute a link between the archaic experiments of Yiian
Chieh and Hsiao Ying-shih and the culmination of T’ang archaic poetry
in Han Yi’s “Lute Songs™ (17780-87).

Ku K’uang was singularly ungifted as an occasional poet in regulated
verse. In his quatrains he often aimed for the lovely simplicity of Wang
Wei, as in the programmatic series “Fourteen Poems on the Lin-p’ing
Bank” B ¥ 3653 (13706~19), but Ku was even less successful in the

‘Wang Wei style than the contemporary capital poets. Ku’s true talent lay
in yiieh-fu and the heptasyllabic song. In these can be heard echoes of first-
and second-generation poets, particularly of Li Po. Ku’s pentasyllabic
yiieh-fu “Song of the Abandoned Wife” (13583) was even erroneously
included in Li Po’s collection.

Ku K’uang was intensely aware of the poetry of the K’ai-yiian and
T’ien-pao. The impulse to recreate and outdo his predecessors is strong in
his poetry and particularly in his songs. His ““Song on Attendant Li’s Per-
formance on the Harp™ (13650) is a tour de force in musical description and
can be read with Wang Ch’ang-ling’s fine harp song in the background
(06739). Ku’s “Song of Yellow Crane Tower: Sending Off Tu-ku Chu”
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(13658) should be read with Ts’ui Hao’s famous poem (06244) and Li Po’s
imitation of it (08569). Ku’s “The Cascade of Lu Mountain: Sending Off
Li Ku” (13659) should be read with Li Po’s famous poems on the cascade
(08750-51) 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 Yij, and Li Ho. It was certainly this descriptive boldness that
attracted Huang-fu Shih to Ku’s work. Ku usually used traditional song
themes, but his treatment often possesses an almost hallucinatory aura.

Song of the Young Nobles = F it

A gallant and a rake, His

His face white as jade, ®WHo R

In the purple lanes the breeze of spring $EAABER
enwraps his horse’s feet.

On the hanging gold of his paired stirrups BRELBBR
thread peregrines fly,

His long gown, pierced by snow, ABHNTLER
strapping in living rhinos.

Green ash trees line the road, A R B A
their shade is just become full,

How many joints of coral, AT SR
the match of shooting stars?

Rosy flesh, fluttered by wind, SLALI A X R
and wine rays feral, .

And on the avenues at the back he pushes THE LB
the ranks of the chin-wu guard.

At dawn he strolls to the thundering roll UEZ S Y Y3
as the sound of the drums begins;

In evening strolls to the thundering roll ES 2SS T3
as the sound of the drums is ending.

Once in his gates he’s unwilling INGES i s
to alone ascend to the hall, '

A lovely lady supports his steps EABBLMA
in the moonlight o f golden stairs.

[13621])

Behind this poem lay a long tradition of sensual description of 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 it
never before had. In seventh-century and early-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 yiieh-fu “Hard Traveling” 17 % ¥ 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—
how shall they ever eat it?

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 close its flowers wither,
but the tree does not.

Each of every living thing
has its own root, its nature;

The planted grain will 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 I look on you,
the well-being in your face.

[13627]
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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 Yii, 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. And it was out of that

dissatisfaction that the Mid-T’ang grew.
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Weit 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-yiian, 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 gift for
the limpid, serene style to which many Sung writers themselves aspired.
According to Chu Hsi % &, Wei Ying-wu was superior even to Meng
Hao-jan and Wang Wei by his ““absence of sound, visual appearance, smell,
and taste.”’! Wei’s poetry was seen to possess a plainness that did not draw
the reader by sensual attraction, a natural language in which “not a single
word was consciously ‘fashioned.””’2 As was often the case in the Sung,
the “mirror” of the T’ang was polished so brightly that the Sung reader
saw in it primarily the reflection 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]. I was amazed that the expression of sentiments could unite such richness
and such nobility. During the Liu-Sung and Ch’i dynasties, Shen Yiieh, Hsieh
Ling-yiin, Hsieh T’iao, Wu Yiin, and Ho Hisiin 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 subjects, they fulfilled the
precepts of the Poets [of the Shih-ching]. 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 Shil’s Coda” [Analects VII.15]—
these I see in your writing.3
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Later-eighth-century writers were remarkably free in their variations on
the supposedly invariable principles of fu-ku: Like a fu-ku poet, Wei Ying-
wu is seen to ‘“‘restore’ a lost poetic glory; but as in Chiao-jan’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 Yiian Chieh, a more un-
orthodox position can scarcely be imagined.

Po Chii-yi saw a very different Wei Ying-wu. While still in his teens,
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 of his own “New
Yiieh-fu,” and in Wei’s occasional poems, he 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 closely approach the principles of hsing and feng [from the “Great
Prcface” of the Shik: hsing is an affective image to elicit moral response, while
feng 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 Ying-wu, Po Chii-yi heard a yiieh-fu voice criticizing specific
social abuses; Meng Chiao, with his radical fu-ku concerns, saw the exemplar
of an ancient literary severity that possessed almost canonical authority
through the fu-ku principles that informed it. As in Liu T ai-chen’s letter,
the model of Hsieh Ling-yiin is important, but Meng Chiao’s Hsieh/Wei
is altogether different from Liu’s:

To Governor Wei of Su-chou (19855) BGMEIRT#E
Master Hsieh chants a single note, RS-

Frost falls, the ears of the crowd hear more clearly. B REEH

His writing bears the suppleness of Primal Essence, X4AAE

And he drums all things easily into movement. 8L X8

A fine tree, planted in accord to its nature A A — —
Will never grow any warped boughs. R FLLE

Dust specks—the lines of Yii Hsin, Hsii Ling; BB ES

Gold and jade—the fame of the Ts’ao’s, of Liu Chen. 2188528

His works are wrought with grace and uprightness, ¥R

So our mountains and rivers grow more luminous. P3N I = .1

Here the terms of the Confucian moral order and the praise of 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, the Late T ang
critic Chang Wei places Wei Ying-wu second only to Meng Yiin-ch’ing
as the master of “‘noble ancientness and lofty abstruseness” & % £ i.5
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Each of the preceding views can be justified 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-jan’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 Yii 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 Yii, Meng Chiao, and Po Chii-yi.

Wei Ying-wu was born probably in 736 or 737; his clan had been one
of the most powerful capital families during the seventh and early eighth
centuries.® 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 office, 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., 09359, 09407). In the
following poem from 765, Wei requested to be relieved of his post:

The square bore will not admit the circular, 81 %R
Straight wood will not form a wheel: BAATES
Capabilities measured, each has his own use, BHEAA
To belie one’s nature is to cause suffering. RELLF
The waist-snapping bow is not my vocation, g I E -
Drinking ice water, not my kind of poverty. HAEER
I submit my resignation, lie in the empty lodge, N
Nurse my illness, now free from the raucous dust. ARBEAE
'The free-wandering fish form into schools 3% 8B K
Birds of the wilds too have their flocks. SEFHER
[09316])

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 ku-feng nor the radically
archaic poetry of writers like Yiian Chieh; its closest analogue is in the
poetry of Meng Yiin-ch’ing, whom Wei met once and admired greatly
(09165).

The events of the decade that followed Wei’s resignation are abscure,
but in 775 Wei burst into activity again with a series of nineteen elegies on
the death of his wife (09203—21) : these were written in a more conventional
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feu-feng style, though the metaphors of his earlier fu-ku poems still appeared.
Couplets like the following were 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.

*o—-52
RATAR

T’ang readers found a moving eloquence in such direct metaphors, a pri-

mitive simplicity that was the fu-ku counterpart of the

by more “artful” poets.

authenticity sought

Like Yiian Chieh, Wei Ying-wu eventually 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 spentin

or around Ch’ang-an), his work was at great va
capital poetry. It was not an age for originality,
scarcely to have been noticed by the famous poets o

riance with contemporary
and Wei’s poetry seems
f the day. The role of

the outsider had strong links to fu-ku poetics, and it was a role that attracted
Wei—though it is difficult to imagine any member of the Wei clan as an
outsider in capital society. True worth is overlooked in a world that honors
the ostentatious and superficially attractive: this theme had a long tradition
and many guises in the T’ang, but Wei Ying-wu gave itanovel 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
filled with winds of spring,

[ts name in silver, bright-colored pennons
to invite the honored guest.

Behind, you look out on the Rose Phoenix Towers,

Ahead, you can see Lo-yu Park—

[ts 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 May,

Peach blossoms flutter across the trays,
willows hang over the mats—

A flurry of strings, the shrill pipes
play together in concert,

AT
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And other taverns, neighboring inns— S AR AT R K
how silent they have become!

The innkeeper is insatiable, FARRA _Q. #]
wants the profits all to himself,

And the price of a hundred bushels of grain aAtAY—NK
is spent on a single cup.

First comes strong wine, then the thin, MEEAE KRG
thus the clients are robbed,

But the drinkers know much of fame, hH 0l %k
and littlethey know of taste.

Deep behind another gate, an unknown brew EPIEET R4
to which clients rarely come:

All the year through, the finest strong wine REAE AT
whose quality doesn’t change.

But the drinkers of Ch’ang-an ERBERTEE
go jostling on in vain

And pass it by on the roadside— NS EN F ¥
How can its worth be known?

[09387)

During the late 770s, Wei Ying-wu held office in 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 781 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-shih—not the ku-shih of fu-ku poetry, but a ku-shil that blended descrip-
tive elements of regulated poetry, echoes of Tsin and early Southern
Dynasties poetry, and discursive ku-shilt modes.

The Meditation Hut at Shan-fu Temple: For Various XY VY Y3
Gentlemen
Murky and heavy, the shadows of fine trees, BRANA
Clear dew in the night scene’s gloom. FERETR
Somberly now, all things grow still, HERMK
And the high tower seems a shadowy peak. 5 M s A
Here in this silent, mysterious place FIAEBE
How can worldly fame, past experience intrude? EBL%E
In Dharma’s marvels we think not of return, AP Tk b

Alone here, embrace a pure, unanxious mood. 150k fo, o 7%
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In the fasting hut there is nothing more 4 n iy

Than earthen vessels and single sheets: BERERX

Often these gentlemen sit here in a row, E LA 2k

Their shared passion—how wind fills the forest. A EABK
[08960]

After losing his post in the capital in 782, 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 791, 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 include Wei in the Chung-hsing hsien-ch’i chi, and
Po Chii-yi specifically stated that Wei’s reputation was not established
until af ter 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.””” Wei’s
small corpus of quatrains has been particularly admired. In contrast to his
longer discursive poems in the Wen-hsiian 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 BARGHFEERG
Rule-Master Ts’an
I know that tonight far away ik o BN AR
by the prefectural library
The freezing snow is encasing pine and bamboo. REH N
Atone moment a monk from the mountains comes, BEA LR R

Such speculation on a faraway scene appeared often in Wei’s later poetry,
as in the famous:

Autumn Night: To Ch’iu Tan KREFL=—FT =B
My thoughts of you belong to this autumn night BEEKR
As I stroll and chant to the cold sky. HEW®RF K
The mountains are empty, a pine cone falls— LERTFE
I'm sure the recluse is not asleep either. . o AR AR,

[09027)
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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 REkEOPHEXTHE
with Various Literary Men

The guards, a dark mass of painted pikes, EHAT &
As we feast reclining, a clear scent hangs in air. TERLE
Then from over the sea, the wind and rain arrive, PN @ 3
And we stroll through the cool of pond and tower. xﬁ;&,&.
A troublesome malady recently melted away, b ] ﬁsﬁ:
And fine guests once again fill my hall. EX '%
I’'m ashamed that [ dwell so loftily fi {{t%ﬁf*_‘
That I cannot observe my people’s welfare, AR R A
When principle is grasped, dilemmas are put aside; BeALER
When one’s nature is fulfilled, act and form are forgotten. HAHBKE
Though fresh meat is forbidden by season, - YN 33
Fruits and vegetables fortunately can be enjoyed. ERELY
One moment I drink a cup of wine, % —4r 8
The next moment hear compositions, gold and jade. L
. The spirit rejoices, the body feels light, (i 48 KR
The imagination ready to soar over winds. E&ARM
Wu is rich in history and culture, 2P
Its many talents now pour out literary wealth. AE 45l
Now I realize that the land of Great Marches E 2 3
Should not be thought of as the frontier, iauRa
good for tax and tribute.
[08907]

Poems like this suffer greatly in translation: the rich formality of the Liu-
Sung and Ch'’i style, so admired by Liu T’ai-chen, has no effective counter-
part in English. But surely one important reason for Ku K’uang’s admiration
was Wei’s bow to regional loyalties in the closing praise of the Southeast.

‘ i Ying-wu’s-ten—chitan-corpus-of over—s: i i=
marily by subgenre, beginning with ku-feng poems and ending with
heptasyllabic songs. The first chilan contains two ku-feng series: twelve
“Imitations of the Old Poems’ (08869—80) and five ‘“Unclassified Poems”
(08881-85). Though some elements of Wei's ku-feng poems are charac-
teristically 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 of Chien-an and Wei poetry as well as the indefinite persona
of the Nineteen Old Poems and the tradition of “‘unclassified poems” (tsa-
shih). The sixth of Wei’s “Imitations of the Old Poems” #t % 3¥ is a fine
recreation of the Han and Wei shih:
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The moon is full, the autumn nights grow longer, A B R K
In the north forests startled crows cry out. ¥ 5 H LAk
Still high overhead, the star river stretches, RTBEAE
The Dipper’s handle set to southwest. /T EHS
The cold cricket grieves deep in the chambers, XEEiAag
Of the notes of sweet birds, none remain. HEBXF
Then one evening gusts of autumn come, LL Al
One who sleeps alone thinks fondly on thick quilts. BERER
Past loves are a thousand miles farther each day, #xnt+2
Blocked from my drifting and my sinking. & K 3% 8L
Man’s life is not as the grass and trees; AL E¥AR
Still the season’s changes can stir the heart. EEAH b
[08874)

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 Hsiin (08887-88). 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-yiian
poets like Wang Wei and Ch’'u Kuang-hsi, Wei Ying-wu did not treat
T’ao as the dominant figure of past poetry: like his contemporaries, Wei
had a wider appreciation of the poetic past than his K’ai-yiian predecessors,
and Hsieh Ling-yiin, Wang Wei, 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 chiian contains poems on miscel-
laneous topics, poems of indefinite occasion, and yung-wu. Songs and
yileh-fu comprise the last two chiian of Wei’s collection, and it was here
that Po Chii-yi saw the antecedents of his own “New Yiieh-fu.” Wei,
Chiao—jan, and Ku K’uang were the only poets of the period who wrote
cxtensively in the song genre; however, the three poets used the form very
differently. 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 interests, Chiao-jan sought to recreate
the variety of the T’ien-pao song, but was particularly fond of the occasional
use of the song, as found in Ts’en Shen’s work. In some cases, Wei Ying-wu
also treated traditional yiieh-fu themes in the Kai-yiian and T’ien-pao
manner, but many of his yileh-fu and songs were innovative—historical
songs, songs of personal reminiscences, and songs on contemporary sub-
Jects, such as “Song of the Wineshop.”

Topical criticism appears clearly in a few of Wei’s songs (e.g., 09420),
but Po Chii-yi’s comments indicate that he saw this as the general charac-
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teristic of the whole corpus.” To arrive at topical interpretations, the
majority of Wei’s songs must be treated allegorically (as is not the case in
the majority of Po’s “New Yiieh-fu”’). In certain cases, a topical allegorical
interpretation is probably justified, as in the songs on birds (09389-91), 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 in-
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 refer to Hsiian-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” #X F# %, a hyperbole that potentially might
criticize martial excess is indistinguishable from a hyperbole praising martial
prowess:

The Han Son of Heaven 3 XF

Observed the custom, went from his southern fiefs: HEadHEH

His boat sailed the great river, AR TET
stood mountain-fast, would not advance—

A great dragon sought combat, gREEA AL
the wind and waves turned black.

His Majesty was in the prime of years, AR HEHERF
gifted with warlike powers.

He bent his bow, shouted at waves, BxopiR LM
and their hill-like ridges opened wide.

The onlookers shuddered with alarm, BERETER
a crowd of a million,

Then, raising their pennons, they shouted together BRAEFKF—%P
as his first shot struck home:

The dead dragon floated up, AEFETAAE
divinity no longer,

For the thousand-mile line of sterns and prows METF 2Kk
the river’s waters cleared.

The echoes of their mighty drums HEHRZEH®A
lasted several days,

The sea god sank deep under, KEAENBEE
fish and turtles leapt in fear. '

To his left, a tz’u-fei huntmaster AR RAEES
to bring down the frost-white wings,

To his right was the “orphan” EHRLTAY
to pierce the armor of rhino hide.

So why was it He stood over the depths 1T B B8 3F 341 8

and shot the dragon himself?
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To show forth his might and thereby awe TRIARHIER
the spirits of feudal lords.

His might was to be feared, AT R

His nobility to be reverenced, gy

Of his stockade hunts in level fields Tofs TRk
writings still tell,

But of this day why did his attendants not speak? LA BTAT

The renown of his might was singular, BAXRKRTY
spreading through all time—

Don’t you see why his successor honored him, ELLEAEAR
posthumously, called him Wu-ti, Martial Emperor.

[09412)

Poems on immortals and on imperial history might take on 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 Ying-wu’s version
was the inspiration for Han Yii’s more famous and more richly developed
poem on the same subject (17913).

Like Chiao-jan’s interest in 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 Hsiian-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 huai-ku and appears in
a temple revisited.

Climbing to the Heights of Pao-yi Temple: Re- A¥EFLHER

visiting a Place of Former Travels
——Azure ridges, inceTise terraces PR EF N E

emerge midsky, '

Misty trees of a million homes EERBHAAN
fill the sunlit stream. -

The monks live nearby. B fEANE
1 do not recognize them.

[ sit and listen to the faint bell s EF
recording the years gone by.

[09236])

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 different from those he had known in his
younger years. Poetically and personally it is a landscape of memories, 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 of ten 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-yiian
and T’ien-pao, he was the exemplar of the contented recluse who lived at
peace with his changed status. In Wei Ying-wu’s poetry we find the failed
melon planter, the man who embodies those honored traits of spontaneity
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 Fu, juxtaposing
grand values with personal failure; it 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 Yii, Meng Chiao, and Po Chii-yi.

Planting Melons i A

When I act as my nature dictates, I’'m careless; E2HIRH
I’m too easygoing to keep my life in order. 2EAOHK
This year I tried planting melons, A B A
In a garden overrun with weeds. RS xE
All kinds of plants shared the rain and dew, 23F@®E
And the new sprouts alone were shaded over. BB/ Ao
And just when spring work was most pressing, Ai&kEia
The time passed—I had no chance to hoe. B A5
Farmhands laughed at this foolish waste, BREER
As day by day the plot grew more bare. ny8rE
This really isn’t work for a person like me— FEEEF

L SoPlljust read the bocks-of the-ancients———— BEZFEFEAE
[09360])

The humorous, casual tone of T’ao Clv’ien survives in a poem where farmer
and reader are no longer the same person, as 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 the landscape,
a scene that seemed to embody the theme, mood, or resolution 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 24

Daily I climb this tower and gaze, B4k 8 Bek

The drifting years slip secretly away. AA AR

Just now I'm sick of governing Huai-nan, EREGHT

Now when in autumn hills the red trees are so many. Kot $
[09241]

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, 06200).
In the following poem by Wei, the landscape vision is a “weekend” ex-
perience, the one day off in ten; the poet returns from the world of the
recluse not satisfied but “‘marveling”; and what Wei *‘marvels” at is not
a life-changing experience of nature but the subject of a poem.

On a Day Off Going to Meet Censor Wang and REASHI/HHTS
Not Finding Him In

Nine days of hustle and bustle, AR —AH
one day of peacc;

I sought you, didn’t find you, FELBRER
and returned home in vain.

But I marveled how poetic reverie BERBBAAT
clears a man to the bones,

Where your gate faces the cold stream PHEATHRL
and snow fills the mountains.

[09172]

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 Yii found
it difficult to climb “South Mountains” and wanted to reach the summit
because (17790):

When [ reckon up the days and months tied to my post, : HEHBA
I want to go on for I won'’t be able to come here again. it 1T X

Anomalieshad begun to fracture the integrated and harmonious worlds
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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functioning whole. Echoing Wang Wei’s agrarian poems, Wei Ying-wu
too looked to the fundamental values of agrarian society, but Wei was
equally conscious of his own distance from that world.

Watching the Fieldhands oK

In the light rains all plants spring anew, T E it
With a thunderclap waking from hibernation starts. —FE%4H
How many days can the fieldhands take their ease? axL4al
Plowing and planting begin from this time. AR AR
All the strong men are out in the wilds, THEAS
The gardens too they go to prepare. AN
When they go home, the sun is always sinking, BEET R
As they water their calves at the western stream. Ak ® MK
Toil from hunger brings them no suffering, T %
Rich moisture in ground brings them joy. FFLEL
But there’s no great store in government granaries, PHEBER
And public labor is still required. Burie
Now I feel shame at men who do not plow— WA ME
Our salary, our food, comes from those villages. #AEeMe

[09263]

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 Chii-yi which it inspired, “ Watching the Reapers’” (21748).

Traditional critics have been attracted primarily by Wei’s fluency 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 of the later eighth century. The trueattraction of Wei 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’iian-chiao Mountain FhkbhbiEt+
This morning the district library is chill, LB KA
I suddenly think on one who sojourns in the hills: veELdER
In the bed of a stream he bundles kindling, & R
And goes back to boil white stones. Bexarn
I would take this single gourdful of wine G H—H%E
To comfort him afar on an evening of wind and rain. RHESH S
But fallen leaves fill the deserted mountains— EEXTL
Where can I find the traces of his passage? 1T & F 17 3%
[o9003)

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-li’s villa
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in the first 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 M B

Alone I cherish the hidden plants Wiy ¥ M4
that grow beside the stream,

Above which the yellow oriole Ak REHE
sings deep within the trees.

Spring’s high water, bearing rain, AWFTARLS
comes swiftly with evening:

A ferry in the wilds, no one there— FRBEAAAH
the boat crosses by itself.

[09369)

The poemdevelops 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 allegorically; 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 absence 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’angstylesand themes. But many of his 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

alive, he spoke precisely to the poetic interests of the succeeding generation.
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Notes to the Text

INTRODUCTION

Most traditional literary historians would have the Mid-T’ang begin after the death of Tu Fu
or earlier, directly after the An Lu-shan Rebellion. Although this effectively severs the great
High T’ang poets from their less vital successors and although it does correspond to certain
political 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
for the period style; it is not an evaluative designation encompassing only the “height” of that
period style.

CHAPTER |

Stephen Owen, Poetry of the Early T'ang (New Haven, 1977), pp- 14-22, 153—223, 30I-2.
Hereafter referred to as Owen.

Owen, pp. 303-24.

Wang Ting-pao X & 4%, T’ang chih-yen AR E (Taipei, 1967), p. 9.

For the series of court poems on sending off Chang Yiieh, see Wyyh 177. 32—9a.

Owen, pp. 271-73.

CHAPTER 2

For examples and a further discussion of Kuo Chen’s poetry, see Owen, pp. 291-93, 299, 316—17.
Quoted in Tscs, p. 81.

Owen, pp- 311-14.

Hu Chen-heng, T'ang-yin kuei-chien & & % # (Taipei, 1964), p. 39.

For a more extensive discussion of Chang Yiieh'’s poetry, see Owen, pp. 387-412.

For a discussion of the first poem of this pair (07557), see Owen, pp. 419—20.
E.¢. 02719: see Owen, pp. g6—=097
£~027395 s 7
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Though *“Reaching the Foot of Pei-ku Mountain” is preserved in a slightly later source than
*“Mood of the Southland,” other indications of the priority of the “ Reaching the Foot of Pei-ku
Mountain” version reinforce the sense of stylistic progression. When poems became popular
and were widely circulated, general titles would often be substituted for occasional titles. It is
unlikely that an occasional title (““Reaching the Foot of Pei-ku Mountain”) would be substituted
for a general title (“‘Mood of the Southland ™).

Chiu T’ang-shu 190B.

Ibid.

Tscs, p. 616.

See Cheng Chi-hsien, Analyse formelle de I’oeuvre d’un auteur des T’ ang: Zhang Ruo-xu (Paris,
1970).

Because the capital was the ultimate arbiter of poetic taste and determined the survival of col-
lections, very little is known of truly regional poetry in the T’ang. There are, however, many
hints of lively poetic activity in the Southeast during the first half of the eighth century. Yin
Fan, the compiler of the Ho-yiieh ying-ling chi, also compiled the lost Tan-yang chi A&, an

320
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anthology of poets from the region around modern Chiang-ning in Kiangsu. Local poets who
achieved fame in the capital (Pao Jung, Ch’u Kuang-hsi) were rcpresented, but there 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
(19966):

K 'ai-yiian monks in the dialcct of W,
With tones and rhymes, lofty and smooth.

Provided that Meng Chiao is not referring to monks from the many “Kai-ytian Temples,”
this suggests poetic activity in the southeastern monasteries even before their prominence in
the later eighth century. If there was a true dialect poetry at this time, I have been able to find
no examples of it. Of course, dialect pronouns and particles were common in the southcastern
literary mode, but Meng’s reference to “‘tones and rhymes” suggests something more. A true
dialectical poetry would have appeared most clearly in the rhymes, but it is possible that poems
could have been composed and chanted in Wu pronounciation with allowances made to keep
the rhyme categories of the poetic koine.

From the various sources, it appears that Liu Hsi-yi lived from 651 to 679; flourished in the
750s; and still managed to be Sung Chih-wen’s nephew, which in the normal succession of
generations, wouldplace his short life in the last decades of the seventh and first decades of the
eighth century. The dates 651—79 have been reconstructed around a single chin-shift date in the
late and unreliable T ang ts'ai-tzu chuan. The floruit of the early 750s is given in the Ming-huang
tsa-In, cited in the T ang-shih chi-shilh (SPTK) 25.7b. That date can be disregarded, because Liu
is listed as flourishing with several other poets, clearly deceased by 750.

A date in the late seventh to early eighth century is suggested by the following evidence.
Three of Liu’s poems appear in the Kuo-hsiuchi, which contains the work of no other poet who
wrote exclusively in the seventh century. Also, both the Kuo-hsiu chi and the Wen-yiian ying-hua
(in its subsections) arrange poets in roughly chronological order and in both cases, the positioning
of Liu’s poems suggests a late-seventh or early-eighth-century date. Furthermore, the recipient
of at least one of Liu’s poems (04337) can be identified with some probability: Yin Yao, whose
death was lamented by Wang Wei. (See T ang-jen hang-ti-lu, p. 94.) If, as is commonly supposed,
Yin Yao died in the late 740s, an eighth-century date for Liu Hsi-yi’s poem is strongly suggested.
Finally, Liu’s presumed relationship to Sung Chih-wen would make the late seventh and early
eighth centuries likely.

Other factors are more convincing to the literary historian than to the historical biogra-
pher. Liu Hsi-yi’s poetry is filled with themes, structural devices, and turas of phrase that do not
appear elsewhere until the eighth century; for instance, his poem on hearing music from an
unseen source (04315). Taken singly, none of these pieces of evidence would warrant revision
of the traditionally accepted dates, but together they make a strong case that Liu’s period of
poetic activity was in the first decades of the eighth century.

1s Hsin Wen-fang ¥ X &, T ang ts’ai-tzu chuan & ¥ F 1% (Taipei, 1964), p. 10.
16 Owen, pp. 115-18.
CHAPTER 3
1 Compare 04010 for Chung-tsung and 03989 for Hsiian-tsung, both by Su T’ing.
2 See Owen, pp. 256-73.
3 Tses, p. 231,
4 Ssu-k'ung Piao-sheng wen-chi (SPTK) 2.4a.
CHAPTER 4
1 There was a roughly contemporary programmatic series in Ch’u song meter by a single poct,
Lu Hung-yi &% — (05740-49).
2 The WangStream Collection is presumed to bear some relationtoa painting of the estate by Wang.

The painting survives only in copies. For a study of the relationship betwecen the poems and the



322 Notes to Pages 33—48

“w

XN D

painting, see Kobayashi Taichird, Oi no seigai to geijutsu (Osaka, 1944), pp. 202-79.

CLs 8.1a.

Owen, pp. 364-66.

There is another, radically different way in which this kind of closing 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 an epiphany of the natural world, a
presence that is important purely for its own sake and without meaning beyond its self-contained
existence. Such a mode of reading has roots in Sung poetics, 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-lim Yip in his Hiding the Universe: Poems by Wang Wei (New York:
Grossman, 1972) and later expanded in Chinese Poetry: Major Modes and Genres (Berkeley:
University of California 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 larger pattern of the
natural 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 “pure phenomenon’ cannot
be excluded entirely, the strong tradition of pointed closure in the quatrain (often making some
clever, metaphorical point through some object or scene) suggests that a T’ang reader would
have looked for some larger significance. Once the issue of “other significance” 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.

For example, the antithesis of “love” is “hate,” but its negation is “‘ncutrality.”

Owen, pp. 104-15.

A serious use o f past poetry must b e distinguished from the natural intertextuality o f the Chinese
poetic language. The language used by Chinese poets was largely a language constituted of
usages in other poems. All T’ang poets drew lines, images, and themes from past poetry; some
of these echoes are conscious, but the majority were probably either unconscious or half-re-
membered. A large proportion of the “citations” that catch the learned commentator’s eye are
either commonplaces 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 the infallible memory of all Chinese writers begs challenge; contrast with
the modern Westerner’s modest capabilities of memory blurs the distinction between a good,
trained memory and superhuman eidetic recall. The Chinese literary language was grounded
in texts and particular usages rather than in open paradigms, and the fact that its pheases usually
have eatlier textual sources developed naturally out of an educational process based on memori-
zation (not on the “‘grammar” of the Western pedagogic tradition—the open paradigm). It
is precisely this general textuality of the literary language which forces us to recognize that not
every use of a phrase with an earlier source involves “reference” to that source.

Knowing when the literary past is being consciously called to the reader’s attention is a
much more complicated probiem. in different periods certain subgenres, certain phrases, and
certain kinds of phrase are ““coded” with pastness and may call to mind an author, modal as-
sociations of an age, or the full context of an earlier source. I do not believe any general rule can
be deduced for their operation; rather, they can only be learned on 2 case-by-case basis from
wide reading.

To use a phrase Ts’ao Chih used probably would not call to mind the Chien-an, but to
begin a poem with the location formula X yu Y, “at X thereis Y, does call to mind the Chien-an
and Wei. One learns this association from repeated use of the formula in ku-feng poems and
pocms with other Chien-an and Wei associations. To speak of “homing birds” will not neces-
sarily call to mind T’ao Ch’ien (though in certain contexts, as in 2 poem on T'ao Ch’ien, it
could); but to speak of “chrysanthemums by the hedge” will almost inevitable call T’ao Ch’ien
to mind. There is 2 wide gradation between phrases that always refer to a source and phrases
that never, in themselves, refer to their source. To judge the value of such usages, the source
text must be known, but the source text in itself is far less important than a sensitivity to parallel
usages in works contemporary with the referring text. Contemporary context is the “dominant”:
a phrase that in Tu Fu is an echo of the Southern Dynasties style is, in the twelfth century, more
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likely an echo of Tu Fu. See also James Hightower, ““Allusion in the Poetry of T’ao Ch’ien,”
in Cyril Birch, ed., Studies in Chinese Literary Genres (Berkeley, 1974), pp. 108-32.
Suzuki Shiji, Todar shijinron (Tokyo, 1973), 1: 110-25.

CHAPTER 5

Many modern anthologists and literary historians (e.g., Hsii Wen-yii % X &, T ‘ang-shih chi-
chieh & ¥ # 8 [Taipei, 1954], 2: 1) speak ofa “Wang Wei group,” referring to those of Wang’s
contemporaries and “‘spiritual relations” who were interested in the theme of reclusion and in
landscape description. The grouping of capital poets here is a larger and looser entity which
tries to reflect literary-historical realities more accurately.

$RAHTE, ARM, #A L LA, This text follows Tes (SPTK version) 26.2a. The present
edition of the Hyylc reads B ®&F, % # KM : “Hsiang is decorous and level, always in the
grand style.”” Not only is X @7 Y a common descriptive pattern, the su-t'i % #, ““fat style,”
was a commonly recognized, though usually positive, mode.

See Wen fu X% | 11.91—93.

Liu Meng-te wen-chi (SPTK) 23.10b-11b.

Tscs, p. 284.

Foranexampleof how sucha quatrain structure sounded to later readers, see Chou Pi’s discussion
of “Second Couplet Parallel” & # in the San-t’i shih =83 ; Murakami Tetsumi, Santai shi
(Tokyo, 1966), p. 204.

Tses, p. 311.

The note that Ch’u was from Shantung is clearly erroneous or, at best, respresents his clan’s
original home.

See 06471-75. The tone of these poems suggests failed political ambitions.

This preference may have been because of several factors: provincials’ lack of ease in a regulated
poetry which was primarily a phenomenon of the capital upper class (perhaps related to a diffi-
culty of developing an *“‘ear” for tonal balance in the capital dialect—compositional occasions
demanding strict adherence to tonal regulation would have been most common in the capital,
and a poet who grew up in the Southeast would have less opportunity to practice regulated
forms and have them judged.) or the association of southeastern themes and the whole south-
eastern mode with nonregulated forms.

Of course, to speak of T'ao Ch'ien’s poctry as “old style” verse is an anachronism, though it
is an anachronism true to the way T’ang readers would have heard T’ao’s poetry.

A good contrast can be found in comparison with the rustic vignettes of the Sung poet Fan
Cly'eng-ta, in which naturalistic details of rural life are celebrated for their own sake.

CHAPTER 6

For instance, 07764 for line 1; 07767 for line 4; 07752 for line 8.

For the main outlines of Meng Hao-jan’s life, I have followed the reconstruction of Meng'’s
biography by Daniel Bryant in The High T'ang Poet Meng Hao-jan: Studies in Biography and
Textual History (Diss., University of British Columbia, 1978), supplemented by Ch’en Yi-
hsin’s Meng Hao-jan shih-chi k’ao-pien, Wen-shih 4 (1965): 41-74. I have, however, preferred
to leave in uncertainty certain conclusions that they admit seen probable rather than certain.
P’i-tzuwen-sou (SPTK) 7.11a.

Hou-shan shih-hua # 0¥ 3%, 9a, in Li-tai shih-hua (Taipei, 1956).

Bryant, The High T'ang Poet Meng Hao-jan contains an excellent discussion of the text and
editions of Meng Hao-jan’s poetry.

Very little is known about the compilation and circulation of poem collections in the
eighth century. Poems on social occasions were given to the addressee or sometimes written
on walls, but the poet himself usually seems to have kept a copy. Editions of a poet’s works
were usually put together late in his life or posthumously, and the circulation of poems during
a poet’s lifetime was based on copies of the originals, on copies of copies, or, I suspect, a poem
was often written down from memory, after hearing it recited. (The last con jecture would help
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cxplain the large number of homophonic variants.) The texts of pocms preserved in anthologies
and anecdotal collections suggest how vulnerable poems were to textual variation through
this method of circulation. Whether poets kept a complete set of their poems or not is uncertain,
but some pocts (Li Po, for example) did compile a collection that they wanted “published.”
When Wang Chin noted that Wang Wei’s prerebellion poetry was largely lost, he was probably
referring to such a master set of poems. To reconstitute his brother’s collection, Wang Chin would
have had to use the prerebellion poems of Wang Wei that he himself possessed, as well as gathering
other poems from their original recipients, from walls, and from copies in circulation.

It is possible that poets willfully excluded some poems from 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-yiian and T’ien-pao poets
are known to have been presentat many occasions from which poems do not survive. In addition,
incomplete poem exchanges indicate missing poems. Therefore, we know that the editions
of most K’ai-yiian 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 copies is, in most cases, uncertain.

The master copy, whether complete or incomplete, would be entrusted to an “‘editor,”
usually a relative or close friend, to copy out with a preface. The degree of textual care involved
in such ‘“‘editing” is uncertain. In many cases, a filial descendant would prepare the collection
from a set of poems handed down in the family; in such cases, the descendant would usually
request a preface from some well-known contemporary writer. Then editions would often be
presented to the Imperial Library, where presumably they would scrve as the stable texts from
whichcopiescould be made. Individual poems, however, mightstill be circulated and memorized
quite apart from 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 lifetime of ten have texts quite different from the standard editions, and one may presume
this was because anthologies were compiled from circulating manuscripts.

The facts presented in occasional titles are often crucial to the understanding of a poem;
however, there seems to have been very little sense of the fextual integrity of titles. In their own
sets, poets probably kept titles as notes on the occasion of a poem, but it seems likely that when
someonc took a poem from a wall, he would include that fact as part of the title (i # “written
on the wall of ...”"). Poems with wide circulation would often develop nonoccasional titles,
and one should be suspicious of such titles given to clearly occasional poems. Furthermore, it
seems probable that when poems were gathered up for collections, individuals might claim
that they or some relative was the addressee. In short, in occasional poems what we call the
“title” is more properly “information on the circumstances of composition.” This probably
accounts for much of the variation in poem titles and may also affect many poems whose titles
do not have variants.

There are also problems of forgery and mistaken attribution when gathering poems for

a collection or anthology. The anthology fragment from Tun-huang contains some glaring R

misattributions and suggests a laxness in many “popular” anthologies. Poets like Li Po, who
possessed what seemed an casily identifiable manner, inevitably attracted the attribution of
certain kinds of poems.

Excessive caution is unnecessary when a collection has a secure early manuscript history
(e.g., Wang Wei’s collection). In the case of Meng Hao-jan, it is possible that Meng Hsi-jan’s
collection of his brother’s poems found its way into later editions (though only the Wang Shih-
yian and Wei T ao prefaces survive). We know that later in the eighth century, a poet’s family
members felt a responsibility to preserve and disseminate their relative’s work, and even if they
were not able to keep a complete collection, they could be expected to have good texts. But if
our prescnt cditions are based entirely on Wang Shih-yiian's edition—put together from scattered
sources by a stranger—there were probably numerous errors in text and attribution even before
the problems of printed editions. In such cascs, the use of titles as biographical evidence presents
clear dangers. :

For a more extensive discussion of this poem, see Hans Frankel, The Flowering Plum and the
Palace Lady (New Haven, 1976), pp. 111—-13.
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CHAPTER 7

Wen 1-to, Wen I-to cItiian-chi (Hong Kong, 1968), 4: 198. Wen presumably arrived at this
date from a poem in which Wang Wei referred to Wang Chang-ling as “clder brother':
from this we may infer only that Wang Ch’ang-ling was born before Wang Wei, the date of
whose birth is also in dispute.

T’an Yu-hsiieh, Wang Clrang-ling hsing-nien k’ao, reprinted in T 'ang-shili yen-chin lun-wen
chi (Hong Kong, 1970), vol. 3.

Owen, pp. 406-8.

Owen, pp. 320-21.

CHAPTER 8

The earlier Szechwanese poet is Ch’en Tzu-ang: sec 04417. 5; 04452. 5; and Owen, pp. 158-62.
Kuo Yiin-p'eng 38 &M ed., Fen-lei p’ien-tz'u Li T"ai-po wen % #% X3 X & X (Taipei, 1969),
26.17a—-17b.

For an excellent summary of the long and heated controversy over Li Po’s background, see
Suzuki Shaji, Tadai shijin ron (Tokyo, 1973), 1: 253-61.

For an extensive discussion of the tradition and values of the bravo, see James Liu, The Chinese
Knight-Errant (Chicago, 1967).

Hysi-ching tsa-chi (SPTK) 2.4a.

Ibid., 3.5a.

Kuo Yiin-p’eng, op. cit., 26.16a.

Ting-an wen-chi pu-p’ien (SPTK), 2.19a—19b.

For a discussion of spurious attributions, see Chan Ying, Li Po shilt lun-ts'ung (Peking, 1957),
pp. 45-63.

No reader after 755 could miss the parallel to Hsiian-tsung and Yang Kuei-fei in “Song of the
Roosting Crows.” Ho Chili-chang’s comment may well have been preserved because readers
presumed that he was referring to the analogy to the contemporary political situation. *‘Song
of the Roosting Crows,” however, certainly antedates the An Lu-shan Rebellion, probably
by at least a decade and a half; there is no evidence, apart from Li Po’s later claim to prophetic
foresight, that the song had any topical intent. Moreover, the quality of Ho Chih-chang’s
comments have other analogues in the T'ien-pao.

Pen-shih shilt & & #, 7b,in Hsii Li-tai shili-hua (Taipci: Yi-wen, n.d.).

For a translation and discussion of these two poems, see Elling O. Eide, “On Li Po,” in Arthur
Wright and Denis Twitchett, ed., Perspectives on the T'ang (New Haven, 1973), pp. 367-87.
Pao-shih chi (SPTK) 8.3a-3b.

For a brief discussion of Wu Yiin, see Edward Schafer, Pacing the V'oid (Berkeley, 1977), pp.
244-46.

——CHAPTER 9

w N

N

Here and elsewhere in Kao's biography, 1 follow Juan T’ing-yii, Kao Shih nien-p’u, in Juan’s
Kao Clvang-shih shil: chiao-chu (Taipei, 1965), pp. 9-38.

Po-shitt C h'ang-ch’ing chi (SPTK) 3.1a.

LuK’an-ju B 4e and Feng Yiian-chiin %t , Clung-kuo shil-shilh % B % % (Hong Kong,
1968), pp. 440—41.

PART TWO: INTRODUCTION

Most modern literary historians would consider Yii Hsin a major talent, but the kind of reverence
accorded to Yii by Tu Fu and later readers was not at all in evidence in the K’ai-yiian.

CHAPTER 10

Cheng Chen-to, [Clra-t'u-pen} Chung-kuo wen-hsiiel: shili (Hong Kong, n.d.), pp. 324—25.
Suzuki Shiyji, op. cit., 1: 423.
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3 For a detailed discussion of this event, see Maeno Naoaki, Tadai ro shijintachi (Tokyo, 1971),
pp- 88-149.

CHAPTER 11

In the biographical sections | have usually followed only those points on which there is consensus
and good evidence. A more detailed biography can be found in William Hung, Tu Fu: China’s
Greatest Poet (Cambridge, 1952).

2 An excellent study of the sequence is Kao Yu-kung’s and Mei Tsu-lin’s “Tu Fu’s ‘Autumn
Mecditations’: An Exercise in Linguistic Criticism,” HJ AS 28 (1968): 44-80.

The Jen Hua poems appear first in the Yu-hsiian chi (preface 900), and if they are genuine, they
are unique pieces of poetry for the mid-eighth century. In style and sentiment they seem to me
more typical of the early ninth century.

A poem of “indefinite occasion” is one that purports to representa specific moment, an occasion,
but the definition of the occasion in the title and the treatment of the occasion in the poem are
general. Thus, the poem is both about the specific moment and the general case; for instance,
“Recent Clearing” and “‘Autumn Night.” The term is mine and not a Chinese distinction.
This mode probably grew out of the use of yung-wu topics in occasional heptasyllabic songs,
an increasingly common practice during the T’ien-pao.

There was no T’ang concept of “fine arts” that linked dance, painting, and poetry, but they
were unified by their associations as manifestations of refinement and civilization.
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CHAPTER 12

For Yiian Chieh’s biography I follow Sun Wang, Yiian T 2’u-shan nien-p’u in Yiian T 2’u-shan
chi (Peking, 1957)-

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 officials might exaggerate the gravity of the local situation in order to maintain their
popularity in a district (and perhaps to protect their own financial interests), thus denying the
central government the resources it so desperately needed during its struggle for survival in the
750s and 760s.

TjhTs, p. 314.

For an extensive discussion of this group, see David McMullen, ““Historical and Literary Theory
in the Mid-Eighth Century,” in Arthur Wright and Denis Twitchett ed., Perspectives on the
T’ang (New Haven, 1973), pp. 307-42.

Pi-ling chi (SPTK) 13.1b-2a.

- w
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CHAPTER 13

N o collection of Wang Chih-huan is includedin the HT s bibliography, and thus it was probably
not in the Imperial Library.

CHAPTER 14

Ying-k’uei lii~sui, cited in Shen Ping-hsiin, Hsii T’ang shih-hua (Taipei, 1974), 10.1a.

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 of his 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 ang-yin
t’ung-chien and cited by the compilers of the Cl’iian T’ang shih. To their evidénce I might add
the nineteenth poem of the series (12931), in which the poet speaks of chanting the poetry of
Tu Fu, a most unlikely activity for Ch’ien Ch’i.

According to the strong authority of Ch’tian Te-yii’s funerary inscription, Tai Shu-lun’s death
occurred in 789. However, several sources give the date of his chin-shih as 80o. See Nunome
Chofu and Nakamura Takahashi, A Study of the Tang-cai-zi-chuan (Kyoto, 1972), p. 302. Fur-
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thermore, Tai’s collection contains poems addressed to the Early T’ang poet Ts’uijung (14320)
and to Mid-T'ang poets (14325, 14420, 14421, 14460). If we disregard the poem to Ts’ui Jung,
it would be possible to resolve these and other anomalies by presuming there were two Tai
Shu-lun’s: the later Tai would have been a Mid-T’ang 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 is possible that the poems to Meng Chiao and Liu Yii-hsi were written in those poets’ youiths,
but there are no poems to Tai in Meng’s or Liu’s collection; had they met the famous Tai Shu-
lun, they would surely have written and preserved a poem on the occasion. Furthermore, Tai’s
poems to them and the other Mid-T’ang poet are suspiciously without toponymn or clan rank.
Unfortunately, the most likely explanation is that Tai’s collection was put together carelessly
at a late date and may contain much unreliable material.

This passage is not in all editions of the Chhec; see TjhTs, p. 306. The passage is also cited in
Tses, p. 456.

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

Chviian Tsai-chih wen-chi (SPTK) appendix, pp. 330-31. Occasional exchange collections like
the Wang Stream Collection can be seen as the ancestors of the ch’ang-ho chi.

Liu Meng-te wen-chi (SPTK) 23.17a-17b.

See 23180, cited also in Ichihara Kokichi, *“Chiitd shoki ni okeru kdsa no shisé i tsuite,” Taoho
gakuho 28 (1958), p. 222.

Kuo Shao-yii, Chung-kuo wen-hsiieh p’i-p’ing shih (Taipei, 1969), 1: 207-9.

Though there are doubts as to the authenticity of the five-chiian edition of the Shih-shih, I accept
is as Chiao-jan’s work. Many sections not in the shorter editions of the Shik-shih raise issues of
singular interest to poets of the later eighth century. References are to the Pai-pu ts’ung-shu
chi-clteng reprint of the Shih-wan-chiian-lou 1s’ung-shu edition.

This may have been the work listed in the HT's bibliography (p. 1624) as Ta-li-nien Che-tung
lien-ch*ang chi X BF-H M8 4.

For evidence of other linked verses in the period, see Ch’iian Tsai-chih wen-chi (SPTK) 39.1b-2a
and P’i-ling chi (SPTK) 14.7b-8b. For an extensive discussion of the origin and development
of the Chinese linked verse, see David Pollack, The Chinese Linked Verse (Diss., Berkeley, 1976).
Huang-fu T’e-cheng wen-chi (SPTK) 2.7b.

CHAPTER 16
Chu-tzu cl’itan-shu (Imperial preface, 1714), 65.16b.
Ibid.
Tscs, p. 400.

Po-shih Ch’ang-ch’ing chi (SPTK) 27.7b.

Shih-jen chu-k’o £t 3 A % K ®, sb, in Hsii Li-tai shih-hua (Taipei: Yi-wen, n.d.).

For Wei Ying-wu’s biography I have generally followed Thomas Nielson, *“ Wei Ting-wu:
His Life and Career,” in Nielson, A Concordance to the Poetry of Wei Ying-wu (San Francisco, 1976).
For a topical reading of Wei Ying-wu’s songs, see Fukazawa Kazayuki, 7 Obutsu no kaks,”
Chiigoku Bungaku ho 24 (1974), pp- 48-74.



Notes to the Poems

INTRODUCTION

In response to the encouragement of some and the insistence of others, I am including my notes to
the poems in this volume. These notes are directed both to the intermediate student and to the
scholar. The notestreat not only factual identifications, but also discuss matters of text, style, inter-
pretation, semantics, and parallels to other poems. Problems treated in the main body of the volume
are not discussed again in these notes; furthermore, with a few exceptions, 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 first 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 notes.

2. Following the Kyoto index number are the source texts: these will include the pagenumber
in the Ch’iian T ang shili (Peking, 1960), the critical editions used (where applicable), the SPTK
edition, and sources in early anthologies. For Li Po’s poems, the poem number in the Hanabusa
index is given for cross-referencing with other editions. The Harvard-Yenching index to Tu Fu’s
poems provides similar cross-references, correlated to the Chiu-chia edition. I have used the typeset
critical editions of the Tjh T anthologies and Tses. See the list of abbreviations.

3. For texts of the poems, I have followed critical editions when available, and when I deviate
from those editions, the fact is mentioned in the notes. Where critical editions have been available,
1 have made comments on variants only when they were of particularinterest. For poems without
criticaleditions, I have given the early textual variants, though omitting obviouserrorsin poor texts.

4. The rhymes of the poem are given with the line number and the Middle Chinese recon-
structions from Hugh Stimson’s T’ang Poetic Vocabulary (New Haven, 1976). Where t'ung-yiin
are used, | have made a note; otherwise, all the thymes are p’ing-shui yiin.

5. After the rhymes, I have in many cases made comments on the tone patterns. Rather
than observing a strict division between regulated and ‘“‘old style” verse, I have treated regulation
as couplet based, and note regulated passages in unregulated poems. No note usually indicates an
unregulated poem. If a poem is entirely regulated, I simply note “regulated.” The term “A” form

couptertefers 1 ping=ci’i -4 couplets; "B form refers to fse-ch’i ]\ & couplets.

6. In the section “Title” I will sometimes note secondary discussions of the poem; this is
solely for the reader’s convenience and is in no way meant to be exhaustive. My main concern
in this volume has been to cover the essential primary materials; the voluminous secondary material
on some of the better-known poets has been unavoidably slighted.

7. 1 have tried to use Middle Chinese reconstructions wherever possible in discussing words
and phrases. Stimson’s reconstructions have been used, and when words do not appear in T'ang
Poetic Vocabulary 1 have converted the reconstructions of the Kuang-yiin sheng-hsi k#% % to
Stimson’s system. Despite the uncertainties of Middle Chinese reconstructions, they reflect the
sounds of T'ang poetry more accurately than Mandarin, and their use is a forceful reminder that
T’ang poets did not chant their works in a perfect Peking dialect. However, for the sake of the
reader’s patience and convenience, I have retained the more familiar Wade-Giles for proper names.

8. When making cross-references to other T'ang poems, I have used the Kyoto index
number, sometimes with the line number following a decimal point.

9. When a commentator raises a point that is not obvious or when he cites a source that

328



Notes to the Poems : Introduction 329

is not common knowledge, 1 cite him, either in parentheses or in the text of the note. However,
such citation is not given for obvious information, such as place-names and biographical inf ormation
from the standard histories.

10. To avoid redundancy, when a problematic word, phrase, or allusion recurs, I will usually
refer the reader to a previous note.

11. I have followed Legge’s numbers for references to the Analects and Shu (though | have
followed the commentaries that would have been available in the T’ang). Shili-ching poem arc
identified by their number. Passages from the Cluang-tzu are identified by the page, chapter,
and line(s) from the text given in the Harvard-Yenching concordance to the Chuang-tzu. Passages
from the standard histories are idcntificd by their page number in the punctuated Chung-hua
editions. Wen hsiian texts are cited by their location in that anthology, but all other Han to Sui
poems are identified by their location in Ting Fu-pao; I have used a reprint of the early edition
rather than the punctuated edition because it is to the early edition that the Harvard-Yenching
index of names is correlated.
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CHAPTER 2

04771: CTs, p. 977; Chang Yiieh-chih wen-chi (SPTK), s.8a (title only); Tscs, p. 199.
Rhymes: 2 zhia, 4 shia. Unregulated.

1. For # 848 CTs gives variants % %o% (Tscs) and # & f5. All have approximately the
same meaning, and the variation may be due to imperfect reconstruction through oral circulation.
T zui-hos 8 # clearly refers to drunkenness itself rather than to the end of drunkenness; cf.08651.12.

2. CTs gives % as variant for M. Mic ® may mean “incrcasingly (better than...),” but
I take it as “fully,” describing the state rather than the process.

3. fong & is the poet’s “manner” or “bearing.” For the use of zhié &, cf. 10539.6. The
spontaneity of the poet’s dancing and poetry playfully echoes the origin of poetry as described in
the “‘Great Preface” of the Shih-ching: ‘ Emotionsare stirred withinand 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 feet dance and tap them out.”

07558: CTs, p. 1605; Khein TjhTs, p. 139.

Rhymes: 1 ken, 2 han, 4 qour. Regulated.

Title: Liang-chou was an important military prefecture northwest of Ch’ang-an in modern Kansu
Province. The melody of the Liang-chou Song (i 1 3 or i st] # ) was supposedly first brought
to Ch’ang-an in the K’ai-yiian; see Yfsc 79.10b. However, Wang Han’s two quatrains are not
included in the Yfsc versions of the song.

1. Ch'in is the standard poetic term for the capital region. Xua-déu 4 % indicate spring.
The use of gisng A is important, because it signals an indirect assumption, letting the reader know
that the persona is elsewhere, thinking of Ch’ang-an.

2. The ga % was a small flute or pipe, originally imported from Central Asia and associated
with the region. The song Jiet iang-lidu 47#§# made its first appearance in the Liang Dynasty,
supposedly an importation from the North; see Yfsc 22.5b. The song was originally classed as a
*Nomad Piping Song,” and the earliest recorded version goes:

1 got on my horse, wouldn't take the whip, rTEARE
Instead [ broke off'a branch of willow. Ripihwit
1 got off my horse, played the horizontal flute, The#HE
Causing terrible grief to the traveler. BRITER

Though the music may have been of Central Asian origin, the governing metaphor of the song,
its association with parting, depended on a purely Chinese pun between liou @ “stay” and lidu #

“willow.”
4. CTs reads £ &, for A& . Though most modern texts of the song follow CTs, here |
have followed the older Khe version. The closure is probably an echo of 02758.

05527: CTs, p. 1170; Hyylcin TjhTs, pp. 108—9; Khcin TjhTs, p. 186; Tscs, p. 220 (Hyylc version).

Rhymes: 2 dzhen, 4 huen, 6 nen, 8 ben. Regulated.
Title: Pei-ku Mountain 3t Bl is on the Yangtze close to its mouth, in modern Kiangsu Province.

330
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The Hyyle version, entitled iz &%, reads: & B 5 #&, RiTETX, aFRAL, AE—NE
(third couplet identical). # £ 88 # % , i 13t ¥ #&. The Hyylc version maintains regulation.

3. The Hyylc reading of % for M implies that the river is so wide the shores can no longer
be seen.

4. Thejigng iE of the wind means that it is blowing in the same direction as the poet’s course.

7-8. The point of the last couplet is that on his travels it will be difficult for letters from
home to reach him; however, hisown letters can be sent with the migrating geese, bearers of mes-
sages, north to Lo-yang.

04335: CTs, pp. 885-86; Syhc in TjhTs, pp. 705—6; Wyyh 207.2b—3a; Tscs, p. 184; Yfsc 41.3a-3b.
A somewhat different version of the song appears under the title “Longing for Someone” # f &,
attributed to Sung Chih-wen in Twt 18.12b~13a and in the Sung Chih-wen collection (SPTK
2nd series) 1.21b—22a. Furthermorc, ten of the first twelve lines appear as “ Longing for Someone,”
attributed to Chia Tseng % ¥, 03860, Tt in TjhTs, pp. s90-91. For a discussion of the poem,
see Suzuki Shirji % A8 X, Tédai shijin ron B ¥ A% (Tokyo, 1973), 1: 23-29. The Tses notes
the theory that Sung Chih-wen stole the song from Liu, but no early evidence exists to prove the
attribution of the poem to either poet. Sung’s attack on Liu is mentioned in the Ta-T ang hsin-yii
X A #135 (Li Mu tang ed. of Pai-hai # %) 8.13b—14a; the Ta-Tang hsin-yii accepts Liu’s author-
ship of the poem under the title Bhaek-dliou ngyim & 3 % and claims that Sun Yi # 2 considered
it the best work in his anthology, the Cheng-sheng chi JE &% (now lost). In his T ang-shilt pieh-
ts’ai chi B ¥ %18 & (1973 rpt. of 1763 ed.) 5.4a, Shen Te-ch’ien 3 % % disputes the attribution
to Liu on the grounds that Sung Chih-wen was the better poet and that the Ta-T'ang lisin-yii
is an unreliable source. In apparent support of Ch’ien’s position, Suzuki (p. 28) notes that Chia
Tseng’s abbreviated version has the same title as the full version by Sung Chih-wen, and that
Chia Tseng had at least one one occasion matched poems with Sung (03852). If, however, Sung
and Liu were roughly contemporary and acquainted with one another, Chia could just as easily
have known Liu. The most disturbing aspect of the Chia Tseng version is how Wei Hu ¥ #,
the compiler of the Tt, could have included such a well-known poem in his anthology under
Chia Tseng’s name. However, in the T ang-shih chi-clieh /& 3 ## (Taipei, 1970), Hsii Wen-yii
3 X notes (p. 77), that Kuo Mao-ch’ien not only accepts the Liu attribution in the Yfsc, he
also includes the song under the title Bhaek-dhou ngyim, one of the two titles under which the
song is attributed to Liu. Given the usual astutencss of Kuo in yiieh-fu categorics, it seems likely
that Kuo discounted the Sung version. In the final analysis, the attribution of the song remains
uncertain, though most readers have accepted it as Liu Hsi-yi’s, and his scems the better case.

Rhymes: 1 xua, 2 ga; 3 shrisk, 4 siak; s g3i, 6 dzhdi, 8 x3i; 9 dung, 10 biung, 11 ziJ, 12 dhung, 13 tzi,
14 qung (note interlocking rhymes); 15 len, 16 nen, 18 dzhen, 20 sien, 22 ben; 23 zhia, 24 sia, [25
dhi), 26 byi. The sixth, ninth, tenth, and twelfth couplets are regulated.

Title: Here I accept the title given in Syhe, Wyyh, and Yfsc; Tscsand CTsread R 2@ H H . Twt
and the Sung Chih-wen collection have # A %

1. Tsh commentaries note that the opening echoes the beginning of the ¥ # 8 3 by X+ #:
“‘On the road east of Lo-yang’s walls / Peach and plum grow by the roadside” 3 B # £ 3% , £ 4 %
% (CHs 2.15b—16a). Through that echo, and particularly in the mention of Lo-yang, Saitd Shd
(Tsh) suggests that the opening suggests the Eastern Han. Indeed, a Han setting was common in
heptasyllabic songs of the period, and Han Lo-~yang is also the setting for 04940 and 05881. By the
T’ang, “peach and plum” had become emblems of an ephemeral beauty strongly associated with
young women. The association of the flowers with female beauty appears early, in Shil 6 and 24.
in the biography of Li Kuang, Ssu-ma Ch'ien cites the proverb *“Peach and plum do not speak;
paths form to them all by themselves” # % 74 F § & # ; the application is to a moral beauty that
attracts people effortlessly (Se, p. 2878). The sensual associations of the image ultimately vanquished
its moral dimensions, as in 02762.40: “Together we will spend the night at the courtesans’ home,
on the path of peach and plum” £EBE % E#; cf also 03443.37-38, 04148.47.

3. For 8 the Sung Chih-wen and Chia Tseng versions have the more ornamental & f.
For #, CTsreads #F; the Chia Tseng version reads % .

4. 11 & is the Syhe, Wyyh, and Yfsc reading; other versions have % .. Note that in this
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case textual variation takes the form of a categorical pair, especially in the exchange of haeng §7 and
dzhud 4.

s. For the last four characters of this line, the Chia Tseng version reads M & 1§, but as ~
the Chia Tseng version omits the following couplet, the use of zhi3 # leaves this couplet rhymeless.
Again we may wonder how Wei Hu could have included the song in this form.

7-8. The Chia Tscng version omits this couplet, probably because its allusiveness shifts
attention away from the scene at hand. Tsh commentaries note the echo of a couplet from the
fourteenth of the ‘‘Nineteen Old Poems:”

Ancient tombs are plowed into fields, A28
Their pines and cypress broken into kindling. wABEH

An interesting possibility in compositional method is that the Ku-shilt echo led the poet to think
of dhen @ in the second line of the couplet. In the Ku-shil couplet, the destruction of the ziong-baek
#:44 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-lived evergreens in contrast to the ephemeral
beauty of peach and plum. Oceans changing places with mulberry fields, an interchange that takes
place over vast eons, was a literary commonplace suggesting the impermanence of even the most
durable topographical features.

9. For #&4K the Chia Tseng version reads 7 #&.

10. For A ¥ the Chia Tseng version reads % %. The poet is developing a contrast between
the mortality of the individual and permanence through cyclical recurrence. Thus, the ladies sigh
facing the flowers, recognizing in them emblems of their own mortality; yet the situation and its
general components, ladies and flowers, are recurrent, therefore permanent. What differentiates
the recurrent people from the recurrent lowers in the next couplct is, of course, an awareness of
their identity, and of that identity’s impermanence.

11-12. This couplet ends the Chia Tseng version. The Sung Chih-wen version reads ¥ %
in both lines for # #; the Sung version destroys the tonal balance of the couplet. This is supposedly
the couplet that Sung Chih-wen coveted. The phrase ren-iten siuti-siuti 5 ¥ & & echoes the closing
of Lu Chao-lin’s “Ch’ang-an: ku-yi”” & % 4 & (02762), where every year the cinnamon blossoms
fall around Yang Hsiung’s secluded dwelling.

13. For another example of “sending the burden™ in a heptasyllabic song, see 02761.33.
Hung-ngan 428 as “ruddy faces” is traced by T'sh commentaries to Juan Chi’s Yung-huai IV % ;
there, as in the T'ang, it was an epithet for youth; €.g., 04148.83.

14. For 5§ Tsesand C Tsread K. For &. one edition of Tscsreads #, interesting as an example
of euphemistic substitution in textual variation.

17. Gung-tzi 2% and hivang-susn £ # appear commonly in songs and yiieh-fu as the
reckless, aristocratic youth of the capital.

19. Tscsand CTsread M for X. The Chamberlain # # X % referred to is Wang Ken T4,
the extravagance of whose estates was said to have infuriated Han Ch’eng-ti; see Hs pp. 4023-25.
Parks and richly ornamented buildings were often described in terms of brocade

20. The reference here is to the mansion of the powerful Liang Yi &£ #, whose walls bore
murals of the gods; see HHs, pp. 1181-82. Both this and the allusion in the preceding line describe
a glory tinged with dangcrous excess and portending fall.

21. Syhcreads %2, for 4% The “sickness” % probably refers to the feebleness of old age,
which comes on so swiftly it seems to occur in a “single morning,” git-djieu — . The isolation of
the old man may be owing to the deaths of his former companions, but it is more likely the result
of the desertion of his admirers after a fall from power, as in Lu Chao-lin 02761.19: “In one morning
fallen, no one asks after you” — 1% % & A 8. The situation finds 2 morc sententious expression
in Lo Pin-wang 04148.82: *“Once ennobled, once humbled— there friendship’s feelings are revealed”
—F — % X # 2 ; this in turn comes from S¢, p. 3114.

22. Sam-chuin =. % may refer to the third month, but here it probably refers to the three
months of spring. Note the use of ben # as a general location marker, as in 05527.8, perhaps for the
sake of thyme. ' :

23. Qiuaén-djiutn 3 #% describes something “‘bending” or “‘winding around,” and perhahs
through the popularity of this song, it became a conventional epithet for “moth (beautiful) eye-
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brows.” Its most famous occurrence is in Po Chii-yi’s Djhiang-hin ga %18 %, 22335.38: “The
gracefully curving moth eyebrows died before the horses™ 5 # #./8 & # /..

24. Sio-io %, asin line 21, is to emphasize the swiftness of change. Hak-biact # % , “‘crane-
hair,” is hair that has become white with old age. Though the crane’s longevity and whiteness make
it a natural association for the white hair of old age, the phraseseemsto be a transformation of hok-
biact 3 & ; see HHs, p. 950. For an early usage of ‘‘crane-hair,” see CLs 7.17b.

25. Syhc, Wyyh, and the Sung Chih-wen version read & for #. The closing memento mori
is strongly reminiscent of the closing of Wang Po’s 03443 :

Look where high terraces were in olden days— TEKamtR
Brown dust riscs where there was Po-liang and Copperbird. HEREL KA

The phrase ga-mid dhi % % . is the source for the use of the phrasein Tu Fu's 11553.7-

26. For & Wyyh and the Sung Chih-wen version read & . As the cries of evening birds
were a standard ‘mark of closure in banquet poetry, so the melancholy cries of birds at a deserted
site became one way to close a huai-ku ; cf, 02781.7.

CHAPTER 3

02949: CTs, pp. 567-68; Wyyh 312.2a-2b; Ch'ii-chiang hsien-sheng wen-chi (SPTK) 3.4a; Ch'ii-
chiang chi (SPPY) 2.14b.

Rhymes: 2 tzigng, 4 dzhieng, 6 shraeng, 8 zhieng, 10 gieng, 12 jieng, 14 iugng, 16 miaeng, 18 bhiaeng.
Allowing for a violation in the fourth position of the fif th line, the first four couplets are regulated;
the seventh couplet is also regulated.

Title: Shih-hsing 45 #® was the commandery (in modern Kwangtung) in which Chang’s native
Ch’ii-chiang # ix was located. The river in the poem is probably the Chen i§, known also in
the area as the Greater Shih-hsing River X45#ir. Thus, from the geography and sentiments
expressed, the poem probably comes from the very end of Chang Chiu-ling’s life.

1. Shra-itn i¥ £7 are sandflats in the middle of rivers: the line seems to describe the sinking
of the high waters of autumn.

2. Tzieng &, “crystalline,” had become a favorite term for the autumn atmosphere in the
later seventh and early eighth centuries; e.g., Sung Chih-wen 03221.1: “Chill wind in the eighth
month, the atmosphere crystalline” A A i¥ & X & & ; Shen Ch’ilan-ch'i 04970.5: “‘Autumn’s cry-~
stalline clears the bending ravines” # & % @ % ; Chich Yen-jung 42599.16: ““‘At the rzig-miai the
lovely air is crystalline” ¥ #& &8 &. Ten-hié X F can refer to the whole “world” or, as here,
specifically to the “sky”’; see the Wu-ch’en exegesis of Wh 26.29a—29b: KR ¥R X K40 B F.
Whatever the original cosmic significance of the phrase, here it is a poeticism like the English “sky’s
vault.” The Wu—ch’en exegesis of ten-hig was for its use in an autumn poem by T’ao Ch’ien,a poem
similar in subject and tone to Chang’s poem and using the same rhyme.

3. The phrase bhiuk-him K& is from the Chao-lun 8 #.: “Sit in the hall hunched at the

Chii-chiang, where Chang is at the time.

4. The line reads literally “*Path and ford: many distant emotions”; i.e., on seeing the paths
and river crossings, all leading back to the capital, the poet thinks on those faraway places, and his
emotions are stirred. Thus, in the next couplet, longing comes from beyond the range of the poet’s
vision, which is blocked by clouds and mist. From the time of Wang Ts'an’s Teng-lou fu £ 8& on,
this situation was common in poetry: a longing gaze from a high vantage point blocked by clouds,
mists, and mountain ranges.

7. As so often in T'ang poetry, the physical features of the landscape, once named, take on
significance in a broader intellectual context. Tau-tou i % describes a river in flood, but in addition
to the river before the poet’s eyes, its use here clearly echoes Analects XVIIL.6, where Confucius
sends the disciple Tzu-lu to “ask of the ford” (M i, cf. 1.4), and one of the eccentric plowmen
answers ““A rolling flood—thus is the entire world” # % # X F % £ ¥ . The plowman was referring
to the chaotic state of the world in which there is no ford/ Way/Tao. Biat dzhi bhyén 7. § # echoes
the “Autumn Flood” #k K chapter of the Chuang-tzu, in which autumn floods so swell the river
that from one side to the other “one cannot distinguish an ox from a horse” 7 # 4 & (Chuang-tzu
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42/17/1). Such a loss of distinction is, of course, the threat of the “rolling lood” in the Analects
passage.

8. Perhaps picking up the echo of the Chuang-tzu in the preceding line, this line paraphrases
a passage from the “Equalizing Things” &% chapter of the Chuang-tzu: “To toil constantly
through one’s life and see no accomplishment” #- & & & & 1 2 L W 35 (a/2/19).

9. The use of sop # as “windblown,” thus tangled, echoes Hsieh T’iao’s “How could I
feel pained that my dishevelled tresses are wind-shaken?” % 4% % % 3. (CCs 3.18a).

10. Chang is being sardonic here. The phrase picu hua-gieng % % #% is taken from a Yung-
shih shih 3% % 3 by Pao Chao, where it is an attribute of “one in state service’” #F (Wh 21.23b).

11. The “stabled horse”” was a common emblem of being tied down, lacking freedom, as
in Ts'ao P’i’s “An old steed stabled, but its intense thoughts are to go a thousand i3 * St #% ,
LR TZ (CSks1.2a).

12. As“‘thestabled horse” in the preceding line, the “‘caged bird’’ was an emblem of captivity.
Chang is “‘caged” by his exile, but the more common “cage” is that of state service.

13. For &1 Wyyh reads %. Siugi-qim & # is technically a series of positions of the planet
Jupiter, the “‘year star,” but in poetry it usually refers simply to the “end of the year.” Qiuaén-
miaén 9%%, is a binomial expression indicating evening or sunset, but it is commonly extended to
the “‘evening of the year” or the “evening of one’s life.”

14. For § Wyyh reads A.

15. Dak-sitng %4, “fulfilling one’s nature,” was often spoken of in terms of animal, fish,
or insect analogies, where such creatures were able to “fulfill their natures” only in certain media
or places. At this point the argument of the poem begins to reverse itself, claiming that separation
from the capital might actually be a liberation and that his earlier sense of captivity was only a state
of mind. )

16. This refers to Chang’s former high position in the central government.

17. For nuji-go A1 #i see Analects X.17; presumablythe poet is “looking back” on the previous
course of his life. The situation and phrasing of the line unmistakably echo T’ao Ch’ien’s “R eturn”

LET LR

Truly I have not gone far on the wrong path, FRERLAR
I realize now I am right and then | was wrong. L X XL %3

18. Though the poet attempts to resolve his sorrow by insisting that his separation from the
capital was “right,” the poem ends with an admission of failure in the consolation, as the poet still
feels sorrow at what is past.

CHAPTER 4

06137: CTs, p. 1306; Chao, p. 203; Wyc 3.9b; Tses, p. 236.
Rhymes: 2 tsin, 4 njin. Regulated.

4. The zhio-io ¥ %, “dogwood,” was part of the ceremonies of the Double Ninth festival.
At that time the berries were ripe, and these were either put in a “dogwood bag,” used in wine
(cf. 06084.4), or worn at the waist—all to protect and prolong life and to ward off misfortune;
sec Ywlc, p. 1541. The verb cliraep # implies that the dogwood sprigs are being “‘stuck in”’ some-
thing, and the verb is used with putting things in a bag. But even though bi n # might suggest
“everyone” was putting berries in the bag, it seems more likely that the brothers are putting them
in their clothing.

06057: CTs, p. 1295; Chao, p. 137; Wycc2.7a; Wyylh 179.13a; Yhein TjhTs, p. 356.

Rhymes: 2 giung, 4 djiung, 6 lung, 8 kung. Regulated.

Title: Tjisk % are the “imperial orders” by which the prince of Ch'’i is granted permission to use
the summer palace. The Chiu-ch’eng palace at Feng-hsiang was originally built by Sui Wen-ti,
then restored and renamed Chiu-ch’eng by T’ang T’ai-tsung as a retrcat for his father (Chao).
Passing the site in 757, Tu Fu wrote a well-known poem on the dilapidated structure (10562).
Qiang-gan M4 is the technical term for a poem written to the command of an imperial prince.
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1. Déi-tzis 4 F refers specifically to an imperial prince, the child of an emperor (cf. 03444.7).
but the phrase carries with it a divine and legendary aura from its use in the Hsiang—fu-jen 3% A in
the ““Nine Songs™ 7L %. There it refers to a “princess-goddess,” the divine daughter of the sage-
emperor Yao. The “Rose Phoenix Gates” # & ® was the south-central gate of the Ta-ming Palace
in Ch’ang-an (Chao).

2. Wang here follows one of the more common opening forms for a travel poem, in which

“the first two lines match starting point with destination, while at the same time giving the occasion
for the journey. In later poetry the use of hiuaén it and iev i& in the same couplet ofa regulated
poem might have been considered a fault, especially, as here, in the same position in their respective
lines. Ten-shiu X &, literally “Heaven’s writings,” was a T'ang term for imperial commands.
Tsui-misi 8 #& may refer to a mountain slope, but here (as it usually does in T'ang poetry) it refers
to the blue mountain mists (Chao).

3. That clouds arc generated in this spot suggests its otherworldliness. The opposition be-
tween such a place and the mortal world appearseven more clearly in a poem from the Wang Stream
Collection (06080.3—4):

I had no idea that the clouds in the beams ThhkiE
Would go oft and be rain in the mortal world. HeAM®

Both passages by Wang echo the dwelling of the Taoist in the second of Kuo P’u’s “ Wandering
Immortals” # 43 (Wh 21.29a):

Clouds grow in the beams and raftters, L RRM
Winds come out the windows and door. e X

4. For another example of a landscape “entering” A something in Wang’s early poetry
(in this case a decorated, perhaps reflecting screen), see o6111.

8. Syhc and some other texts read % for % . In that case the line would refer to the story of
Hsiao-shih % £ and Nung-yii # %, who rode off to heaven togcther on a phoenix. In the usage of
court poetry, this allusion would be proper if the prince were accompanied by his wife.

05848: CTs, p. 1250-51; Chao, P- 53; H'yec 6.3b.
Rhymes: 2 nga, 4 ga, 6 ma, 8 ha. Unregulated.
Title: Ch’ing-ho Commandery lay in modern Hopei.

1. Piaémjiou iR # echoes Shih 26, “‘Drifting, that cypress boat” if, # # #. The Mao-Cheng
gloss for piaém is “floating manner” # #%, with the implication that in drifting, the boat may not
make it across the stream: 7 R, & # 7 vA#% & & . The Little Preface to Shih 26 suggests the pro-
priety of the echo for an exile poem: ““‘Cypress Boat’ tells of a good [officer of state] who did not
find favor [with his ruler]” # A& 3 {=M 7. # & . The exegesis of Shilt 26 makes it clear that the
concern in the traditional reading of the pocm is whether the boat will “‘get across’ or not; in other
words, whether the officer will be successfully employed. Thus, the flood that Wang Wei first
sees marks the danger of not being able to “‘getacross,” to be of use;; cf. Analects XVIIL.6. The “Great
River” is the Yellow River.

2. Tzick-shuf # & usually refers either to a deep pool or to the depths of the ocean; in this
case, because of Ch’ing-ho’s proximity to the sea, the association is probably the latter.

5. Zhieng-zhis 5% ¥ is the walled-in market area.

6. Qiuaén-njien & usually means “right here/there,” “clearly.” Kobayashi Taiichiré (O I.
Tokyo, 1964) offers the attractive suggestion that here the phrase is used in another ofits meanings
as “swelling” or “full,” applied to the mulberry and hemp (p. 130). Though I have followed this
interpretation in an earlier treatment of the poem, I am no longer convinced this reading can be
justified, and here take the phrase simply as “clearly.”

8. Migu-man % % describes a vast expansc of water, either the sca or a very wide river.

06087: CTs, p. 1300-1301; Chao, p. 192; Wycc 4.4a; Tscs, p. 241.

Rhymes: 2 tzisk, 4 shisk. Unregulated.

Title: Chao gives a brief discussion of djhaek 3. According to the Chi-yiin, ¥ (alternately written
%) is the name of a hill; others take it as an old form of €, a miswriting of the proper form Jg.
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Here | have followed the latter interpretation. Harada Kenya (O 1. Tokyo, 1964, p. 321) notes
that present copies of the Wang Stream paintings have for this a small hill with a cottage.

1. For examples of why this must mean ‘go off to’”” rather than “‘go off from,” sec 08241.5;
08367.1; 08394.1; and 08462.5.

3. The English ““shore” refers to anything rcasonably close to the water; the Chinese pé #
is narrower. Thus, gek-pd %% # means “on the other side of the (far) shore.”

4. Here is an excellent example of a case where siang 48 must mark a direct object and not
mean “mutually”: the poet is gazing at the homes, but there is no hint that the homes are gazing
back at him.

05984: CTs, p. 1279; Chao, p. 121; Wycc 6.3b; Wyyh 296.8b.
Rhymes: 1 ben, 2 ign, 4 ten, 6 liyen, 8 njien.

1-2. For the opening couplet Wyyh gives:

With royal mandate | withdrew from Heaven’s gates, 4R EN
In a single coach I visit the frontiers. L X X3 F ]

Harada Kenya (O_ I. Tokyo, 1964, pp. 238-39) gives a long argument defending the Wyyh version
on the grounds of geographical accuracy and also on grounds of the tone pattern. In fact, the Wyyh
opening may be a good example of the kinds of modifications that occurred in earlier poems after
regulated verse was codified. In the form given in the text, the poem begins with two “A"” form
couplets, very common in Early T’ang regulated verse, butlater considered a violation; see Stephen
Owen, Poetry of the Early T’ang. (New Haven, 1977) pp. 429-31. In the Wyyh a new, filler line has
been added, the second line has been shifted to the first position, and a line has been removed to
make the opening conform to standard regulated pattern. Zhien-giu $ 2 is a “single carriage,”
indicating the poet’s solitude lacking an entourage. Its use here, however, strongly echoes Li Ling’s
“Letter to Su Wu” &8 X & : “Long ago, an envoy in a single coach, you went to the barbarian
ruler” RRTEHEMAFRLXEREELZF (Wh 41.9b). Jiok-gusk B # rcfers to the non-Chinese
kingdoms that acknowledged Han suzerainty. In T’ang literary texts the term might apply to
actual client states, but it was also a literary fiction. Chii-yen B # refers to both a river and a client
state, but the term is used here less for geographical accuracy than to echo the exploits of the great
Han general Huo Ch'ii-ping & £ # who passed Chii-yen when he achicved a great victory (Se,
Pp- 2930-31; Hs, p. 2480). Notes to both these versions take Chii-yen as the river, and thus in this
context Wang’s poem might be saying that he will ““cross the Chii-yen.” But Chao cites another
version in the Hs where the notes take Chii-yen as a place and not the river. Though the first line
suggests that the second line may be a speculation on the future, it is not clear whether Wang is
going to pass the region or the river. In either case, just as the phrasing of the first line casts him in
the role of Su Wu, so here the poet thinks of retracing the steps of the great Han general.

3. The blung # is a plant that dries up in autumn and whose top breaks loose in the wind
and blows away; “tumbleweed” is a botanically inaccurate translation of convenience, though the

tumble wced does have a similar life cycle. However, in poetry the bliung became a set metaphor
for the traveler, torn from his “‘roots’ and carried here and there by the vagaries of chance. Chao
notes this particular phrase, ‘voyaging bhung” £, as having a source in a poem by Wu Yiin
(CLs 8.13a), but the phrase is simply one variation among a number of similar descriptive epithets
applied to the bhung. The metaphor, of course, applies to Wang himself and shifts the tone from
the heroic to the pathetic. “Leaving the Passes” % £ was a common piteh-fu title.

4. The “homebound goose™ 8 is going north into the frontier region, marking the
season as spring. Regionalizing Heaven as “Tartar skies” # & is much more striking in Chinese
than in English, and thus Chao feels the necessity to cite a precedent in Liang Chien-wen-ti’s * Blocked
in Return” R, : “The trees of Lung are full of the wind, / The Tartar skies lack color” Rl # &,
# X+ & (CLw 8.33). In any case, the parallel position word in Wang’s poem, Xan %, begged a
corresponding Ho . )

s. For the “one column of smoke standing straight,” Chao cites a line by Yii Hsin: “Fortress
in wilderness: one column of smoke stands straight’ % X328 & (CPCs 2.8a). Chao then cites the
P’i-ya % of Lu Tien # 18 for the comment that signal fires were made of dung to cause a straight,
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dense column of smoke. or that the dust devils of thc desert causcd the smoke to stay together.
Chao then praises the excellence of Wang's firsthand observation. Without denying that the scene
is appropriate, I might add that it was also a staple poetic image and not confined to border scenes
(e.g., 02832.6).

7. Hsiao ramparts % M was one of the fortified passes to the frontiers, somewhat less than
thrce hundred kilometers northwest of Ch'ang-an. Héou-glyt # % echoes a couplet by Ho Hsiin

(CLs 9.12a):
A mounted patrolemerges from Hsiao ramparts, BREEM
The pursuit troops go off to Horseburg. BRAEE

One can only marvel at Wang Weci's propcnsity to sce in real fronticr scenes the imaginary frontier
scenes of Southern Dynasties poet .

8. If the grand marshal were indeed at Mount Yen-jan and if Wang were indeed seeking
him, then the poet would have a long way to go in a somewhat diffcrent dircction. Mount Yen-jan
was where the Han general Tou Hsien ¥ & made a commemorative inscription for his victory
over the Hsiung-nu (HHs, p. 814). Thus, the patrol’s news marks a Chinesc victory and the deep
penetration of cnemy territory. However, Harada Kenyt (op. cit., p. 399) cites the closing line (?)
of a poem by Wu Yiin which shows that even this stirring. surprising news has its poetic past:
“The general is at Jade Gate Pass” # ¥/ 217 (CLs 8.12); though there the surprise seems to be
that the general is too far out to meet an incursion).

05968: CT's, p. 1273; Chao, p. 28; Wycc 3.11b; Wyyh 250.5a, and 318.1b (title only); Hyylc in
TjhTs, p. s9; Khein TjhTs, p. 159; Twt 16B.3b.

Rhymes: 2 zliue, 4 djie, 6 zhia, 8 ghia. The third couplet is regulated.

Title: The villa is the Wang Strcam Estate. Hyylc and one instance in the I#yyh give the title as
“Entering the Mountains: Sent to a Friend in the City’" A\ Ji %3 P # A . This variation accounts
for the poem’s double classification in Wyyh. The Kl title is “First Reaching the Mountains”
# Z 0P . The frequent anthologizing of this poem and the numcrous echoes of its third couplet
attest its popularity.

1. To “love the Way” 4F i was no modest interest but a passion that might carry a person
away from home and into the mountains; cf. Lun-leng (SPTK) 7.3b, and the “Tale of Liu Yi”
# #1, wherc the dragon-princess is born into a human family in which the father “latc in life grew
to love the Way, went wandering alone among clouds and strcams, so that no one knows where
he is” REAFEBMAERS T b L £ (T ang-jen hsiao-shuo, p. 67). Indecd, the phrase can have
an almost pejorative sense, a religious motivation that contrasts to more dispassionate forms of
freedom from society, asin Wi 22.30b:

It wasn’t becausc his heart was in love withthe Way, FECHE
It was only becausc hismood was endless. AhmERR
Of course, the “Way” to which Wang refers is Buddhist, and the poem docs not confess a_secret
penchant for Taoism. DKW cites the Yiin-chi clti-cliien £ % 4 $ to the cffect that there are three
categories of Taoist devotees, and that thosc of “middle years™ (in this casc ¥ # rather than ¥ & )
are in their forties and fifties.

2. Miaén &, is clearly used in contrast to the “middle age” of the first line and suggests a gap
between the stirring of his desire and the time when he was able to fulfill it. “South Mountain”
is the Chung-nan formation, just southwest of Ch’ang-an.

3. Xijng B is an “‘excitement” or “elation,” but I have translated it as “mood” to retain
the sense of following one’s whim. Wang’s emphasis on going sightsecing alone should be under-
stood in the context of the usual T'ang practice of group outings.

4. This is a notoriously difficult line. Shidng-jrii5 B ¥ is litcrally a “‘wondrous occurrence”
or “excellent experience,” though the quality of “wondrousncss” was commonly associated with
beautiful landscapes. This may have been a phrase commonly uscd at the time to describe sight-
seeing in the region, as in the line by Ts’en Shen from the mid-740s (and thus beforc the date of
this poem): “I've heard tell that at Wang Stream there are many experiences of wonders’’ ¥ i #
N $ % F (09817). The use of djic % may have been suggeted by rhyme, but it was a felicitous
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.
suggestion, because it calls to mind the compound djic~jrhi3 %o ¥ ,an eminently practical “knowledge
of how things go,” which becomes wry in this context. To take kung ¥ as “emptiness,” the ob ject
of “know,” would be highly unnatural. But kung does describe the mode of knowing: “emptily,”
suggesting lack of purpose, motive, or attachment. Dzhi f likewise suggests solitude and that
the “knowing” occurred quite in its own course. The emphasis on spontaneity here may be to
counter the implications of motivation in “loving the Way,” from the W usage cited earlier.

5. The line means that the poet followed the streams to their sources, an act of emblematic
significance.

6. The antithesis in this couplet is a transformation from activity (haeng 1) torest (dzhud 4).
This is the only tonally regulated couplet in the poem and is an excellent example of categorical
parallelism producing problems for English translator while presenting no difficulties for the Chinese
rcader; onc can “walk to a place,” but it is difficult to “watch times.” However, the catcgorical
matching in the couplet is perfect. Clouds are generated from the heights of mountains.

7. The poet may go off alone with no prearranged plan, but human companionship can
be recovered if it is “by chance” 18 .

05906: CTs, pp. 1263—64; Chao, p. 6; Wycc 1.5b; Hyylcin TjhTs, p. 61; Twt 17A.4b; Yfsc 47.9b.

Rhymes: 1 dzhen, 2 ien, 3 djhiuen, 4 shren, 6 hen, 7 ziuen, 9 hiyuen.

Title: The Hyylcincludes the name of the goddess, misnaming her Ch’iung-chih # % ; her proper
name is Chih-ch'iung % . Though the story of Chih-ch’iung exists elsewhere, Chao cites a
version in the Shu-cheng chi #4£32 in which she appears to a certain Hsien Chao 4 in the
mid-third century, is denounced as an evil spirit and cast out, then rcappears to Hsien five years
later on Yii Mountain (in modern Shantung).

1. Pim %} often appeared as the first word in Ch’u-tz"u lines, glossed byWang Yi variously
as “abundant” Z £, or “disorderly” #L%. Presumably this refers to the temple dancers. Yfsc gives
# as a variant for #f (to clasp hands and bow slightly as an act of respect).

2. Gyutn-gyutn # % occurs twice in Han Ch'u-tz'u, once in Liu Hsiang’s *“Nine Sighs”
7L ¥, where it refers to the soul’s melancholy gaze, and once in Wang Yi's own ‘““Nine Longings”
7.%. However, Kobayashi Taiichitd (op. cit., p. 136) is probably correct in referring to a Li Shan
gloss for gyutn-liuén %42 as “longing” (Wh 19.21b). The “mats like jade” % # are a conventional
synecdoche for a fine feast, here the offcring. Though there are no verbal echoes, the situation of
the song is very reminiscent of the “Lord of the East” £ # in the “Nine Songs.”

4. That the goddess “is the evening rain,” tzak mo hié # %@, is a clear reference to the
goddess of Wu Mountain and her sexual liason with the king of Ch’u; sce Wh 19.1a-1b.

§-6. Thisis in fact one line with the hei 3 omitted. The hei is included in the Yfsc version.
I have taken the “grieving” and “longing” as attributes of the music, but if one follows the model
of the “‘Lord of the East,” with the goddess reluctant to depart, the lincs could just as easily read:
*‘She grieves for the shrill pipes and longs for the flurried strings.”

7. The “carriage of the goddess” & 2 % appears commonly in prose and poetry in the form
leng-gi ¥ % and in numerous alternate formssuch as jhin-ga 4%, sien-gd 4%, or leng-chia ¥ ..

9. The jrhen-hyuen #if of the waters after the goddess’s departure cchoes its use in the
Hsiang-chiin ## and the Hsiang-fu-jen #a % A ofthe “Ninc Songs”; in the case of the Hsiang-fijen,
it is what onc secs when gazing for the absent goddess. Pocms on immortals of ten closed with marks
of absencc or lingcring reminders of their visit; for instance, the closing of Pao Chao’s “Song of
Hsiao-shih™ #& # ¢ (CSs 4.72) and 03224.8—-10.

05902: CTs, p. 1262; Chao, p. 4; Wycc 1.4a—4b.

Rhymes: 1 miai, 2 hiuai, 4 givai.

Title: Becausc of the mention of the Secretariat and the use of Chung-nan, Kobayashi Taiichiré
suggests that this poem is from Wang Wei's last years; see Harada Kenya, op. cit., pp. 344—4s.
ifthe sub ject of the poem were Wang himself (“One evening I cameout . .. '), such dating might
be warranted by Wang's tenure in the Secretariat. But more suggestive evidence occurs in the
use of the term Tzig-misi % # for the Secretariat, its official title between 714 and 717. This in
itsclf does not constitutccvidence for an earlier dating, because the terms was sometimes poetically
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applicd to the Sccretariat after 717. It scems likely, however, that this poem was dedicated to Hsii
Ch'u-pi # # 2 (better known by his later name, Hsii An-chen 4= §), who was grand secretary
¥ ¥4 A in the K ai-yiian: in fact, grand secretary is given first in a list of offices Hsii held in the
K’ai-ytian (HTs, p. 5690). This would make the poem a very early one by Wang, either from the
time that the Sccretariat was called the Tzié-misi or shortly thereafter. At that time Sung Chih-
wen’s experiments in the Ch’u song style would have been very recent memory; sce Owen,
op. cit., pp. 364—66. Morcover, association with men such as Hsti Ch’u-pi, later of the Li Lin-fu
party, would help to explain why Wang had so few difficultics when Li Lin-fu came to power.

1. Hsii is cvidently leaving work late, exasperated by the demands of “worldly affairs” & %.

2. Shrang-zhio % # is probably a reference to the “two-trunked sala tree™ 22 # under
which Sakyamuni achicved enlightenment. The tree seems to have an inspirational effect on Hsii
as well.

4. It is uncertain whether ginsi $% refers to “going back™ to the Secretariat, “‘going off”
to the mountains, or actually “going home.”

06090: CTs, p. 1301; Chao, p. 193; Wy 4.4b; Tses, p- 242.
Rhymes: 2 sid, 4 hd. Unregulated.
Title: Luan is a name applicd to several kinds of trees; | am uncertain which is meant here.

1. Sop-sop #.#. is a descriptive binome, perhaps onomatopoetic, describing the wind.

2. Tsign-tsign ;%53 is a descriptive binome for the swift lowing of water. Wang’s line is in
fact a reworking of a line in the Hsiang-fi-jen of the “Nine Songs™: % 84 i3 ;4. Similarly, the tirst
linc cchoes the Shan-kuci & & in the “Ninc Songs.”

06108: CTs, p. 1303; Chao, p. 196; Wyce 5.12a.

Rhymes: 2 ghisk, 4 sisk. Unrcgulated.

Title: Chao notes that Ws Tjcc does not have Lim gan-dhsi 8 % £, and indced Yfsc does not include
this quatrain under its versions of the song: Yfsc 18.2a—4a. Moreover, none of the songs quoted
under the title in the Yf« are quatrains. On the other hand, almost all versions of the yiich-fu have
the poct secing birds in flight and flowing watcr as he looks down from the terrace. Though
Wang kceps the spirit of the yiieli-fu, the Lim gau-dlisi part of the title may have been added from
the text. Note that though lim B is usually followed by what is “looked down on,” it is clear
from the context of this yiiehi-fir tradition that in this case lim means “look down from.” Reminder
Li is probably Li Hsin % 8; sec Tsuru Haruo. Of (Tokyo, 1958), p. 29.

3. The situation and phrasing echo T’ao Ch'ien’s famous “*Drinking Wine” V #ki&:

The mountain air is finc in the sunsct, IEN: g
Birds in flight join and return. REnRT

05861: CTy, pp. 1253-54; Chao, pp. s6-57; Wycc 6.5sb-6a.

Rhymes: 2 kitl, 4 g6, 6 tsid, 8 6, 10 g0, 12 chirt, 14 16, 16 g6, 18 mo. This poem uscs 'ung-yiin.

Title: Ngdu-njien 1% 2 indicatcs that the pocm was supposed to have been composed without any
premeditation or purpose (especially social purpose). Though this is onc of the earliest works
using this title, which was later to become a common subgenre, intcrest in this compositional

mode can be traced back to the preface of T'ao Ch'ien’s “Drinking Wine™’ series.

1. The T ai-hang Range runs between Honan and Hopei. The poem is probably from Wang’s
Chi-chou exile.

2. Djhim-ngyim &+, “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 it is possible that that meaning is applicable here.

3. The enallage in the unmarked introduction of an interlocutor is typical of poctic narrative:
literally, “I ask you why that is so.” :

4. Midng %8 is a “net,” which as ten-migng X4, *Hecaven's net,” catches up all things and
ensnares malefactors, and as djhin-migng 4, “the dusty nct,” or as shizi-midng w4, “the net of
the world,” entangles all who are involved in human society. The final gé ¥, “because,” is prosaic.



T reTUIing, 10 4t

340 Notes to the Poems

5-6. The mention of family and family concerns was a feature of reclusive poctry from
T ao Ch'ien to Wang Chi.

7-8. Indecd, Wang's salary in Chi-chou would not have been great, but it is unlikely he was
in any real poverty, as is implicit in the mention of the family stores in the cighth linc.

11. Sun Teng 3 & (Tsin, p. 2426) was a Tsin recluse encountered by Juan Chi f#§ on Su-men
Mountain. WhenJuan tricd to discuss occult questions, Sun refused to answer, and Juan final departed
with a long sén &, “whistle” (or “yodcl”). Soon after Juan heard the hills and valleys resounding
with a sound like that of a phocnix, and this sound turned out to be Sun Teng’s whistling (Tsin,
p. 1362). Chao notes that there actually was a ““Long Whistling Terrace™ in the region.

14. Just who the “old friend” or “‘old friends’ might be is uncertain.

15. This couplet cchoes the second of T'ao Ch'ien’s “Returning to Dwell in my Fields and

Garden™ $% @ w &:

The mulberry and hemp daily grow taller, E Y 3NN 3
My land daily grows broader. Kook

Qii-njigm 4 ¥, “stained with desire,” is a Buddhist term for onc of the carnal passions.

16. Zhien-dzhek 3% %, * meditation’s stillness,” is a Buddhist term for the condition of dhyana,
chran.

17—-18. Wang's exhortation for himself to go off is clearly reminiscent of T’ao Ch'ien’s
cxhortations to himself in the Kuei-ch'ii-lai tz'u 8 3 £ & . Wang's “Why wait” F 4 picks up
T'ao’s “Why tarry on here” 3 & i¢ i8¢ (Wh 45.292). In addition, the lines ccho Ch'ti Yiian's resolve
to escape an unappreciative world by flight into the wilderness or world of immortals. I resolve
to go™ or “I'm about to go” & # i7 occurs threc times in the Cli’u-12"n, twice preceded by “sud-
denly”™ 2. In the Li Sao Ch'ii Yiian “sclects a lucky day and is about to go” &% 8 & #1i:
Wang Wei will not wait that long. And at the close of She-Chiang # ix. in the Chin-chang 7, %,
the Ch'i Yiian persona gives a final complaint that his worth is not apprecciated and “‘suddenly
resolvesto go™” % % -5 # i7 5 (Chao). The same linerecursin the Yiian-yu. The passionate scriousness
of these cchos belies the casual discursivencess of an “ofthand composition” and adds depth to the
poctic voice. The last line may simply mcan “why wait until the year’s end,” rather than “wait
until late in life.”

05969: CTs, pp. 1276-77; Chao, p. 96; Wycc 4.7a; Wyyh 160.3b-4a.

Rhymes: 2 hen, 4 huan, 6 shiren, 8 guan. Loosely regulated ; permitted violation in the fourth position
of the first linc, and unacceptable violation in the fourth position of the third linc.

Title: Sung Mountain lies cast-southeast of Lo-yang, and when Wang might have been “returning™
there is a puzzle. As the journcy from Chi-chou back to Ch’ang-an would probably have taken
Wang “‘beneath the heights of Mount Sung,” one would like to take the title as ““Returning
Past Mount Sung™ and read the last lines as: ““Far, far from bencath the heights of Mount Sung {
1 will return ... However, ginsi $ most naturally takes the destination of the return as its ob jeet,
and cven if Wang meant only to pass Mount Sung, generations of readers have probably had him

1. Chao citcs two passages from the poetry of Lu Chi, the first of which reproduces this
line exactly (1) 28.8a). The Wu-ch’en gloss for bliak # is “plants growing in clusters” # A K 4.
Djhiang & most likely refers to their continuous growth all along the banks o f the stream.

2. Hen-hen MM is a binome describing the swaying movement of carriages, from its usc
in Shih 26. Note that the postposition of the adverbial binome is a poetic usage. The rclation between
the tirst and second lines of this poem is problematic: the terms in which the scenc of the first line
is described create barriers for the movement in the second line. The reader may interpolatc a bridge,
ford, or movement parallel to the stream in the mind’s eye, but the juxtaposition forces us to call
into question the physical relationship of the elements.

3. “To have purposc” # & suggests that the stream, in knowing to “‘return,” possesses the
semblance of conscious intention.

4. Echo of T'ao Ch'ien’s “Dnnkmg Wine” V;see CTsins 6.152.

8. Though “closing onc’s gate” has a broader significancc in Wang Wm s poetry, the terms
in which it is expressed here, béi-guan RIM, are particularly resonant. As Harada Kenyi points
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out (op. cit., pp. 181-82), the phrase is used in the hsiang % of the hexagram Fu 4, “Return™:
“On the tirst day of winter, the former kings closed the gates and merchants did not travel” £ £
sAE B P M, 8 % A 7. But more than its scasonal and ritual significance. the link with the hexa-
gram Fu is significant, adding a dimension of universal pattern behind the private act.

05961: CTs, p. 12755 Chao. p. 117; Wyec s.19b—20a; Wyyh 234.2a-2b.

Rhymes: 2 zhieng, 4 bhiacng, 6 shieng, 8 shraeng. Regulated.

Title: The precise: location of Pien-chiich Temple is uncertain. Harada Kenya (op. cit., pp. 258-
61) notes that Ch'u Kuang-hsi has a poem on the same temple (06523) and cites some parallel
pocms that strongly suggest the temple is on Mount Hua, which also has a ““Lotus Pcak” (men-
tioned in linc 2). The only problem with having the temple on Mount Hua is that it makes the
geography of linc 3 outragcously hyperholic.

1. The use of dzhiong # in this line is somewhat troublesome. In some cases it can mcan
“to come from,” usually with a direction following it. In this usage the line rcads: ““A bamboo
path leads one out from the First Stage.”” But with “path” in the same line, the most natural way
to take dzhiong is “follow,” as of a path: however, this creates a poctic hyperbaton: “ The bamboo
path is followed in the First Stage.” | prefer the second interpretation because 1 gencrally give
probabilities of compound-determination precedence over probabilities of syntactic detcrmination :
the semantic value of a given usage is morc likely to be dctermined by a sct compound relation to
a ncar-by word than by syntactic position. Chriu-dhi #73,, “First Stage” or “First Land,” appcars
in various sutras as the first of the “Ten Stages”™ 4 & in the progress toward cnlightenment. The
“First Stage” is that of “sensual delight™ gk & .. The final stage appears in line 8 as “Clouds of
Law™ &,

2. The “City of llusion™ 4t.3% is from a parablc in the Lorus Sutra in which an expedition,
on its way across a desert, becomes discouraged and wants to turn back. Thercupon the leader uscs
magic to create a great city, in which the travelers refresh themsclves and regain heart. When the
expedition sets out again with renewed purpose, the city disappears. The reference is, of course,
to expedient means to draw the soul towards enlightenment, and in this poem the natural beauty
of Picn-chiich Temple represents just such cxpedient means. The use of the verb chuit i, here
“to make comc out,” (what mountains do to clouds), intensifics this sense of magical production.

3. “All Ch'u,” sam-Chriti = % , is litcrally “thc three regions of Ch’u”—east, south, and
west (Chao). The regions covered are well to the south of Mount Hua. and as suggested carlier,
cither the poet’s gaze has been extended by hyperbole, or Pien-chiieh Temple is located somewhere
in the Ch'u region.

4. “Nine Rivers,” Gidu-gang #,it, refers to sevcral areas, all in the lower Yangtze region.
The geographical problem is the samc as in the third line. How certain positions in a landscape
invert the usual order of perception was a favorite in landscape description; for instance, Hsich
Ling-yiin's “Gazing back down on the tops of tall trees” {348 % 4 4 (CSs 3.11b) or Tu Fu’s (10558) :

1 had already gone to the water's edge, KT A
But my servant is still in the treetops. KIEHAEK

§. Pio-dzhud % % s a technical Buddhist term for a yoga posture. The linc is adapted from
a passage in the Hua-yen Sutra: *“ Where the grasses are soft and pliant on the earth, sit cross-legged
in meditation” ¥ % #25 Jo3k % ; see Harada Kenyt. op. cit., p. 263. Harada is certain that the
line refers to a story in the Kuo-ch’ii hsien-tsai yin-kuo Sutra in which Sakyamuni receives “pliant
grasses”” from Indra in mortal guise, sits on them in the pio-dzhud posture, and achicves enlighten-
ment; see Harada, op. cit., pp. 263—64. The allusion is a convincing one and creates a problem with
zhiang K : either the grasses “receive’” the person sitting, or Sakyamuni is “receiving” the grasses
from Indra. The second interpretation of zhisng would demand that the finc be translated ““The
pliant grasses are received by one who would sit in the pio-dzhud posture.” Though in itsclf zhisng
favors the second interpretation, it seems to me to distort the line excessively.

6. Bhiaém-shieng 3 A& may be the celestial “sounds of Brahma ™ rather than the more secular
“sounds of sutra chanting.”

7. For the “Clouds of the Law,” see note to line 1.

8. Mio-shraeng # % is used in its technical Buddhist sense, borrowed and modified from
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Taoism, of “not living and not perishing,” mio-shraeng mio-niet % # #; Le., transcending the
world of birth and rebirth.

05845: CTs, p. 1250; Chao, p. 49; Wyce 5.18b.

Rhymes: 2 gou, (3 dhou), 4 kdu, 6 héu, 8 mou.

Metrics: Chao includes this poem among Wang’s “‘old style” verse, while Tsuru (op. cit., pp.
124-25) treats it as regulated: neither category applies. The poem begins with two “A” form
couplets in a tse thyme. The fifth line begins with a proper “B” form regulated couplet, but
violates the pattern by shren Ji in thesixth line (though it is a matter of debate how strong the
violation is). The fourth couplet, if taken as regulated, not only contains violations, it also is
another “B” form couplet, and though “B’’ form couplets occasionally follow one another in
tse-rhyme pocmis, “B” form sequences are uncommon. Metrically, the poem “falls out of re-
gulation,” and that process parallels the regression described in the text.

Title: For the more original Miaén-miang &, %, Chao cites the variant Id-miang 3 2, an established
subgeneric title. Though we might expect tzéi & rather than dzhieng sk for skies clearing after
a rain, earlier usage supports this interpretation, as in P’an Yiieh: ““After light rain, newly cleared
skies” & ® ek (Wh 16.8b). Moreover, the usage appears often in Tu Fu; e.g., 11655.

2. Pian-géu A 3% is probably a variation for the sake of rhyme on pisn-gai 3%, used with
the associations of “the world’s filth”; cf. Yitan-yu, *“To get past the drifting dirt and exceed in
goodness” & 3 % f # X, . Ghisk-miuk #% B is an established compound meaning “to gaze as far
as the eye can see,” as in the coda of the Chao-hurn: “The eycs stretch a thousand i4, wounding a
spring heart” B#&+ 2 5 H& <.

3. This is a favorite Wang Wei scene; cf. 05969.5.

s. Bhaek-shui & 5k probably refers to thesilvery clarity of the waterrather than to the “white
water” of rapids; cf . its metaphorical usein T'so, Hsi 24. This interpretation is reinforced by Chao’s
citation of Liu Chen’s: *‘The square pool holds white water within” % % 4-& kK (CSks 3.8b). Note
how Wang’s descriptions all take the form of spatial relationships.

7. Nong-ngiuaet ® A are the months of summer when farm work is busiest. Meng Chiao
may have becn ironically echoing this line when he wrote (19920.1-2):

Thcy have ground green mountains into dust, FLHEEE
Under the bright sun no one takes hiscase. aaRMA

The reader, expecting a description of farm labor, may be surprised to find that these hard-laboring
folk are men greedy for wealth and power, hurrying through the mountains to Ch’ang-an.

8. Kiueng-ga 48K is an interesting phrase; it can mean “the entire family” (cf. 08726.15),
but it also means to “ruin the family,”” a compound on the model kiueng-guek 4% B and kiueng-zhieng
481, . However, the kiueng-ga, “‘family ruiner,” is more often a wastrel than a lovely lady. The use
of jrhi3 § as “‘work on” is formal and archaic. In addition to the Shilt passage cited in the text, nom-
mdu & &, occurs elsewhere in the Shih and other early texts as the fixed epithet for “the fields.”

0s5914: CTs, p. 1266; Chao, p. 95; Wycc 3.4b.

Rhymes: 2 hyen, 4 zhien, 6 gen, 8 dzhen. Regulated.

Title: Hen-gin B £ is a set poetic topic, from P’an Yiieh's “Dwelling in Ease” # & (Wh 16.1a—
10a), also about life on a private estate outside the capital.

1. This line is clearly a reworking of Hsich Tiao’s (CCs 3.10a):

In azurc bluc I gaze on chill mountans. #22xy
Towcring high, thcy peer down on level land. Ll &di3

Hsieh is describing winter mountains; Wang, autumn ones. I'n his pocm Hsieh mentions the ever-
green bamboo, which perhaps explains the “azure” of winter hills, but the context of Wang’s
poem suggests that thc azure is a mist after the rain. The only other way in which autumn mountains
could grow ““ever morc azure” is by the presence of evergreens, which might seem to get brighter
in contrast to the rest of the scenc.

4. Lim-biung g B, is to “facc into the wind.”
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§—6. This very common poctic construction may be called, for want for a better term, a
“Fred” (The arbitrariness of a personal namc may redeem the construction from the questionablc
application of Western grammatical terms). One may debatc in English whether a Fred is an in-
version, a transitive (sometimes causative) verb, a modifying construction, or an impcrsonal verb.
Since none of these distinctions do or can appear on the level of Chinesc poctic word order, we may
dispensc with them assyntactic catcgories. If analogous distinctions occur on thelevel of “meaning,™
we should perhaps look for those distinctions in dcterminations from context and from the history
of specific usage of lexical items. Usually a Fred occurs when an antepenultimate verb is followed
by what the reader would assume is the subject of the verb. A Fred is distinguished from normal
word order and does have its own valuc, though that value is not a detcrmination of transitivity,
inversion, modifying construction, or impersonal verb. It is rathcr a much broader category within
which the determinations above can occur. Essentially, a Fred weakens the syntactic spacc of the
caesura and implies somc necessary rather than accidental relation between the two parts of a linc.
The use of iu # in line 5 is particularly striking and implics some special relation bet ween the spot
and the lingering of the last sunlight. Such a relation would be missing (and the tone pattern ruined)
if the line were dhd-dhou lak-njit iu. On the other hand, iu’s “having the sunlight linger there’” is
different from a topographical feature that “‘catches and keeps' the last of the sun, for which the
proper poetic term is liou % (tonally just as acceptable as iu in the third position). Except in the
special cases of causatives, which usually fall within the domain of Freds, the Fred-construction is
essentially untranslatable. Line 6 cchoes T'ao Ch'ien’s first “Returning to Dwell in my Fields and
Garden” $@ w /& : “Faint in the distance, smoke over a village” {ktk¥& 2 # (Chao). The T ao
Ch'ien echoseems to lead the way into the last couplct.

7-8. See text.

06072: CTs, p. 1298; Chao, p. 146; Wycc 4.11b-12a; Wyyh 319.8a.

Rhymes: 1 djhi, 2 jriz, 4 lis, 6 ghui, 8 ngiz. Regulated.

Title: Tziek-hié #®, literally ““massed rain,” probably suggests a pervasive sogginess and appcars
to be a new construction on the model of tziek-shui # K and tziek-sinet #H%.

1. Djhi & describes either the ““slow” rising o f the smoke or the “‘slow” burning o f the damp
wood.

2. Lei % is a goosefoot whose sprouts can be steamed. A soup of lei was supposed to have
been eaten by Confucius when he was in dire straits; see Chnuang-tz1 79/28/s9—60. That it continued
to be thought of as a food for the poor can be scen in Han Yii (17826):

From now onyou will be rich in furs and horscs, REFTES
Sutcly no longer will you cat goosef oot and bracken. INL R

Shiang #a refers to scnding food to field laborers. Jria  are ficlds just recently put into use; it may
also refer to fallow fields, but that does not seem to be the case here.

3—4. Chao cites a famous dispute about this couplet: according to the Kuo-shilt pu & £ #
Wang Wei is supposed to have pilfered and modified this couplet from Li Chia-yu's km £ &%,
EABE®. Yeh Meng-te & $ 1% (1077-1143) in his Shili-lin shil-lua 5 %3 & (Ltsh ed. 1.11a—
11b) responded that the real genius of Wang’s couplet lay in the first two characters of each line,
and that Wang had taken a dull couplet and transformed it into a grcat couplet. However, the
couplet does not survive in the prescnt version of Li Chia-yu's collcction, and while it is possible
Li Chia-yu did write the couplet before Wang's version, Li’s poetic activity generally postdates
Wang’s. Furthermore, it is unlikely that Li Chao # %, the compiler of the Kuo-shili pu, could have
had any greater authority for his claim than very old gossip. Mak-mak &% probably came to
Wang's mind from the mention of the “eastern acrcage” in linc 2: a Hsich T'iao poem cntitled
“Wandering in the Eastern Fields” #% $.® (cmphasis minc) contains the line: “Rising mists sprcad
out in disorder” 4 13 & 8 & (Wh 22.25b), withthe Wu-ch’en gloss for mok-nak as “spreading out”
% ¥4, . The context of the Hsiech T'iao usage makes it likely that in Wang’s linc it is “‘mists” that
are mak-mak, and not the birds themselves. ,

s. Chao cites two Liang poems as earlier examples of zip-dzhiing ¥ 4f : % # CLs 9.9a;
#® CLs 13.5a. The phrasc does occur earlier and clearly possesses some rcligious value, but it
is cqually clear from the Liang poems that ““practicing stillness” is an cscape from: the heat of summer,
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cqually appropriate in this poem. The gidn 4% is a kind of hibiscus whose blooms last only a single
day; it thus scrves as a meditative emblem for the impermanence of things.

6. The “fasting” hcre is obviously not completc abstinence but rather eating only pure
foods such as mallows. The poet litcrally “snaps off thc dewy mallows,” the seventh-month food
of Shil 154. Wang’s calmness, coolness, and gathering wild plants as food contrasts strongly with
the farm labor in the first half ot the poem.

7-8. Sce text.

05829: CTs, p. 1246; Chao, pp. s0-5t Wyccs.21b-22b.
Rhymec.: 2miuk. 4 link, 6 guk, 8 miuk, 10 djhiuk, 12 lnk. Unrcgulated.

1. Though “‘going out the eastern gate,” chuit dung-man %79, is a poetic act with a long
history (c.g., Shili 93). the primary association of the linc would be with yiiei-fit and the Ninetecn
Old Pocms; c.g., for # & ... P9, see Yfsc 37.3b; for & § P9, sec Yfsc 37.7b-8a; see also Ku-shih
XVI %% t £ 9. The line that follows “going out east gate” is usually some form of gazing. That
Wang has indeed gone out of the capital’s eastern gate is obvious from lines 5 and 6. It may be
objected that if Wang did indecd go out the capital’s eastern gate when he wrote the poem, the
linc would be stating fact rather than echoing past poetry. But it sccms more likely that the poetic
past was the stimulus for the historical experience and its transformation into a pocm; Wang probably
did not go out the eastern gatc becanse it occurred so often in past poetry; rather, past poetry lent a
special significance to his happening to go out the castcrn gatc.

2. The “thousand-li¥ cyc” -+ £ § is an eyc that can scc a thousand [i¥; scc note to 05845,
linc 2. Tjidng 8%, “'gallop.” “lct frec,” forms a compound with various eyc and sight words, as
tjitng-miuk %8 8 or fitng-miang %, and describes a sweeping gaze, unobstructed by anything
ncar at hand.

4. Chick 4 is the color of the south and high Yang (as well as of reddish soil, in which shade
the translation “crimson’” would be singularly inappropriate). Chao cites a linc by Ho Hstin: “The
crimson sun descends over the city round”™ F 8 TH @ (CLs 9.82). Wang’s fondness for similar
tmages may be recalled from 05984.6. Wyce notes the excellence of Wang's usc of dluian @], pre-
sumably bccause Wang avoids its more common synonymn liyuen .

5—6. Thesce lines describe the historical gecography of Wang’s gaze. Han-tan was the capital
of the ancient statc of Chao, in Hopei, and here Wang'’s gaze is surveying the roads north of the Wei
and Yellow River to the cast-northcast. Han-ku Pass lay dircctly cast on the road to Lo-yang and
was onc of the famous passes that created the distinction betwecn East-of -the-Passes and Within-
the-Passes.

7. This refcrs to Ch’ang-an’s symbolic position as the center of the empire and of the world.

8. Miuk 3, litcrally “pastor,” was the archaic term given to the governors of the Nine
Regions. Here the term is a poetic anachronism for the T’ang provincial governors and probably
suggests the embassies sent by provincial governors to court every New Year.

9-10. Hsicn-yang, the old Ch'in capital whosc ruins lay just outside T ang Ch’ang-an, is

here used for Ch'angean itself. The line probably refers to the traffic of officials—*“caps and (carriage)
awnings”’—on their way to dawn court.

1112, Such visits between the nobility and upper officialdom were an established part of
the capital theme; cf. 02762.

13-14. Having achicved great fame and favor as a court poet, Ssu-ma Hsiang-ju grew sick
and retired to the Mao-ling suburb. When the emperor sent an emissary to gather up his writings,
he found that Ssu-ma Hsiang-ju had already dicd, leaving only his famous “Treatise on the Feng
and Shan Sacrifices”; see Se, p. 3063.

29160: CTs, p. 6156; Li Yi-shan wen-chi % % 0, x4 (SPTK) 6.8b; Yii-hsi-sheng shilt chien-chu
Ei#EE3 %1 (SPPY) 2.30b; Li Yi-shan shii-chi % % L34 (Chu Hao-ling commentary rpt.
Taipci. 1967) 1.27a—27b (pp. 157-58).

Rhymes:  gin, 2 shin, 4 #jin. Regulated.

Title: The addressce is Ling-hu T ao 438, son of Ling-hu Ch'u #. For Li’s rclationship to
Ling-hu T ao, sec James Liu, The Poetry of Li Shang-yin (Chicago, 1969), pp. 18-19, 23-24.
Feng Hao (Yii-lsi-sheng shili chien-clui) dates the pocm 843-44,
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1. Li Yi-shan wen-chi reads & for #: & is nccessary for the internal parallelism. Feng notes
that this refers to Li’s prcvious activities in the two capitals. Ch'in stands for Ch’ang-an; Mount
Sung, for Lo-yang. At the time of composition, Li was away from the capitals; see Liu, pp. 20-22.

2. As both Feng and Chu note, the carp-form letter-case, literally the *“‘paired carp” % #2.
is a reference to the yiieh-fu *“Watering My Horse ata Watering Hole by the Great Wall” .%ok 3
& #7 (Wh 27.20b). The letter in the poem & probably from Ling-hu T ao to Li asking the kind of
question Li forbids in the third line; but it is possible that it refers to the message Li is sending to
Ling-hu T ao. .

3. Before Ssu-ma Hsiang-ju became a poet in the court of Han Wu-ti, he served in the court
of Prince Hsiao of Liang (S¢, p. 2999). The prince, known as a kind and generous patron, gathered
about him many of the famous literary men of the day, and in this poem Li uses the allusion to refer
to idyllic earlier times, probably when he was still enjoying the patronage of Ling-hu T'ao’s father,
Ling-hu Ch'u.

4. See notc to 05829, lines 13—14.

05797: CTs, p. 1239; Chao, p. 22; Wyec 3.8b.
Rhymes: 2 shia, 4 is, 6 lig, 8 zia, 10 bys, 12 jie, 14 zhia. Only second couplet regulated.

1. Biung-giatng @ ¥, “scenery” or “atmosphere,” had become a fairly common term in
the T'ang, but occurred only occasionally earlier; it does not, for example, appear in the Wen
I1sitan. In one way the term ‘‘scenery’ & an appropriate translation, because biung-giaéng was a term
for a scenc and ambience linked to an appreciating subject. It differs from “‘scenery,” however,
in that it is a quality of “good viewing” which one particular place can possess or lack depending
on the weather,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 # #: ““He took joy in the mountains
and waters, and whenever there was a ‘scencry,’ (& & %) he would go offto Mount Hsien, set out
wine and chant poetry, never tiring the whole day through” (Tsin, p. 1020). Herc biung-giaéng
is almost synonymous with “good weather,” and it does not entirely lose that dimension in T'ang
usages. For njit-ziekgei 8 7 1k, see text.

3. Dham-njien # % refers primarily to the mood of persons, though it could conceivably
refer to the skies as well.

4. The njiu~qi3 40 &, “as-you-please,” was a kind of rough staff used to scratch oneself with
(Chao).

7. Qii-gdi 8 8 is a “‘haziness,” probably referring to the sun shining through the steamy
summer sky. Guei i is usually the women’s chambers and tends specifically to implicate women.
It is not a place where Wang would be entertaining P’ei Ti, and Wang’s inferential description of
its sultriness seems stragely out of place.

8. Dhen-ga @ & can either refer to someone of a farm family or to thc home itself. The
former isslightly more common in poetry, and the translation reflects this interpretation. If, however,
the second meaning applies, the line becomes: “To the farm home they bring word.” The lines
that follow may be the news of spring that is brought.

9. Xigr=xiz A usually referssimply tojoyousness;but-the—usage heres!
its special application in T'ao Ch'ien’s Kuei-cl'ii-lai t2"14: *“ The trees are joyous and almost in full
burgeoning” & ik ik y4 €14 (Wh 45.28b). From this xian-xian becomes a descriptive metaphor for
vegetative growth.

10. For dham-dhim #& & Chao cites Li Shan gloss “full and level,” applied to its use in the
Kao-f'ang fu & B & (Wh 19.3a). In fact, the gloss cited by Chao is to dham-dham 3£ ;% , a descriptive
binome closely related to dliam-dlian. Soon after the usc of dliam-dham in the Kao-t'ang fu, dim-
dham occurs (Wh 19.3b), where it is glossed as “the manner of water shaking” on the authority
of the Shuo-wen. The contradictory meanings of “still”’ and “agitated” appear in early glosses of
the character dham alone, and both meanings appear in literary uses. I have decided to keep agitation
(*“churning™) on the authority of the Shuo-wen gloss. The use of shraeng # is interesting, because
it may suggest that the waters first “appear” (i.c., rise) against the banks or embankments meant
to contain them.

12. The use of the pronoun ghis &, “their,” is a strong mark of the ku-shik style in general
and the style of T’ao Ch’ien in particular.
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13. Chao feels constrained to note that chrek ¥ refers to P’ei’s walking stick rather than to
“plans’; the line could easily, but perhaps incorrectly, be read “‘make ready plans to return.”

14. Gam-gau % 4 means literally “to be so bold as to inform you.” The “boldness,” gam,
was conventionally used with conveying opinions and information to the court or superiors. Its
use here is surely playful, a mock trepidation in telling P’ei he should go home because Wang, the
“farmer,” has to attend to his seasonal duties. P’ei, indeed, has a special obligation to leave Wang
alone because nong-zhia B8, “time for farming,” is something one should not interfere with,
a time “‘not to be missed””: 7. ik Bt (Mencius1A.3).

CHAPTER 5

05732: CTs, p. 1221; Wyec 4.13b; Tses, p. 243.

Rhymes: 1 lo, 2 djio, 4 njio. Regulated.

Title: Ts'ui of the title is Ts’ui Hsing-tsung % & 7%, onetime Omissioner of the Right and at this
time living as a private citizen. Lu’s quatrain is one of a series written during a visit by Lu, Wang
Wei (06144), Wang Chin (06159), and Pei Ti (06191). There is also a quatrain in the series by
Ts’ui himself (06197) ; see Tscs, p. 243.

1. Qiaéng 8 means “to cast light on” something, “to have light cast on” something, *to
reflect,” or to have two colors or forms “offset” one another. Probably from the meaning of having
one object showing up through another, it can mean “screen” or “conceal.” However, in specific
poetic usages, it is often very difficult to tell which of these relationships is implied. In many cases
it seems to refer to something ‘“‘half-hidden” (e.g., 07101.6; 18031.2), but it is often very difficult
to tell which of the objects is in the foreground; e.g., in 10064.6 % # & 84, we do not know if
the villages appear “against a background of bamboo” or if they are “‘half-hidden in the bamboo.”
As giaéng suggests, the juxtaposition of colors and forms is seen as “casting light.”” In the case of
this line, because the visitors must rely on the evidence of their ears, giaéng, usually a visual word,
must mean either “hiding,” or it must be something like “sunlit.” From other uses of giaéng-djiuk
8% 47, the former interpretation seems more likely.

2. The point of this couplet is that while approaching Ts’ui’s dwelling, the visitors heard
evidence of human presence, but when they came closer, 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. Gou-ngua & BK, “torest on high,” is what a recluse does; g combines the physical “height”
of mountains with the moral “height” of noble values and an “aloofness” of disposition which
keepsiits distance from the common world. The connection between “resting on high” and sickness
can be seen in the title and first lines of Wh 26.8b—9a.

4. Huan-dé 5 3§, the “circling wall,” has canonical echoes as the humble dwelling of a man
of learning; see the Ju-hsing $§ 7 chapter of the Li-chi: “A man of learning possesses an estate of
one mdu[ca. 1.82 acres), a dwelling with a low circling wall” % —~RXEXRXF (SPTKed.,
c. 19, section 41, p. 180). The implication is that a scholar should live in humble circumstances, and
indeed, the “low circling wall’” characterizes the dwelling of the anonymousrecluse of T’ao Ch’ien’s
Wu-liu hsien-sheng chuan 5.¥p % 4 18 . Mung-lung ¥ #, suggests not only a dense tangle of vegetative
growth, but also involves concealment, as is appropriate for the recluse. The implication is clearly
that the low wall is overgrown. This juxtaposition in the last line is striking, and it would not be
inapproptiate to hear it behind Tu Fu’s famous “Ghysn and Kusn—one worn out man of learning”

- B iE (11627).

06270: CTs, p. 1334; Hyylc in TjhTs, p. 110; Khcin TjhTs, p. 188; Chcin TjhTs, p. 324; Yhcin
TjhTs, p. 376; Wyyh 318.2b-3a; Tscs, p. 285.

Rhymes: 2 sim, 4 lim, 6 qim, 8 ghyim. Regulated.

Title: Hyylcadds 8t before the title; for & Khe reads . The frequent early anthologizing of this
poem attests to its popularity, due largely, I suspect, to its third couplet.

1. For 2 Hyylc reads & and Khcreads 4 ; note that Khe again unimaginatively reads # for
8 in line 4.
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2. Qisn-sim M. is a new compound, probably a variation for the sake of rhyme on the com-
mon qidn-dzhieng 4% . Shracng qisn-sim % t&.< literally means “it gives rise to a reclusive mind/
heart.” .

4. The Feng runs into the Wei just upstream from Ch’ang-an, and its course lies between
the capital and the Chung-nan Mountains. For the problems of giaéng 8, see note to 05732, line 1:
either the Feng “‘reflects the gardens and groves,” or it reflects light back upon them.

s-6. This famous couplet is an excellent example of poetic diction: literally * Roof covers
pass-through-winter snow; courtyard darkens not-yet-evening shadows.” It is clear that the snow
is what is doing the covering and the shadows are doing the darkening. We have a Fred that resolves
nicely into a passive, with the giu # marking agency implied after the verb (see 05914n, 1. 5-6).

7. The descriptive binome leu-leu X £ implies vastness and tranquillity; its primary semantic
element is “emptiness.” The njin-giaéng A 3%, which the Su villa lies beyond, echoes the “‘realm
of men”” within which T’ao Ch’ien built his reclusive dwelling in *“Drinking Wine” V.

06291: CTs, p. 1337; Hyylcin TjhTs, pp. 110—11; Twt 16A.11a; Wyyh 155.2b; Tscs, p. 284,

Rhymes: 2 duan, 4 han.

Metrics: Note the violation on tzéi & in the third line: it is interesting in connection with Tsu
Yung’s assertion of the pocm’s completeness, that this violation would be acceptable as the seventh-
line, fourth-position violation that often occurs in an eight-line regulated poem.

3. Under the pressure of composition to a set topic, a poet can always raid the Wh, as Tsu
Yung has done here and in the second line. What comes to Tsu’s mind is a couplet of Hsieh T’iao
(Wh 27.7b):

At theedge of the douds, Ch’u’s mountains appear, L X3 X}
Beyond the woods, Wu's peaks are tiny. A RN

Though the use of biu % would not have puzzled anyone with much education, its formality is
evident in the fact that Li Shan felt it necessary to gloss it as “beyond” #+4.. The more common
nguai 9 would haveserved Tsu Yung justas wellin the tonepattern, but it lacked the formal elegance
of bi&u.

06417: CTs, p. 1368; Hyylcin TjhTs, p. 89; Yhcin TjhTs, p. 380; Wyyh 166.6a—6b; Tscs, p. 288.

Rhymes: 2 ngéu, 4 kéu, 6 déu, 8 hdu, 10 séu.

Metrics: Note that this is one of those ‘“‘old style” poems that willfully avoids any couplet that
might seemregulated. Occasional ““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 any accident that the poet is a southeasterner writing of a southeastern
location on a theme that stands opposed to the public demands of capital poetry.

Title: Jo-yeh Creek runs beneath jo-yeh Mountain in Shao-hsing County of modern Chekiang,
and from there into Mirror Lake. This is the famous “Washing Gauze Creek”” %% % where
the ancient beauty Hsi Shih was discovered.

3. For & Wyyh reads 4.

4. For 1€ Wyyh reads # .. The trail of lowers coming out of the creek’s mouth indicates
that blossoming trees lie upstream, and the poet, on entering the creek, will be going up toward
the source. The association with Peach Blossom Spring is particularly strong here.

s. The phrase tziti-ia ##, “‘to meet night,” “‘at night’s edge,” is very unusual for this use
of tzi&i as “reach”; it usually occurs only with “‘reaching” physical things.

6. For & Yhc reads 3k, presumably to have the poet gazing wistfully back toward the
capital-—an incongruous suggestion.

7. long-iong %% was a binome from the Clr'u-tz'u, not then in common use in shih. Iong-
iong describes the rolling of waves; see Wang Yi's gloss i $. Underlying the usc here is the common
compound “‘mists and waves” or “misty waves,” gen-ha 1 & .

8. For B Hyylcincomprehensibly reads &..

9. Here I follow the interpretation of tsid B as iE, *‘just now at their most,” suggested by
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Chang Hsiang in Stcyths, p. 86. In T'ang poetic language the real values of some poetic particles
are perhaps the most difficult elements to recover. The general practice of those studying poetic
particles is to list the classical glosses, then see which make the most sense in a given line. Chang
Hsiang, in contrast, often extrapolates from contexts, sometimes successfully and sometimes not.
But particles add a subtle quality of tone or mood to a line, and we should not feel secure with
cither system of resolving their mcaning. There is a great differcnce between the true and the
plausible. Equally plausible resolutions for tsid here are glosses like &, “‘still a rolling flood” or 2,
“have become a rolling flood.”
10. Literally “I want to be a fishing-pole-holding old man.”

06171: CTs, p. 1313; Wycc 4.22; Tscs, p. 241.

Rhymes: 2 lid, 4 gé. Unregulated.

Title: Mian-haéng is an apricot wood with straight grains, poetically associated with the beams
of a fine dwelling; e.g., Wh 16.12b. As in most of the poems of thc Wang Stream Collection,
nothing in P’ei’s poem could be construed as aresponse to Wang’s poem on the same topic.

06229: CTs, p. 1326; The poem occurs in the T’ang-yin t'ung-chien (which was probably the
source for the CT s version), and the Tytc had a source for anumber of Ts’'ui Hao’s poems which
is either no longer extant or which I have not been able to locate.

Rhymes: 2 sien, 4 jhiuen; s gén, 6 ghidn, 8 dzhin. The second rhyme group in this poem is 'ung-yin.

2. This suggests she is going to meet a lover.

5. Gén % implies a special keenness or sharpness to the wind; cf. 08027.15 for a similar usage.

6. Heng-t'ang # % could be the Heng-t'ang near Hsiang-yang, thus evoking the ambience
of the yiieh-fiu “Songs of the West” & d; cf. 20662.1, where Heng-t’ang is obviously near Hsiang-
yang. But here it is most likely the Heng-t'ang embankment near Chin-ling, as in Ts'ui’s 06251.

7. A river’s being liok #, “dark green,” suggests a southern o r southeastern river and evokes
the ambience of Wu; cf. 05539.3; 06650.1.

8. Sim-ziti +S# with related compounds like dzhieng-zii 4k, qi-zii &4, and sia-zidk
®.4% , are a group of terms describing emotions. Members of the compound group first appear in
the Southern Dynasties, and the group becomes common in the T’ang. Ziit is used twice by Lu
Chi in connection with emotions, in Wh 16.19b and 24.25b. These tcrms do not so much describe
general emotions as refer to emotions about something or stirred by something.

06244: CTs, p. 1329; Khein TjhTs, pp. 155-56; Yhcin TjhTs, p. 365; Tec in TjhTs, p. 615; Twt
16A.9b; Wyyh 312.6a; Tscs, p. 311.
Rhymes: 2 lou; 4 iou, 6 jiou, 8 jrhiou. Second half regulated.

1. CTsnotes % # as a variant for & %, but no early text supports it.
- 2. For 3t Khcand Wyyh read #. For §¢ Ttcreads ff and Wyyh reads #&.

4. For  Khc reads 2. The image is of the skies in which the crane never returns:

5. Han-yang is near where the Han River empties into the Yangtze.

6. Parrot Isle lies in the Yangtze near this spot. It is supposed to have received its name
because Mi Heng, author of the “Parrot Fu,” was killed there.

06522: CTs, p. 1387; CKhsc 2.9a.
Rhymes: 2 mdu, 4 hidu, 6 tzidu, 8 tz0u, 10 lidu, 12 idu, 14 dou, 16 bidu. Unregulated.

2. The T’ang mdu was about 5.8 acres, so Ch'u’s farm is approximately 174 acres.

3. In other words, silk from mulberry-eating silkworms and millet for food.

7. As in the Cheng interpretation of Shih 82. CTsgives ¥ as a variant for §.

10. Asin line 11 of T'ao Ch'ien’s first Kuei-yiian-t'ien chii %% 8 @ & (CTisins 6.52).

11. The use of jhimg % here is somewhat strange. One can jhiang-nginaet & A, jhiang-shis
%8, or do something jhiang-njit % 8, but in these cases jhiang does not really mean “during.”
One parallel usage occurs in an “Unclassified Poem” of Ho Shao (Wh 29.31a), where a chill wind
rises jhiang-ziek % 5, but the usage is sufficiently unusual for Li Shan to gloss jhiang as # or #&.
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Jhiang means to ““carry” or “ride,” and thus to “go along with.” In Ch’u’s poem it must mean
that the friends return “with the coming of night.”

12. Literally, the winds blow through ‘“‘door and windows.” Note that the “chill winds"”
are what jhisng-ziek in the Wh passage alluded to above. This is a good indication that Ch'u had
Ho Shao’s poem in mind when he invented jhisng-id % 4 .

13. Tsign 34, applies to water and is appropriate here because the Milky Way is a “‘river.”
Ch’u’s compositional technique was strongly associative, and his associations here move among
the “unclassified poems” and related Old Poems in chiian 29 of the Wh. Here Ch’u is unmistakably
echoing “Old Poem™ X: “The river 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 Wh 29. Fu Hsiian’s “The Dipper swiftly rises and sinks” 3t.3 2 & % (Wh 29.26b). The intrusion
of the solitary and pensive mode of Chien-an and Wei poctry into a georgic vignette is characteristic
of T’ao Ch’ien’s poetry.

16. This is reminiscent of the closing invitation of T'ao Ch’ien’s “Drinking Wine” IX or
of Wang Chi 02606. The closing invitation to have a drink becomes common in T’ang poetry,
the most famous examples being 11139 and 22761, the latter being particularly close to Ch'u’s
ending here.

06503: CTs, p. 1385; CKhsc 2.3b—4a; Hyylcin TjhTs, p. 97; Wyyh 319.11b; Tscs, p. 323.

Title: Hyylc omits 8; Wyyhreads &tk for ¥ .

Rhymes: 2 tzis, 4 zhis, 6 jria, 8 biai, 10 gisi, 12 byi, 14 giuai, 16 ie. T'ung-yiin. The fifth and seventh
couplets are unregulated. The first line has compensatory violations in the fourth and fifth
positions, and the second and third couplets are two “A” form couplets.

1-2. This is an echo of T"ao Ch’ien’s Kuei yiian-t'ien chit $ B @ & 1l (CTsins 6.5a). Bho-iep
# & are the leaves of a kind of cattail or calamus (chiang-bho & 3 ). Lines 3 and 4 suggest these
serve primarily as seasonal markers, but the white parts of the roots are also edible. For & Wyyh
give {5 asa variant and notes that this is the reading in Ch’u’s collected works. Though this is not
the reading in the present version of Ch’u’s collection, there is no reason tosuppose that the collection
as possessed by the Wyyl1 editors was superior.

4. Injunctions not to miss the proper time for farming occur often in early texts; see note
10 05797.14.

5. Though DKW glosses ngiaeng-jhin i# & as “toward dawn,” ngiseng has an almost ritual
significance, as when the emperor “‘greets” the seasons, the new year, or the sun.

6. The dung-jris % % are referred to elsewhere in Ch’u’s poetry (06512) and may be re-
membered as the scene of farm labor and repose in Wang Wei 06072; sec note 06072.

8. Here and in line 13 Wyylireads & for &.

9. There is a question whether the hop 4 refers to the “joining together” of the crows’
voices or their actual “‘coming together” to form a flock. The former seems more likely. Duk-sdu

| %kef is an original compound combining *“pecking for food™ and sau, the raucous sound of many

birds.

10. Though ngan-ngau K originally had the association of the sad cries of geese from
Shil1 181, it came to be associated with any sad cries, espccially from groups. It is impossible to tell
if S is dhéu-giai, “telling of their hunger,” or dhdu-gisi, “hungry on their ways.” One does find
some remote parallels for the second, but I suspect dhdu-giai is the more likely here.

11. The discussion of chrisk-gian jis sim & 2.2 can be found in Mencius 11A.6. It is the
“origin of humaneness” 1= % &,, which makes a person respond to a child about to fall into a
well, regardless of knowing the parents or hoping for personal advantage. We may doubt,
however, that Mencius would have approved of the application of it Ch'u Kuang-hsi has made here.

12. The referent of lidng @, ““both,” is uncertain, but I take it as the poet’s sympathy for
both the starving crows and for the earthworms that are about to be eaten.

13. Wyyh reads &R #@ K. The use of bat # here is difficuit. Since the poet has been
plowing, it must be sceding time; otherwise it would be tempting to take baf in its common sense
of “pull up” (cf. # ), the poet taking out growing grain and giving it to the crows. The same
meaning of bat could conceivably be applied to the poet “taking out” seed grain and giving it to
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the crows. I prefer to take it in the sense of biaet £, as ““distribute,” to cast the seed grain out for
the birds to eat.

15. For # Hyylc reads the equally plausible %.

16. Ie-sim 4§ . is a variation on the more common ie-dzhieng 15 t% .

06446: CTs, p. 13745 Ckhsc 1.2a—2b.
Rhymes: 2 liou, 4 gou, 6 jiou, 8 bhiou, 10 iou, 12 jion, 14 xiou. Unregulated, except for second couplet.

1—2. In other words, each loves to be closer to the source.

4. Zhiue-gou & 44, literally “to let the hook hang down,” is a conventional kenning for
fishing. The question of the line lies in dzhiem %, “hide,” whcther the hook is hidden from the
sight of the fisherman (as it obviously is), hidden from the sight of the fish (as the bait is not), or
the fisherman’s position is hidden from the sight of the fish or of other people; see line 6.

7. Dzhitng-ngiaen # % is probably simply “calmly” or “silently,” with the ngisen inter-
preted as a particle, as in Shih 26: “Silently brood on it” 4f 5 & Z.. Shih 26 begins with the image
of the “drifting cypress boat,” which is comparable to the fisherman’s situation here; furthermore,
Shih 26’s 35 2 is clearly parallel to Ch’u’s # & 4:, though the misery implicit in the Shih line is
inapplicable. In Ch’u’s poem the parallel with gan-dzhu 4 4 might suggest that the ngigen is
actually “speaking,” but it is interesting to note that a Lu Chi use of dzhifng-ngiaen in parallel to
“long whistle” & < has Shih 26 given as its source by Li Shan (Wh 28.1b). What this suggests
is that a sophisticated T’ang commentator like Li Shan saw parallelism simply as a matching of
characters, whether those characters formed a semantic pair or not; i.e., ngiaen used as a particle
in its Shili sense can be set in parallel position to a verb of the same kind like dzhud and still not be
forced into the meaning “speak.” This is all the more remarkable here since dzhiéng and qan form
such a perfect match. Jiung-shi 345 is literally “ending and beginning,” commonly used from
early texts on to mean “from beginning to end,” “continuity” of an event.

8. Djhim-bhiou 3% is a common antithetical compound for ‘“quiessence and activity,”
“hiding oneself away and coming forth.” Precisely what object in the scene scrves as the contem-
plative emblem of djhim-bhiou is uncertain.

10. Literally, “His mind, faraway, wanders with the clouds.” In literary Chinese, if one’s
mind is “‘on something,” the mind is “out there with it.”” Cf. Lu Chi, Wen-fu X #: “Intention
gocs far, far, and looks down on the clouds” % 8 @& &, or in the Shen-ssu 7 & chapter of the
W en-hsin tiao-lung : ““Thus, when the principle of thought is at its most essential, the spirit wanders
with things” % 252 & & Lt (p- 80).

11. Ngiaek-lang # 38 is used to describe waves that cause difficulty for boats, presumably
“waves which run against” the boat. It may also be taken as a verb-object compound, “to go
against the waves.” This is one of those English grammatical discriminations which is not made
in the physical scene or in poetic Chinese.

12. Ts'ang-chou lies in modern Hopei, not too far from the Yellow Sea.

13. Echoing T’ao Ch’ien’s Kuei-ch’ii-lai tz’u: “l have made my own mind the servant of
my physical form” B & 745 & # & (Wh 45.272).

14. I have taken here what is perhaps the less likely interpretation of haeng-xiou i1k as
“moving and halting,” because it more perfectly fits the context. However, haeng-xiou is used
in the Kuei-ch’ii-lai tz’u, and especially considering the allusion to the Kuei-ch'ii-lai tz’u in the
preceding line, it should be perhaps taken in the sense it is used there, as “‘about to die™: “I am stirred
that my life will soon be over” # &4 Z {74k (Wh 45.292). In this case, Ch’u’s line would read
““His joy is in being about to die.” Note that this is very different from saying that he awaits death
with equanimity; rather it means that his joy resides in death’s proximity—an extreme sentiment
to say the Jeast.

10384: CTs, p. 2224; Juan, pp. 119-20; KCsc 5.3a—3b.
Rhymes: 1 séu, 2 shidu, 4 kéu; s qiai, 6 giai, 8 ginai. Unregulated.

2. Djis-ngén 8 % is not the usual way to say “fix one’s gaze™ (but cf. 10793.5), and the
construction scems to'be an expansion of the paradigm of compounds like tjigng-miuk %% €. Note
that following the verb-less first line, there are three verbs of motion in this line.
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3. Literally, “he wants to get to know his family name and given namec.” The wordiness
of this line is appropriate for the heptasyllabic song style.

4. The use of ta f& as a third-person-pronoun direct object is strongly colloquial at this
period; its use contrasts to old style and prosaic ji2 2, and to the tendency of poetic diction to
omit the dircct-object pronoun altogether or use siang 4. See also the use of lip-tzi& % F in line s,
and leu-dok # 4%, instead of the more poetic gizng A.

7. For mio dhéng-ji5 # 5 ,b, sce 08070. 14, where it describes the “never-resting” changes
of fortune.

06469: Cts, p. 1377; CKhsc 1.7a~7b.

Rhymes: 2ghisk, 4 shrisk, 6 sizk, 8 jriak, 10 djhisk. Unregulated cxcept for the third couplet.

Title: Mao Mountain ¥ 4 was, of course, the center of one of the most important Taoist covens.
The references to the “peak of immortals” and to “pines and cypresses” in the end may suggest
the coven, but on the whole, the poem is a straightforward landscape poem.

1-2. Note how much closer Ch'u stays to the Hsich Ling-yiin model than Meng Hao-jan.

3. Chriu-giaéng 41 % refers to the “new light” of spring,-or to the “new sccne,” chriu-giaéng,
from its use in a landscape poem by Hsieh Ling-yiin (Wh 22.12a).

4. Thisuse of liom 4 as a vegetative scene “holding in” some color or quality like “moisture”’
is common in poetry.

s. The initial njis ® is decidedly prosaic.

6. Besides indicating wish or fulfillment of wish, as I take it here, leu ¥ may mecan “‘for
a while.”

06648: CTs, p. 1418; CKhsc 5.11b.
Rhymes: 2 misn, 4 ngiaen. Regulated.

1. In common poetic usage, gu # may mean “stop by’ as well as “‘pass.”

2. Hueén-bhiuk #% A& are robes of black and yellow (the primal colors of Heaven and Earth),
and were associated with wealth and glory.

4. Hom-dzhieng 4-f% usually does not mean simply to “have feelings” about something,
but to “keep one’semotions hidden’’; see Li Shan gloss, Wh 22.26b. Pén-ngiaen i ¥ is anincomplete
statement, the full meaning of which must be inferred.

06649: CTs, p. 1418; CKhse 5.11b.
Rhymes: 2jié, 4 /6. Regulated, tse rhyme, sequence of two *“A’’ form couplets, with compensation
in the first line.

4. This is a striking use of the evidence trope, perhaps serving as the model of Tu Mu’s
famous (28142):

Who would have known on the West of Bamboo Road D tr &L
That Yang-chou is there, where the songs and piping are, L& X 21

06660: CTs, p. 1419; CKhsc 5.13a; Wyyh 204.9a; Y fx 29.6b.
Rhymes: 1 biai, 2 qi2i, 4 giusi. Regulated.

2. Lo-gisi ® & are the mark of a fair lady, but singularly inappropriate for the far north.
3. For B Yfs reads ¥. Ghidng-lai % £ does not means that her attendants drag her out,
but rather that they urge her or insist. She may, in fact, be compelling herself to go out.

CHAPTER 6
0s9s1: CTs, p. 1273; Chao, p. 209; Wyyh 268.6a.
Rhymes: 2 shriu, 4 liu, 6 shin, 8 xiu. Regulated.

Attribution: This poem is attributed to \%/ang in the Wyyh, and Meng Hao-jan’s collection is
given as the source. It should surprise us neither that such a poem does not appear in the early
edition of Wang Wei’s collection nor that it does not appear in the SPTK edition of Meng’s
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poems. Occasional poems like this were often excluded from collections, and it may even be
that Meng retained the only copy; furthermore, Wang’s collection was compiled from what
could be gathered together of his works after the An Lu-shan Rebellion. The Ying-k'uei lii-sui
attributes the poem to Chang Tzu-jung; however, the Wyyh, for all its faults, had access to
better and earlier sources, and in this case is precise about its source.

1. For & Wyyh notes that the “collection” (presumably Meng Hao-jan’s) reads . Bhiou 4§,
is clearly the easier reading.

2. Shiti-dzhieng # 1k are feelings like desire for advancement, fame, and profit.

3. The structure is unusual here: the prosaic exhortation in this line is cxplicitly a comment
on the topic of the first two lines. Though Wang uscs djhiang-chrek £ #. elsewhere (05922), the
phrase has a history of political usage, like **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. Dhen-shid @ 4 was a hut built in the fields during the the season of fieldwork.

7. This line is strongly colloquial.

8. Xiaen g is literally to “present [the “Master Emptiness” fu to the throne)].” In the context
of parting poctry, this piece by Wang to Meng Hao-jan is singularly cool. The expected statement
of personal loss at departure is totally absent. Even the praisc of the private life is directed specifically
to Meng’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 distinct indifference in Wang
Wei’s poem and a petulance in Meng Hao-jan’s (see 07698).

07623: CTs, p. 1623; Yu, pp. 1-3; Hsiao, pp. 1-2; MHjc 1.1a; Wyyli 219.4b.

Rhymes: 2 tsui, 4 ji, 6 kisi, 8 ghyt (t'ung-yiin), 10 sui, 12 mi, 14 i3, 16 213, 18 qi3, 20 ki.

Title: Yu notes threc different Fragrance Mountains, two in Honan and one in Kiangsu. Though,
as Yu notes, it is uncertain which is meant here, the landscapc described best suits the lower
Yangtze region. Furthermore, in another poem to thc monk Chan (07609), Meng speaks of
his “late (in lifc?) path” & i&, which if referring to his life, would more likely be from the time
of one of his visits to the lower Yangtze region than to the time he was in Lo-yang (Honan).

t-2. This couplet is modeled on the opening of Hsieh Ling-yiin’s #&#%#& @ ¥R
B HAERTH F4H4L (Wh2s.352-35b). As Yunotes, kung-tsui % & appcars in Hsich Ling-yiin’s
#® 6 # % (CSs3.11b—12a), but not only does the usage there suggest the phrase was already in use,
it had gained even greater poetic currency during the T’ang. Kung-tsuiis literally “cmpty (formless
or of the sky) azure,” and the tsui refers either to mists or vegetation. Though Meng’s own “Empty
azurelets fall (sinks to) the yard’s shadow” % 2 £ & & (07755) tendssomewhat to theside of vegeta-
tion's azure, Wang Wei's “Empty azure soaks a person’s robes” % £ & A& (06123) almost surely
refers to mist (because with kung vegetation would require a distant perspective, which is not the
case here). Also suggesting the predominance of the sensc of mist is P’ei Ti’s “Mountain azure
brushes a person’s robes” L2 # A & (06170); clouds and mists are more often said to “brush”
and “sweep” than vegetation. One could say that the mountain was “in” the azure vegetation,

but it scems more plawsible to have it in azare mists. This then would be picked up in the pian-giuan
RE of the following line.

6. The “incense in air,”” xiang-kisi % &, by which the poet recognizes the presence of the
temple, is also the “fragrance,” xiang %, of Fragrance Mountain.

9. Zhick-man 5 P} were standard elements of a secluded mountain dwelling. The use of
zhio 3 here is peculiar and is without close analogue in the Wh or contemporary poetry. It could
relate the two elements that surround, having the gate “hard by the ravine, but it seems better
to take it as modifying xak %%, a ““sheer ravine” or a “strange ravine.”

10. Djiuén # is the standard way to mark continuous change of state in poetry.

11. Biaep-liti 318, as noted by Yu, is a kenning for a monk; see CLw 6.16b. It is only one
of scveral such kennings appearing in the Southern Dynastics; e.g., #4# (CLw 13.13b).

12. Tsieng-dham % 3%, translated freely as “speculative discussion,” is the form of clever
philosophical chat which flourished in the third and fourth centuries. Xéu bist mi %, 7% is literally
“(even) at dawn we do not sleep.” Note that the poem begins at dawn and comes here to dawn
again, at which point the poet begins his meditation.
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13. M % also carries the sense of “‘admire.”” Thus, the line could easily read: “1 have admired
the truc recluse.”” The genuineness of true reclusion is no hollow attribute; the alternative *false
recluse,” who pretends to lead a hermit’s life while actually awaiting an invitation to serve, was
satirized in the Pei-shan yi-wen 3t.4 4 X (Wh 43.35b—40b).

14. Leng-i> & £ initially referred to specifically supernatural phenomena, but like many
such words, it was steadily diminished until it came to refer only to what was “‘extraordinary,”
great men and fine landscapes. In the translation I have kept something of the otherworldly quality,
even though Meng is not hoping to find feys. Rather, the bucolic scencs of the next couplet are
a spiritual leng-i3.

18. Gé-qid % #% is difficult: it is usually cither a significance embodicd in the past or derived
from thinking on the past. Dhai-bsk % 8 might be taken as ““mossy cliffs,” but these would seem
to provide cternal verities; g6-gi3 would more likely come from reminders of mortal impermanence
on moss-covered walls. The use of njieuw # is particularly striking, and the line as a wholc has an
element of catachresis which is rarc in Chinese poetry.

19. Ngiuaen-ngiaen &3 is a Shili phrase interpreted as “constantly,” which was occasionally
borrowed in later poetry. (ngigen servesas a particle, as is common in the Shih). Dhiou 4%, howcver,
usually refers to only temporary lodging, and thus runs at cross purposcs to nginaén-ngiacn. I have
decided to keep the more orthodox interpretation of nginaén-ngiden, but it is possible that Meng is
using the phrase in the sense of a Wu-ch’en gloss as “longing” 18 2 (an interpretation based on
its context in the Shih); see gloss to use in a letter by Ts’ao P’i to Wu Chin, Wh 42.10b. In that
case the line would read, “‘l ycarn to lodge on this mountain.”

20. As Yu notes, the last linc here is identical to the last line of Pao Chao's Yung-shih shih
k£ ¥ (Wh 21.23b). The Clmang-tzu passage cited by Yu (deriving from Li Shan’s note to Pao
Chao’s line) is not directly relevant.

07644: CTs, p. 1627; Yu, pp. 79-80; Hsiao, pp. 55—56; MHjec 1.15b.

Rhymes: 2 dhep; 4 tziep; s xiai, 6 giai, 8 ginzi. Rhyme shifts are 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 effect is strange in a short pentasyllabic poem. The tone pattern is equally unusual:
the first two couplets avoid any hint of tonal balancc, then when the poem shifts from a tse to
ap'ing rhyme, a regulated rhyming couplet appcars (appropriatc only at the beginning of pocms).
Then the seventh line breaks that pattern up violently with a scrics of four level tones in a row.

Title: Yu quotes a poem by Shen Yiieh and a tetrasyllabic poem of P’an Yiieh, cited by Li Shan,
associating the phrase ts3i-dzhieu 3£ 48 with P’an Yiieh. This, however, seems unnecessary; *“‘gath-
ering firewood” is simply a bucolic activity.

2. The djhiong-dhep & &, “layering,” of the streams occurs because the poet encounters
stream after stream as he goes up and down the hills. The term is more commonly applied to the
mountains themselves. The linking device whereby shim-shren 3£ d, is inverted and repeated has
been seen earlier in 07623 and is a strong mark of “old style” poctry.

3. Bang M, marking the collapse of mountains, states, city walls, and the deaths of emperors,
is a powerful word in this context, and it indicates that the bridge secms to have fallen in onc cata-
strophic crash, rather than a gradual crumbling. Ngua-jrha &, a “recumbent log,” is an unusual
phrase; as jrha usually refers to a log in the water, Meng is using the log to get across the stream.

s. The bhdn 4# may suggest that Meng went gathering firewood with others, but more
likely the “companions’ arc figurative, other people encountered by chance in the mountains.
The emptying out of the mountain landscape with the coming of evening was onc of the events
commonly noted in reclusive poetry.

6. Bhéi-qisi & are not really “burlap robes” but robes woven out of a kind of creeping
vine; these form the mantle of a true recluse.

7. “Long songs” are a specific yiieh-fu category on the brevity of human life, but here, as
often in T’ang poetry, the poet is simply singing a long time.

07646: CTs, p. 1628; Yu, pp. 40-41; Hsiao, pp- 32-33; MHjc 1.8a—8b; Wyyh 291 .6b.
Rhymes: 2 guat, 4 bat, 6 kuat, 8 mat, 10 tat, 12 xuat. Meng Hao-jan tcnds to intrude one or two
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regulated couplets into hislonger “old style” poems; here the fourth couplet is loosely regulated
(ki & being a moderate violation in line 7), and the fifth couplet is perfectly regulated.

Title: As Yu notes, Yii-p’u recalls one of Hsieh Ling-yiin’s finest and most famous landscape poems,
“Fu-ch’un Isle” § # i% (Wh 26.33a—34a). It is hard to imagine that Meng could have written on
this landscape without Hsieh’s poem in mind. Both poems derive a spiritual liberation from the
cxperience of the landscape, but in contrast to Hsieh’s strenuous description of the landscape’s
physical form and complex meditation on its significance, Meng Hao-jan’s poem is almost
willfully rambling.

4. Bat 4% is a problem: in this context it should mcan to “punt” the boat. If shieng & is the ~
subjcct of bat, then it must mean something like “issue forth,” but if the boatmen are the implied
subjects, as I take it, then it is used for “*handle (the oars).”” Thus, the line is literally, “Oars’ sound—
in darkness they mutually ply them.”

5. Kidi-ziang R £ is a term suggesting both “atmosphere,” in the sense of ambience, and
“weather,” specifically the signs of the weather.

10. As Yu notcs, “otters off cring fish”” alludes to two passages in the Li-chi: one, in the Yiieh-
ling H 4, associates the event with the first month of spring; the other, in the Wang-chih £,
explains that otters take carp, display them in all directions, then offer them and donot eat them.

07734: CTs, p. 1645; Yu, pp. 158-59; Hsiao, pp. 79-80; MHjc 3.3a.

Rhymes: 2 dhan, 4 guan, 6 kuon, 8 han. Regulated.

Title: Ch’ien-t'ang County was in the area of Hang-chou (modern Chekiang). As Hsiao notes,
Yen, otherwisc unknown, must be the county magistrate. Iii # may indicate siinply “accompa-
nying” a pocm of the same title by Yen.

1. As Yu notes, the first line involves an elaborate play on bhaek-li B 2. as the domain of
a county magistrate, a common reference. This is complicated by a double reference to the Judge-
ment under hexagram si, fin &, “Shock™:

The Shock comes terrifyingly, KEMK
Then laughter, ho-ho: i LTogep
The Shock startles a hundred miles, i‘-ﬁ- ) 4
Docs not make onc lose ladle and fragrant winc. T&bLe

Through this text the thunder shock is always thought to have a rangc ofa “hundred miles,” bhaek-
Ii5, and as Yu notes, when Mei Sheng describes the metaphorical thunder of the Ch’ien-t’ang bore,
its sound can be heard a “hundred miles.” Yu cites the Po-K'ung liu-rieh & 3.3 #, showing how
theareaof a magistracy and a thunder shock are combined in the kenning Luai-biong %3, a “Thun-
der fief,” for a county magistracy. Thus, if we were to try to incorporate these associations in the
translation, the first line would read, “Across your domain of a ‘hundred miles,’ the thunderous
sound of the tidal bore rolls, in its accustomed range.”

2. As Yu notes, this alludes to the common story of Fu Pu-ch’i % 7 %, a disciple of Con-
fucius, who when he governed Tan-fu spent his time playing his ch’in, and still Tan-fu was well
governed. This is, of course, a compliment to Yen, and likewise a justification of the entertainment
that seems to be in progress when the tidal bore comes.

4. If syntactic parallelism is maintained, the second hemistich of this line will read, *“gaze
out, awaiting the tide.”

5. The tsiou-hiusn #% & may refer to the spume of the tide rather than to real clouds.

6. The Po Sca usually refers to the sea off the northern coast; here it is simply a metaphor
for the sealike breadth of the tidal bore. B

7. Snow or snow-capped mountains were common metaphors for whitecaps and large
billows.

8. Qit-dzlms — 4 refers to “‘everyone present in a group.” The closing evocation of chill
is strongly reminiscent of Tsu Yung’s 06291.4.

07770: CTs, p. 1652; Yu, pp. 16465 ; Hsiao, pp. 83-84; MHjc 3.4a.
Rhymes: 2 ieu, 4 djhicu, 6 ghyeu, 8 bisu. Regulated.
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1. Miang %, the “view” of the title, unites “‘gazing,” direction, and “hopc” or desirc. Here
miang is not only the poet’s southeastern “gaze,” but the southeastern “heading” of the set sails.
Zick B are specifically “mat-sails,” and guéi # is the proper verb for “setting” them (Yu, citing
Li Shan).

2. Shui-gusk . B was a common poetic term for the lower Yangtze region.

3. Yu cites the advice of the Yi: “It is advantageous to cross the great stream” 4|3 X 1.
This is, at best, an ironic echo. The second hemistich divides more naturally jreng-li zhiep $ 4133,
“to cross, struggling for advantage.”

4. Njim 4%, translated as “‘at the will of,” is actually a more personal “trusting thcmselves
to.”

s. The intrusion of an imaginary interlocutor in the middle of a poem was common, but
more common in “‘old style” poetry than in regulated verse; here it strongly violates parallelism.

6. T’ien-t’ai Mountain X % L, with its famous stone bridge, was one of the most famous
scenic spots in the Southeast. The perilous ascent of the mountain had long becn associated with
the quest for immortality, most notably in the imaginary ascent described by Sun Ch’o in the
Yu T'ien-Cai-shan fu # X & L 8.

7. 1 have preferred to take dzlhug % in its basic meaning “‘to sit”; however, several of the
colloquial poetic usages given by Chang Hsiang in the Shih-tz’u-ch'ii yii-tz’u hui-shih would be
applicable here, especially “and so...” or “‘at this moment. . ..

8. As Yu notes, this line echoes Yu T’ien-t'ai-shan fu: “One Redwall Mountain rose clouds
rise, setting up a marker” # $%X & & & # # (Wh 11.4a). Li Shan cites the T'ien-Cai-shant’'u X & L, §
to the effect that Redwall Mountain was the “south gate” on the journey to T’ien-t’ai. Li also
glosses bieu 3 as “‘something (set up) by which a thing can be recognized.” Seeing rosc clouds
from his boat, the poet is reminded of the rose clouds that Sun Ch’o wrote of rising from Redwall
Mountain, a stage on the journey to T’ien-t’ai Ngis-zhié & & could be taken as a slightly more
dubious “I wonder if they are,” but the quality of the phrase is closest to “thcy seem to be....”

”

07729: CTs, p. 1644; Yu, pp. 168—69; Hsiao, pp. 85—86; MHjc 3.4b—sa.
Rhymes: 2 zhieng, 4 miaeng, 6 haeng, 8 lmaeng. Regulated.

1. On the advice of Daniel Bryant, I have decided here to follow Yu’s suggested reading
of & for &. The “Master of Ultimate One” K —F refers to a Taoist adept, also mentioned in
07640 and probably the adept mcant in 07683.

2. See note to 07770, line 8. Tsan-ha # &, “‘feeding on rose clouds,” or more properly
“gulping rose clouds,” was a form of Yang-ingestion commonly used in poetry to refer to an
immortal or to someone aspiring to be an immortal.

3. The Peak of Flowers was the highest ridge of T’ien-t’ai. The subject of the line could
possibly be the Master of Ultimate One, but since the verb zim &, “seck,” is the same as the “visit”
of the title, it most likely refers to the poet’s search for the adept.

4. As Yu and Hsiao note, Evil Creek was indeed the name of a prodigy-infested creek near
T’ien-t’ai, but as Hsiao suggests, the line also refers to a common story found in various versions
that Confucius or Tseng-tzu would not drink from Robbers’ Spring and/or stop at a village called
Conquering Mother because they “hated the name” £ R %; see Wh 28.1a~1b with commentary.

s. Bhing % is an elegant variation on the poetic location-marker gizi #, as “among.”

6. The use of dzhet &, ‘“‘to cut straight through,” for a water journey is rather unusual,
but not without some precedent.

07727: CTs, p. 1644; Yu, p. 147-48; Hsiao, pp. 65—66; MHjc 3.1a.
Rhymes: 2 gyim, 4 lim, 6 shim, 8 gyim. Regulated.

1. Dhi-zid f# is a compound describing one thing taking the place of another; in the
translation I have decided to keep both components, the “loss,” zid, of one thing and its “‘replace-
ment,” dhdi, by another. It is possible to take njin-jrhi> A. ¥ simply as “human life,” as does Frankel,
but here I have taken it as “human affairs” to emphasize the events and experiences in life. The
line strongly recalls T'ao Ch’ien’s: “(In the relation) of winter’s cold and summer’s heat there is
succession, loss” X & # X # (CTsins 6.12b).
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2. Hindng-lai {z % may refer to the restless physical movement of people as well as, by ex-
tension, to the “coming and going” of their lives, the change of generations. It is precisely this
process which “forms past and present.”

3. Frankel takes shidng-tzick # i# as referring to the beauty of the landscape which is *‘kept”
alone; Yu takes shidng-tziek as the “traces of glorious men.” Tziek i is usually an artifact or identi-
fiable natural thing or scene that reminds a viewer of someone thdt has been there before. Though
my translation straddles several possibilities, I think shidng-rzick refers to the “traces of men past
in the glorious scene.”

4. Nga-bsi & 3 is simply “we,” “our group,” but the group is clearly defined in distinction
from those who have been to the place in the past, hence the translation.

5. As Yu notes, Fishweir Islet lies in the Mien River (part of the Han River) and was the
dwelling of P’ang Te-kung A& # %, a famous recluse of Hsiang-yang to whom Meng refers often
in his poetry. Fishweir is thus a tzick, a “‘site” that reminds the viewer of someone past.

6. Yiin-meng Marsh would be associated not only with the ancient kings of Ch’u but also
with Ch'ii Yiian.

7. Like Yu and Frankel, | must here quote the relevant passages in the Tsin History:

” e

Yang Hu delighted in the mountains and rivers. Whenever the atmosphcre was particularly fine, he would
always go offto Mount Hsien, and there would drink and recite poetry, never tiring the whole day through.
But once, overcome by emotion and sighing, he said to Tsou Chan and others, “As long as the universe has
becn, so long has this mountain been. Many have been the worthics and great men who, justlike I and you now,
have climbed herc to gaze af ar. They have all perished and are heard of no more—this is what gives me sorrow.
If after my lifetime I still have any consciousness, then surcly my soul will still climb to this spot.” And Tsou
Chan said, “Your virtue crowns thc wholc world; your way continues that of the wise men of the past. Such
noble reputation and admiration will surcly continue on with this mountain. But for people like myself, it will
bejust as you have said.” . . . [After Yang Hu's death}, the people of Hsiang-yang crectcd a stele and built a temple
at the spot where Yang Hu used to take his case on Mount Hsien, and every ycar they would make sacrifices
to him. And not a single person who looked on the stele could help shedding tears, so that Tu Yii gave it the
name “‘the stele of tears” (Tsin, pp. 1020, 1022).
07767: CT's, pp. 1651-52; Yu, pp. 151-52; Hsiao, pp. 69-72; MHjc 3.1b; Hyylcin TjhTs, p. 92;
Yhe in TjhT s, p. 381 (incomprehensibly ascribed to Meng Chiao!); Wyyh 160.4a; Tscs, p. 348.
Rhymes: 1 shiu, 2 liu, 4 shriv, 6 djhiu, 8 xiu. Regulated.
Title: Nowm-shren # i here clearly refers to the mountains of Hsiang-yang rather than to Chung-
nan, as is often the case. It seems, however, that readers unfamiliar with the specifics of Meng
Hao-jan’s biography might easily have taken nom-shren as Chung-nan.

«

1. “Palace gates,” bok-kiuaet 3L M, are literally the “northern palace gates,” the place to
which, as Yu notes, letters seeking employment and interviews were sent; see Hs, p. 64. Zhidng-shiu
k& was a standard Han term for a memorial in the Han, though its primary sense is a “letter sent
to a superior”’; in the T'ang, zhidgng-shiu were usually addressed to high officials, often requesting
favor or advancement.

2. Bhigi ¥, translated as “poor,” is usually taken as a term of humility referring to one’s

— o wndwelling. While this is undcniably true, itis not so common in poetry that the semantic element
of “poor” disappears altogether. Note that the first couplet is not only a rhyming couplet, it is
also perfectly parallel.

3. Though one might expect mio-dzhsi & 7 (mio does occur in expanded forms; mio . ..
dzhoi), bist-dzhsi .4 is the frozen archaic form for “untalented.” The precise valuc of migeng &
in the bound form miaeng—jid 8 £ has been a question of debate; it seems to refer primarily to
discernment, and it is clearly this quality which is called to mind here.

4. Shriu % may be taken as translated, “fewer,” though it may just as easily refer to “es-
trangement,” the fact that his old friends “keep their distance” from him.

5. Tsuai 4 occurs often in poetry when the mark of something is trcated as a cause that
“hurries on’’ the state it marks.

6. Tseng-iang 4 W, translated as “spring’s green force,” is literally “green-Yang,” a kenning
for spring with the authority of the Erhi-ya, wheré it is the explanation of spring. Bisk i& is a forceful
proximity which is best translated as “pressing”: what is suggested here is that evidence of the
“green-Yang” of spring marks and moves one forcibly closer to New Year's Day, siuti-djhiv & .
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7. Though | have translated liuaéng-huaci & as the characters arc given, ‘‘constantly with
som thing on onc’s mind,” | suspect that the proper interpretation here is livaéng-huaci, taking #
in the sense of “%, “‘to sing of what is on one’s mind.”

8. The relations between the string of images in the last line are willfully indeterminate.
The window suggests either the poet is gazing out or that light and shadows are being cast in. The
“emptiness” of the window indicates that it is unblocked, but it also suggests the insubstantiality
of moonlight and shadows as well as the “lack of purpose” in the poet’s life.

0785s: CTs, p. 1668; Yu, p. 279; Hsiao, p. 205; MHjc 4.12a—12b; Wyyh 291.6b; Tses, p. 348.

Rhymes: 2 sin; 4 njin. Regulated.

Title: The Chien-te is the name given to the Che River above Chien-te County in Chekiang.
For a discussion of this poem and 07848, which follows, sce Paul Kroll, “The Quatrains of Meng
Hao-jan.” MS 31 (1974-75): 344-74.

1. Ie~jiou 43 # implies volition.
4. The proximity of the moon’s reflection is probably what is mecant here.

07848: CTs, p. 1667; Yu, pp. 279-80; Hsiao, p. 205; MHjc 4.1b; Wyyh 157.5b.
Rhymes: 1 xéu, 2 déu, 4 shiéu. Regulated, with two ““A’’ form couplets in succession.

1. Gak % combines the notion that the poet was “unaware” of dawn and that he did not
“wake up”” with dawn. To qualify men 8 with chuin % is rather unusual, just as “‘sleeping in spring”
is in English: the interesting circumstance of the poet’s sleeping is not that it is daytime, night, or
darkness, but that it is in spring.

2. This is the moment, the first perception, and perhaps the cause of waking.

3. la-lsi & % is a bound form, usually meaning “last night.”

07630: CTs, p. 1624; Yu, pp. 11-12; Hsiao, pp. 10-11; MHjc 1.2b-3a.

Rhymes: 2jiit, 4 iti, 6 nifi, 8 ngiti. The first two couplets are looscly regulated, tse rhyme: the
second two couplets are unregulated, with the final line, a quotation from the Nineteen Old
Poems, made up cntirely of deflected tones.

Title: For Jo-yeh Creek, sec note on title, 06417.

4. Lim-piaém B #& might conceivably be taken as “about to sct out floating,” but lim is so
often used with looking down into the water, that it probably here means “looking down into
the drifting current.” Jong-isi & & describes a contented carefrce wandering, which, as Yu notes,
hearkens back to the itineraria of the Ch’u-tz"u.

6. The “girl washing gauze” is to be a beauty like Hsi Shih, discovered washing gauze
in Jo~yeh Creek.

7. 1 have here followed Yu’s suggestion to read 42 instead of 4 .

. L VR T A
07698+ C T p—1639 Yuspp—153—54 Hstao, pp—73=747M

Rhymes: 2giuai, 4 hiwai, 6 xiai, 8 bizi. Regulated.

1. I have chosen to read ¥ here with Yu, rather than the # & of MHjc and some other
texts. The repctition of this compound in line 7 violated later prohibitions against redundancy,
and the variation is the sort of “improvement” on a text that we should regard with extreme
caution. Dzhek-mak implies silence, isolation, and a somberness that belongs both to the scene
“and to the person in the scene. The giaéng ho zhia T is a variation on a yiteh-fu tag.

2. Though it is tempting to make Meng’s “‘return’ one of those spiritual returns that occur
so often in Wang Wei's poetry, it may be that every morning Mcng returns from a futilc search
for employment. The line is supremely vague.

3. As both Hsiao and Yu suggest, this line suggests Ch'ii Yiian's going off to pick fragrant
plants, without involving any specific textual allusion. Picking fragrant plants is an emblem of
cultivating one’s goodness.

5. Dang-1o & % means to “hold power in government,” from Mencius Il A.1.1 (Yu).

6. As Yunotes, this echoes the fifth of the Nineteen Old Poems (Wl 29.4a):

. 14, 1. 1
AHj 3z Wyyh 28696
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Onc pities not the singer’s suffering itself, PR 2 3 23
But fecls pain that those who understand are few. [CR 2% 3

“Those who understand (the tone),” djie-qyim %o%, are the “true friends” of the translation. Meng’s
line is taken verbatim from a Lu Yiin poem, Wh 25.sb.

7. This line seems to respond directly to Wang Wei’s injunction to Meng in 05951.

8. The gesture of returning home and closing one’s gate occurs very often in Wang Wei’s
poctry.

06891: CTs, p. 1461; Hyylcin TjhTs, p. s1; Yhein TjhTs, p. 357; Twt 17A.2b-3a; Wyyh 234.9b;
Tscs, p. 486.

Rhymes: 2 lim, 4 shim, 6 sim, 8 qyim. Regulated. (Note that the poem was nevertheless included
in Trwt)

Title: This was probably the Hsing Fu Temple £ 34§% on Broken Mountain & 4 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 ambiguous as to whether the poet is “‘entering” the temple or the dawnlight is
“cntering.” Njip A would more likely refer to the human, but there are cases where light and
scenes enter places.

2. For B Tuwt reads ¥ andWyyh reads .

. In later poetry it became a commonplace to contrast the austerity of Buddhist meditation
to the scnsual distractions of a spring garden

6. The reflecting surface of a pool is the Buddhist emblem of the illusory nature of the
sensuous world: its forms are kung %, “empty,” “insubstantial.” Thus, the mind that meditates
on such illusion becomes itself kung, “void.”

7. The miaén-lai & 8, translated as “‘nature’s sounds,” are litcrally the “ten thousand pipes”
of Heaven and Earth, described in the Ch’i-wu lun % 4% chapter of the Cliuang-tzu.

8. fiong-kéng 5§ % are literally “bells and chimes,” a pre-Buddhist musical category here
used for the temple bell, whose insubstantial tones remind the listener of the vacuity of existence.

06878: CT . p. 1459.

Rhymes: 2 kuat, 4 mat, 6 kiuaet.

Title: “Drifting at White Dragonhole: Sent to One Studying the Way on T’ien-t'ai” @ # X iRl
A F £ 4% &. The first six of twenty lines are quoted.

5. This image is based on the common poetic assertion that the color of waters joins that
of the sky.

6. Ch’ang Chien’s use of hiusn-kiuaet & M is unusual in that the phrase usually refers to
“‘palace gate-towers like clouds,” rather than to “clouds like palace gate-towers.”

06875: CTs, p. 1458.
Rhymes: 2 shi, 4 cii, 6 jia, 8 shie.
Title: “Ancient Stirring” % B . The first eight of twenty-four lines are quoted.

CHAPTER 7

06725: CTs, p. 1433; Li, pp. 37-39; Hyylcin TjhTs, p. 100; Wyyh 212.12a-12b.

Rhymes: 2 zim, 4 shim, 6 sim, 8 qyim, 10 gyim, 12 ngyim, 14 qim. T he first four couplets are regulated,
with strong violations in the fourth position of the third line and the fif th position of the seventh
line. As the poem breaks into the yiiel-fu mode in line 9, regulation disappears, but reasserts
itself in the last couplet.

1. The lmaeng-dhek #% & was a seven-hole flute blown from the side like a Western flute;
it was often associated with frontier music. Qiuaén %, here translated as “‘speaks complaint,” is
a difficult emotion to translate, involving “grief at” something, often with an element of anger
or resentment. It is possible that the river moon is the object of the flute’s “complaint,” in which
case the moon would be the reminder of mortality or the player’s separation from the Northland.

;
i
¢
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2. The translation given is the most likely in the context o f the expectations o f this subgenre.
The “small boat,” however, could be the ob ject of the poet’s scarch.

3. The “long-drawn-outness,” djliang &, of the notes becomes the “‘far distance” they
travel, going from the southern river scene out beyond “Ch’u’s mountains.”

4. Passing beyond Ch’u’s mountains, the melody reaches its destination in the Tartar passes:
this journey is the enactment of the figurative ““distance” between the frontier mode of the music
and the place in which it is being played.

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 influence of the music and its northern
theme. Li’s note that pd-zii i # refers exclusively to a sea or lake shore is in error.

9. The phrase zhui ga-tzi5 # % F and the situation belong to the world of yiieh- fu; cf. Ch’en
Tzu-ang 04380.

10. The most common association of Han-tan, the capital of the ancient state of Chao, is
with beautiful women, but it often can evoke a conviviality that includes knights-errant, sec notc
06741. Furthermore, it is a northern city whose northerliness stands opposed to the southern
boating scene.

11. Qidng # involves either “squeezing” (often used with crowds) or “taking something
in one’s arms,” “hugging”: the point here is that the people on the boat clasp their oars and forget
to row, so entranced are they with the music.

12. The northern music affects both spirits and weather. Gyim # unites the emotional
and the sartorial.

13. Thisseemsto be a scene or thought evoked by the music, echoing the first of the Nineteen
Old Poems, where “The Tartar horse leans into the north wind” ¥ &L & .

14. Following the order of the couplet from the first of the “Nineteen Old Pocms.” a
mention of Yiieh is appropriate herc. The theme of “longing for the north” is briefly abandoned
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 of Ch’in:

Chuang Hsi, a native of Yiieh, served the state of Ch'u as a minister. Aftcr a whilc, he grew sick, and the King
of Ch'u said, “Hsi was formerly a commoner in Yiich, yct now he serves as a minister in Ch’u. He has become
rich and noble, but | wonder if he still longs for Yiieh.” An attendant said, “The avcrage person thinks of his
past circumstances when sick. If he's thinking of Yiieh, you will hear the sounds of Yiich; if he's thinking of
Ch’u, you will hear the sounds of Ch’u.” The king sent someone to listen to him, and Chuang Hsi was making
the sounds of Yiieh” (S¢, p. 2301).

Ch’en Chen’s story was probably speaking of dialectical differences, but Wang Ch’ang-ling is
using the allusion, based on the paradigm of many similar stories, to refer to the music. The “exiles,”
tsien-njin & A, apply neither to the case of Ch’en Chen nor to Chuang Hsi, and here probably
serves only to intensify the mood of displacement.

15. This refers to the famous white grasses of Central Asia, mentioned in Hs, p. 3876,

16. Lung was located almost directly west of Ch’ang-an, in modern Kansu. The position
of the troops on the “north side,” gim f&, of the city walls suggests preparation for a campaign
into the frontier region.

06726: CTs, p. 1433; Li, p. 22.
Rhymes: 2 miai, 4 guiai, 6 biai.

4. This line could also be interpreted *‘the soul dreams of return.”

06694: CTs, pp. 1425-26; Li, pp. 23-28; Tscs, p. 364.

Rhymes: 2 han, 4 xuan, 6 kuan, 8 dhan, 10 njien, 12 nan.

Title: Dhdi 4% herc is not the marker of a yitch-fu, but rather a poem written ““on behalf of ”” somcone
else: the poet invents what they say; cf. 04150—51. The discourse attributed to the host begins
at line 13. The first twelve of thirty-eight lines are translated.

1. The “breath of killing,” or “interficient pneuma,” shraéi-ki3i # &, is the quality of
atmosphere associated with the second month of autumn in the “Ordinances of the Months” in
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the Li-chi. From the autumn air’s destruction of the vegetation, the shraei-kisi is further associated
with warfarc and the hunt.

3. Literally, “Drifting dust rises on all four sides.” On the one hand, si-ber: ¥3 i§ means simply
“all around” and the line is purely descriptive of the visual scene; on the other hand, si-ber is more
commonly the “frontiers that surround China,” and the drifting dust is an emblem of frontier
warfare. The second association remains only an ominous overtone behind the predominantly
visual scene.

5. Qisi-njien # % mcans “as always” or “as I used to”: the implication is either that Wang
Ch’ang-ling has been there before or that he lodges there while traveling in the region. The second
possibility seems the more likely. Fu-feng was located about 100 kilometers west-northwest of
Chang-an; itsstrongestliteraryassociation was the Fu-feng ko 1k & # of Liu K’un (Wh. 28.38a-39a).

6. Dzhi-kuon f E, translated as “‘ease my spirit,” describes a relaxed mental state, an “‘expan-
siveness” that contrasts with terms of “crampedness,” “‘pent-up emotions,” anxiety.

7. The compound embedded in this line is lif-sim 32.3, to “regulate the mind” or “control
the heart.”” The epithet tsudn <, “square-inch (of the mind),” is used to emphasize the apparent
tininess of the uncontrollable font of emotion.

8. The line is literally “Who can rap the long sword hilt?”” The line alludes to the famous
story of how Feng Huan became a retainer of Meng Shang-chiin: lodged in a guest house Feng
beat out time with his sword hilt (or sword) and sang of what he lacked in his poverty; in each case
Meng Shang-chiin provided the thing missing; see Chan-kuo ts'e, Ch’i ts’e, and Sc, p. 2359. The
implication is that Wang's relation to his host is different from that of Feng Huan to Meng Shang-
chiin. It is difficult not to hear a melancholy irony here, an awareness that the heroism of ancient
days has vanished in this world.

9. For a similar use of dzhiou # as “‘to go to join (someone in a drink),” see 08046.4.

12. “Hardships of Travel” {785 # is a yiiel-fu title strongly associated with Pao Chao: here
it concerns the difficulties of past experiences, particularly the host’s sufferings on campaign.

06741: CTs, p. 1437; Li, pp. 108-10; Hyylcin TjhTs, p. 102.

Rhymes: 1 dlieu, 2 gyeu, 3 sicu, 4 deu, 6 shrau (t'ung). If one were to speculate on the effect of this
strange rhyme scheme, there seems to be a strong dissonance in the closing f'ung-yiin following
such a strongly established pattern of p’ing-shui rhymes. Unregulated.

4. “Levelplain County,” Yiian-p’ing, is in T’ai-yiian Commandery, north of Ch’ang-an.
Chigt 4, translated as “‘held on his arm,” also implies “kept under restraint.”” As Li notes, the
giap-den 2.8, is a large black eagle or hawk.

06781: CTs, p. 1444; Li, pp. 192-94; Khe in TjhTs, p. 177; Yfsc 33.4a.
Rhymes: 1 shren, 2 guan, 4 huan. Regulated.

1. The geography of this couplet covers vast arcas, and a single point of view cannot be
determined. KokomjmﬂWﬁ:ﬁ*ﬁonhmﬁehﬁng—W
south of the Kansu corridor. The Mountain of Snows ¥ Ji lies about 450 kilometers south-southeast
of Kokonor, in the northwestern tip of Szechwan. Jade Gate Barrier % I'1# lies far northwest of
Kokonor, at the very tip of the Kansu Corridor in Central Asia.

4. Kroraina, Lo-lan #£#, was a Central Asian state of Han times; Li suggests it stands for
Nop-bhiak-ba # % % of the T’ang. Li takes the last line as stating the soldiers’ hopeless desire to
return home, but he also cites Shen Te-ch’ien’s comment that it can be either a lament or a heroic
vow (though Shen too prefers lament).

06764: CTs. p. 1442; Li, pp. 127-28; Twt 13.7b.
Rhymes: 2 chuin, 4 njin. Regulated.

1. Jrisk ® is usually used for the time when the sun is in the western part of the sky.

2. This is a good ecxample of poetic diction: chuin # applies to both the flowers and the
“floweriness’ of the door.

3. Though ngiok-dhei . 4 isa poetic term for theimperial dwelling, the significant compound
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here is giaéng-dhei 5 £, a mirror stand. That it is a **jade stand” suggests a wealthy dwelling, but
it does not have any specifically imperial association. Similarly, the blian-liong £ 4L is a decoration
on the mirror and not the imperial dragon.

06794: CTs, p. 1445; Li, pp. 136-37; Wyyh 204.4a; Yfsc 43.4b; Txcs, p. 362.

Rhymes: 1 huang, 2 shriang, 4 djhieng. Regulated.

Title: The Ch’ang-hsin Palace was where Pan Chieh-yii was sequestered after Han Ch'eng-ti
made the Chao sisters his favorites. Pan Chich-yii became perhaps the most famous example of
the “abandoned consort” and a favorite figure in yiieh-f. Yfsc 43.1a-5a is devoted to songs
about Pan Chieh-yii, and here Wang Ch’ang-ling’s quatrain is listed under the yiieh-fu title
“Resentment in Ch'ang-hsin Palace” &4} %. Another group of such songs appears in Wyyh
204.4a-5a. In Wyyh this quatrain is listed without author after a quatrain by Ts'ui Kuo-fu; this
should mean that Whhy attributes this quatrain to Ts'ui, but the quatrain was so famous, it secms
probable that this is simply an error on the part of the Wyyh editors.

1. Gyim-tziéng 4 3%, the “golden well,” is an ornamental term often indicating a palace,
Li suggests the yellowness of the pawlonia leaves is a marker of late autumn.

2. Though jio-lietn 3 & refers to a “‘beaded” curtain rather than to a curtain of “pearls,”
the opulent association of pearls is not altogether missing. The line suggests that because the frost

i first came the night before, this night Pan Chieh-yii will not roll up the curtains.
- 3. As Linotes, the xiuan-liong ¥ 4§ is a small bamboo censer used to keep clothes and bedding
; fragrant: in this case, bedding is probably indicated.

4. The last line translates literally, ““She lies, listens to the clear dripping from south palace
stretch long (into the night).” Contrary to Li's suggestion, nom-giung & & is probably not the
South Palace of Lo-yang, but rather the palace buildings to the south of Ch’ang-hsin within the
imperial city.

b i

06393: CTs, p. 1363; Wyyh 235.3b.

Rhymes: 2 dzhiuen, 4 gen, 6 ben, 8 ten, 10 chinen, 12 zinen. Regulated, with acceptable fourth-
position violation in line 11, and less acceptable fourth-position violation in line 9.

Title: Therc were Fragrance Mountains % € in various parts of China; it is impossible to tell

which is referred to here.

1. This is a case when tsui-miai B g probably refers to the verdure of a mountain slope
rather than to mists; see note to 06137, line 2.

3. Dai # 1s a term of which the precise value in poetry is of ten difficult to determine: its
root meaning is a “‘sash” or “to sash”; from this it is extended to mean “surround” or “wear at
waist.” In its most extended sense, it simply means to ““carry.” Here it is used primarily in the sense
of ““carry,” not as a willful “bearing,” but rather almost as an adornment.

5. Reading 84t with Wyyh, rather than £ # of CTs.

6. The proximity of a mountain or mountain t¢mple to Heaven was a commonplace in
poetry, a commonplace animated in Taoist speculation by corridors through-which-intercourse ——
between earthly and heavenly realms was possible.

7. Dei f& could possible mean that coming in 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 mountain poetry; cf. 05961, line 4 note.

8. Shiti-gaéi # H was a Buddhist term that was quickly extended in poetry to refer to the
sensible world, without the antitheses that formed the older terms of Chinese cosmology.

11-12. Birds filling the groves and the sorrow at returning home were standard marks of
closurein banquet poetry. Here they are transferred to the poet’s departure with dawn. Ngiaenziuen
3+ 3 is a Shih tag (sce Shih 187), in which ngraen is interpreted as the first person pronoun.

10544: CTs, p. 2269; Chiu-chia 2.19A, p. 42; Ch'ou, c. 4, p. 43.

Rhymes: 2 xiang, 4 dang, 6 piang, 8 ziang, 10 jrhiang, 12 hnang. Unregulated.

Title: The “Temple of Great Clouds” K& ¥ referred to here was the one in Ch’ang-an. This
poem is usually dated to the time Tu Fu was trapped behind rebel lines in Ch’ang-an in 757.
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1. The metonymy of mio-zhiuz # 8k is striking; the situation of watching the lamplight
in slecplessness was common in poctry, but here it is as though Tu Fu is perceiving the situation
from outside himself.

2. Chiu-chia and Ch’ou cite the Vimalakirti Sutra concerning a land of many scents. However,
olfactory delights were common in many Buddhist stories and were a real part of Buddhist temple
life, so no allusion need be present. The use of djie %o is significant, involving recognition rather
than simply smelling.

3. The night’s shim ;% unites the visual qualities of the dark scene with the lateness of the
night: both make the scene “deep.” Tuat-ngust A is usced to describe the whale-leviathan in
Mu Hua's “Sea fu”” (Wh 12.9a), but the compound became common in the mid-eighth century
to describe buildings and monuments.

4. The lang-dang 8 3% was a metal bell or chime hung at the corner of a building and rung
by the wind.

s. It is impossible to tell whether the blackness of the night figuratively “closes up™ the
garden or whether this is simply a statement that the garden is “‘closed up.”

7. The Chain of Jades, ngiok-jhisng %4, is-a pair of small stars near the Northern Dipper.
The ““chain” is literally a “rope.” The “breaking” of the chainfrope probably means that onc of
the stars disappears behind the building.

8. The “soaring” of the iron phoenix probably describes the movement ofa kind of weather
vane.

9. Herc I follow the interpretation given in the Chiu-chia commentary.

11. Qok-id ;A¥F, the “fertile plain,” is given in the Shih-chi as the characteristic of the capital
region, Kuan-chung, where there was “never a year of famine” (S¢, p. 1408).

12. The dust raised from the moist earth of Kuan-chung is the mark of warhorses.

06366: CTs, p. 1357; Hyylcin TjhTs, p. 75; Twt 12.16b; Wyyh 334.4b-5a; Tscs, p. 286.

Rhymes: 2 paek, 4 kaek, 6 bhaek, 8 shrek; 10 miaeng, 11 tzieng, 13 dzhieng, 15 dzhieng, 17 shieng,
19 niiaeng, 21 shraeng; 22 shrd, 23 ngud, 25 hd; 26 hiuaen, 27 man; 28 Ii, 29 ji.

Title: The text of the title is the form in which it appcars in Hyyle, Twt, and Tscs. It is admittedly
a most peculiar construction, especially in the use of ngiti 3. Probably because of the ngiti and
because gem # usually indicates an additional occasional purpose, the C Ts editors and the modern
editors of Tscs have changed the phrase to gem gyé-ngitiling % % 3% 7, a more common construc-
tion, meaning “also sending these words playfully to...." I feel more comfortable with the
revised version of the title, but have retained and tried to make sense of the older form: the fact
that Hyyle, Twt, and Tscs all have the form as given suggests that it did not present as many
problems to early editors as it did to later ones. Wyyh, with its customary laxness about titles,
rcads ¥ ¥ & # & X ¥ 3 % ¥ “Listening to Tung T’ing-lan Play the Ch’in: To Grand Secretary
Fang.” Fang Kuan became grand secretary in 753, andthe poem is either from that year or shortly
thereafter.

1. Tsai Yen # 5% (fl. later second century) was the granddaughter of Ts'ai Yung; she was
captured by the Hsiung-nu and, on her release, composed an eighteen-stanza suite for the ch’in
called “Nomad Pipe Songs.”

2. The paek 18 is usually the “beat” or rhythm” of a song; here it clearly refers to a division
or measure, which [ have translated as “stanza” (which in Chinese music is properly a dhep &).
The different paek may have involved fundamental shifts in rhythm, remarkable in their juxta-
position because they are played “in sequence,” “‘at one sitting,” git-dhan —3¥.

3. Hyyle, Twt, Wyyh, and Tscs all support the reading & over CTs 3. Thus, the “nomad”
or “Tartar” weeps, reminded of the frontier region by the song.

4. This refers to the parting of Li Ling and Su Wu.

5. The interpretation of this line can vary greatly depending on how one takes tsong-tsang
# % If tsang-tsang is the lush growth of vegetation, then the fortress is abandonned and the beacon
fires arc literally “cold.” If tsang-tsang is the blue of the heavens, then the fortress is outlined against
the sky, and the beacon fires give no warmth to the fronticr guards. Tsang-tsang also describes the
gray color of moonlight, but without the specific mention of the moon, such an interpretation
would be forced.
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6. Though I have overspecified dhdi-xuang X % as the “‘steppelands,” it is in fact the gencral
term for the “wilderness” that surrounds the cultivated land of China. Qim-djhim p i, translated
as “sunk in gloom,” is one of those descriptive binomes that unites interior mood and exterior
description of atmosphere.

7. Piat #% is a particular way of striking a ch’in string: it is not a general term for “pluck.”
Shang (shiang # ), chiieh (gak A), and yii (hid H) are the second, third, and fourth positions re-
spectively in a pentatonic series, as well as the second, third, and fourth strings on a ch’in. Their
relative intervals are determined, but their pitch depends on the mode, luit #, in which they are
played. 7

8. The si-gau @ 3 are the outlands immediately around the capital. Shrek-shrek ¥ #& is glossed
in Wh 30.1b as the “sound of falling leaves” by the Wu-ch’en commentary, and it is in this sense
of sound that it is most often used. However, Li Shan glossed shrek alone as *“‘withered, shriveled
appcarance.”

9-10. A shift to direct address in trisyllabic lines often occurs in the middle of heptasyllabic
songs; cf. 07931. Jhin-miaeng # 8] is “‘divinity,” not in the sense of an anthropomorphic god, but
a transcendent quality of divinity that lies beyond this world and within the self. Tung T’ing-lan’s
ability to fung @& that divinity refers to both his ability to “comprehend” it and to make his art
“penctrate” to the divine realm. Unfortunatcly, the examples of the divine realm to which his
art penetrates are merely supernatural, the goblins to linc 11. An element of the ling #%, the “play-
fulness” of the song, may reside in this quick transition from grand mystery to mere spookiness.

11. Qyzu-tzieng ##, translated as “sprites and goblins,” is a collective term for minor
supernatural beings.

12. The function of ngiaen % here is problematic: parallelism 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 clearly not the case. Moreover, | have been able to find no other usages of ngiaen in T'ang
texts quite like this, and none as a particle paired with gaeng #£. Ch'in music can ngiaen, “express”
somcthing, but without an object here, such an interpretation of ngiaen would be forced. Gaei
qiang shidu ¥ M. ¥ is literally “in cvery case answering (the movement of) his hand.”

13. As in 06725, not only does music evoke visual images, its movement in time is often
spatialized, a “going’’ and a “returning’’ that mark an indecisive hesitation that suggests unexpressed
emotion. For ® Wyyh reads i%.

15. For this line Wyyh reads % 2 7% & A A i&. For ¢ Tscsreads #1. Both tsieng 74 and miaeng ’
% escape the homophonic thyme of dzhieng # (and 1, line 13). Here, as often in musical descrip-
tions, the alternation between antithetical qualities is stressed.

16. For#% Wyyhreads #. Sei % here is the long-drawn-out cry of a bird, with the implication
of sadness. Jrhio #, the “chick” of various bird species, may precede the name of the species, as here,
or it may follow it.

17. This line clearly refers to the passa
in which Ts’ai, on being allowed to return to h

ge in Ts'ai Yen's Pe:-fen <hrh ﬁ’:} (CHS 3. 3b 43)

The child came forward and hugged my neck, RARER
Asking “Mother, where will you go? L SUES
People say my mother must go, ATREL
Nor will she ever return.” ENA R

Dhudn-dzhiuet # £, probably refers to the aff ect of this musical image.

18—19. Various elements of the natural sccne grow silent and still, stirred by the music and
in order tolisten to it: this appears often in poems describing musical performances.

20. I have here retained the Hyyle, Twt, and Wyyhreading of & 34 instead of & % of CTsand
later texts. In its modern Mandarin reading, wu-chu % 3. is the Mongolian word for *‘head,” and
there was a Mongol clan, the Uchumuch’in £ 3k # #s; which appeared in the Ming. There may
well have been a tribe of Qo-jio 53 Mongols (?) in the T’ang, but I have been able to findno
other mention of them. Clearly, some later editor thought it would simplify matters if this referred
to the Qo-susn % # Turks. As in 06725, the playing of frontier music in China suggests the idea of
“distance.”
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21. Lhasa was the capital of Tibet in the T’ang, but the Tibetans were then a warlike people
who fought with and often raided China.

22. 4 is the Hyylc reading; Wyyhreads & %; Twt and Tscs read it . Pieu-shrd g3, is
a kind of brisk windiness, blowing droplets of rain, spray, or snow.

23. Djhui ™% is a verb that applies to the “falling” of tiles but not of rain. However, it is
uncertain whether the “tiles sent crashing” are real tiles or figurative tiles, describing the *“‘crashing”
rain of the storn.

25. The deer, sent scurrying past the hall, cry out; that “crying out” is a fixed echo of Shih
161, whose orthodox interpretation involved seeking companions for a feast. This image links the
description of the music to the occasional closing.

27. The “blue-chain-(patterned) gate” was a gate in the Han palace, which eventually
became a poetic term for palace gates in general. For the model of this line, see the first couplet of
Fan Yiin's $ &% £+ % (CLs 6.1a).

28. Tuat-liok B.%% dcscribes a frce, unrestrained personality and often, as here, takes an
object: a “freedom from renown and profit.”

06300: CTs, p. 1340; Twt 16A.8a.

Rhymes: 2 iueng, 4 tzieng, 6 shieng, 8 seng, 10 dheng, 12 blieng, 14 geng, 16 seng, 18 zhieng, 20 gaeng,
22 hueng, 24 shraeng. Unregulated.

Title: Here is the brief opening description of Chang Hsii in Hsin T's (p. 5764): “‘Hisii, a native of
Su-chou in Wu, had a craving for wine, and whencver he would get really drunk, he would give
a loud bellow and run wildly, then use his brush, or sometimes even write by dipping his hair in
ink. When he sobered up, he would look at what he had done, and see divinity in it; but then
he couldn’t write as well.”

2. Xuat-dhoat B53% is an “opcnness’ that can describe either a scene or the expansiveness of a
person’s nature. Mio shriti ineng @ /% is literally “there is nothing with which he gets himself
busy.”

Y 4. Great Lake X # is just south of Su-chou. “Genius™ is used here in the classical sense, a
a spirit that is the “essence” of a thing or place.

5. Chang’s “bare headedness” indicates that he does not hold office; the implication is that
he is so free-spirited that he doesn’t want office. The ho-jrhiang ## was a large folding chair with
a backrest.

9. Hi TF, in front of a kind of dwelling, is oftcn a term of humility or deprecation; I take
it as such here.

10. Hé-dheng p %, literally “gate and courtyard,” is the yard area within the walls of a
dwelling compound.

11. This perhaps echoes the emperor’s query to the famous recluse T’ao Hung-ching: “What
is there in the mountains?” My P #TH # (CLs 11.12b).

13. This echoes a comment by the Chin eccentric Pi Cho to the effect that all he needed in

life was a crab claw in one hand and a cup of wine in the other (Shik-shuo hsin-yii. SPTK, e 3A;—————
section 23, 19). .
14. Dan-geng 43, translated freely as “alchemical tracts,” is literally the Cinnabar Classic.
It was supposedly an immortal’s book, received by Liu An, the Han prince of Huai-nan (Wh 22.26a,
Li Shan note, citing Shen-hsien chuan). Dan-geng then became part of the title of several alchemical
and occult treatises.
16. It is possible that Chang himself does not know “‘whether he’s drunk or sober.”
17. This probably describes the occasion on which this poem was composed and “presented
to Chang Hsii.”
18. A play on Chang Hsii’s given name may be involved here: “at dawn” A& the guests
are “‘at Hsii's” 28,
20. Gaeng #, (Twt writes the variant #) isnonglutinousrice. The use of djiii # is noteworthy:
djiri usually applies to the accumulation of grain in private or public granaries, and its use here to
describe the rice in the bowls suggests a hyperbolic bounty that verges on the comic. This, inciden-
tally, is the only description of a breakfast party I have seen in T’ang poetry.
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21. Pist-set 7. /& is something petty, humiliating, beneath contempt—in this casc, concern
for the personal gain involved in struggle for office.

22. The bat-hugng /\ 4 are the eight points that bound the universe.

24. An-ch’i was an immortal who met Ch’in Shih-huang.

CHAPTER 8

08680: CTs, p. 1858; Hanabusa 825; Wang, pp. 523-24; Wyyh 228.1b.

Rhymes: [1 djiung, acceptable in levcl tone only if rhymes, and as rhyme, the only 'ung-yiin],
2 niong, 4 jiong, 6 piong, 8 ziong. Regulated.

Title: “Going to Visit the Taoist on Mount Tai-t’ien and Not Meeting Him” ## X L& + 17§
According to the Wang Ch’i note, an early gazetteer says that LiP o studied on Mount Tai-t’ien,
which was located near Mien-chou, north-northeast of Ch’eng-tu in modern Szechwan.

1. Note that bhiaéi <% does not occur once in the shil of the Wh; the word kuén X occurs
only once. Though the W’s selection of shih 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 # instead of . Niong ;® is a dark, rich color, here probably enhanced by the
raindrops. Niong also describes a plenitude of dewdrops (or raindrops), and the line may suggest
that the blossoms are “laden” with rain or dew.

7. The diction here is particularly prosaic.

08019: CTs, p. 1703 ; Hanabusa 156; Wang, pp. 149-50; Yfsc 80.10a—10b; Tscs, p. 268.

Rhymes: 1 iong, 2 niong, 4 bhiong. Regulated.

Title: The story of the performance of this song in the inner court occurs in various sources, none
of which are very reliable: Wang cites the T’ai-chen wai-chuan & f 2+ 1% ; Yfsc cites the Surig-
cl'uang-lu ¥ % #&; Tscs gives its own version, incorporating the anecdote of Li Po being forced
to perform when drunk. The strongest def ense one can make for the probability of the occasional
frame is that there is no more circumstantial evidence to prove the anecdote unlikely than there
is to prove its historical veracity. In any case, itis a firm part of the Li Po legend.

1. There was a tradition of texts reading # instead of . Wang Ch'’i attributes this to a slip
of the brush and not, as he says, “to a magic touch that turns gold into iron.” From the Cl'u-tz'u
on, cloud-robes have been part of the paraphernalia of goddesses and immortals.

2. For niong 3§, see note to line 2, 08680.

3. “Hoard of Jade Mountain” § X.L was the legendary dwelling place of the goddess
Hsi-wang-mu. -

4. The “Terrace of Jasper” 1% 4 appears in the Li Sao, but it appears often as a dwelling of
immortals.

08147: CTs, p. 1728; Hanabusa 282; Wang, p. 221.

Rhymes: 1a biai, 1 iti, 2a dzhuai, 2 t2@i, 3a gek, 3 shiti, 4a sang, 4 miti, sa dok, 6a miang, 6 tei. The
small “a” after line number indicates a rhyme at the hemistich.

Title: Given in the collection as “Song: About to Set Out” # 38 %; | agree with Wang’s suggestion
that this is the “Deathbed Song” F %% $ mentioned in Li Hua’s mu-chih-ming (Wang, p. 714).

1. Thebat-iti A%, like the bat-hueng (see 06300, line 22 note), arethe eight points that mark
the bounds of the universe. .

2. Compare the following line from the Ai shih-ming # 84 in the Cl'u-tz"u: “Cut off
mid-road and cannot get through” # $ 8@ & .

3. The line is literally, “His lingering wind will stir things for myriad ages.”” The biung &
is a combination of “energy” and “manner,” which together generate an “influence.”

4. This line is a reworking ofa line in the Ai shili-ming: “My left sleeve caught on Fu-sang”
A ik 4:# ¥ & . The Wang Yi interpretation here is crucial: *“As his robes are all tightly bound up
[the preceding line] and cannot be extended, so his virtue is capable of greatness, but he cannot put
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it to use. When he travels east, his left sleeve catches on the Fu-sang tree, and there is nothing that
it cannot cover.” Both here and in Li Po’s song, the ancient theme of unrecognized greatness is the
central concern.

6. Wang Ch'i takes this as a reference to Confucius’s tears when a unicorn was captured and
no one recognized it. Now that Conf ucius is gone, there is not even one person who can recognize
true greatness, not even one person to pity the fact that the majority of people don’t recognize
greatness.

07929: CTs, p. 1682; Hanabusa 65; Wang, p. 88; Hyylcin TjhTs, p. s8; Tun-huang manuscnpt
anthology in TjhTs, p. 17; Twt 13.11a; Wyyh 203.3a; Yfsc 48.2b; Tscs, p. 266.

Rhymes: 1 zhia, 2 shis; 3 bit, 4 njit; 5 da, 6 b, 7 he.

Title: Earlier examples of this song by Liang Chien-wen-ti, Liang Yiian-ti, Hsiao Tzu-hsien, and
Hsii Ling are all straightforward songs in the southern manner. However, reading these songs
from the T’ang, they would inevitably be linked to the image of the Southern Dynasties courts,
a menaced hedonism that would seem like a repetition of the historical situation Li Po describes
in his song.

1. Ku-su Terrace was supposed to have been built by the voluptuary Fu-ch’a, king of Wu,
and it was there that Fu-ch’a was supposed to have spent his days amusing himself with Hsi Shih.
It may be that the antithesis between the roosting of the crows and Fu-ch’a’s orgies is to suggest the
untimeliness and unnaturalness of the latter, in contrast to the rhythms of activity and rest in the
natural world.

3. Xuan ¥ suggests sensual pleasure in this context.

6. Djhui ' is particularly strong for the sinking of the moon.

058s1: CTs, p. 1251; Chao, p. 62; Wycc 6.7a; Hyylcin TjhTs, p. s8; Twt 17B.8b; Tscs, p. 238.
Rhymes: 2 mii, 4 piai, 6 xiai. The first six of fourteen lines are quoted.

079s50: CTs, pp. 1687-88; Hanabusa 86; Wang pp. 104-5; Wyyh 193.12a-12b; Yfx 28.14a-14b.

Rhymes: 1 quai, 2 121, 4 tzei, 6 huai; 8 ten, 10 njicn; 11 hue, 12 ba, 14 gux, 16 do, 18 kua.

Title: Yfsc classifies this under “The Sun Comes Out from Its Nook in the Southeast™ & # % & M {7,
a fairly common yiieh-fu, earlier examples of which bear no resemblance to Li Po's song, though
Li’s first line does echo the title.

1. Quai [k, “cove,” is a variation on the ngio f, “‘corner,” of the common yiieh-fu title;
the variation is probably for the sake of rhyme.

2. Tsiong...lsi # ... % is more colloquial than the more conventionally poeticdzhi. .. bi
.. &

4. The “six dragons” are the team that carries the sun chariot. Qan dzldi tzai & i % is a
ku-feng tag, usually markmg the ubi sunt theme. The line translates literally, *“ Where the six dragons
(can) stop—where is it?”

s. The prosaic ghis shi3 ifi jiung A 458 is a necessary construction to avond shii-jiung,
“from beginning to end.”

6. In the context of the poem, the translation given is what the line should mean. However,
human beings are constituted ofa devolved form of the ngiuaen-kiéi 7, %, and bisi 3 constructions
like this of ten are conditional : in this case, the line would be “Were man not made of Primal Stuff,
how could he linger with it so long.” This would involve an assertion of universal human dura-
bility, outlandish even for Li Po.

7. The interpretation of zid # offers some problents: a parallel passage cited by Wang
Ch'i and the corresponding qiuaén % in the next line suggest the interpretation given in the trans-
lation. However, the more common use of zid in poetryis “‘to decline,” which would give the
plausible “Plants don’t refuse to blossom in the spring wind.” The translation in the text suggests
the emotional indifference of nature to life and death, in contrast to human distress. The second
interpretation emphasizes not the lack of feeling, but the acquiescence to natural cycles itself.

9. In the context of the poem up to this point, this line is a rhetorical question, 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 r1.

12. Xuang-qyim # i is the dissolute condition of drunkenness, here (as in some earlicr
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 xuang-qyim describes a drunken recklessness
in Hsi-ho's behavior which is transferred to the waves into which he nightly casts himself.

13-14. 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 ¥ £ of the Huai-nan-tzu, but the
phrasing of Li Po’s lines indicates that he is echoing the allusion to the story in the fourth of Kuo
P'u’s Yu-hsien shih (Wh 21.30b). Djio-giaéng £ % is literally “halted the (moving) light.”

15~16. It 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 16 suggests
the latter.

17. The Dhai-kusi X3, the “Big Clod” or “Mighty Mudball,” was a common Taoist
kenning for the world. To nang-kuat % 4§, “wrap up in a bag,” was what Chia Yi described Clv'in
Shih-huang as wanting to do to the empire (Wh s1.1a).

18. Méng-héng %% was one of the many binomes the Chuang-tzu used to describe the
primordial Chaos out of which the world was generated. For dhung-kua F #t see Analects 111.16.

07931 CTs, pp. 1682-83; Hanabusa 67; Wang, pp. 89~90; Hyylcin TihTs, pp. s7—58; Twt 13.7b;
Wyyh 195.9a—9b and 336.2b (title only, different title identified as Chiang chin chiu); Yfsc 17.4b.

Rhymes: 1 12i, 2 husi; 3 biaet, 4 siust, 6 ngiuaet; 8 Iz, 10 bai; 12 shraeng, 14 dheng, 16 teng, 18 seng,
20 miaeng; 2i lak, 22 xiak, 24 jiak; 26 ghiou, 28 jrhiou.

Title: Chiang chin chiu was one of the eighteen “Han Cymbal Songs’ % 44 %, one of the oldest
and most important groups of yiieh-fu. The theme was, however, little used in literary yiieh-fu,
and the only literary example in Yfsc before Li Po’s version is a gentle, festive quatrain by Liang
Chao-ming t’ai-tzu.

1. Giuan biat gén & 7. 8, literally ““do you not see,” “have you not seen,” is a common and
characteristic yiieh-fu interjection, establishing an intensity of direct address which is inappropriate
in shili. The low of the great rivers to the sea and the whitening of hair were two of the most durable
and conventional emblems of impermancnce and mortality.

7. Dzhai # is literally “material” or “timber,” but its use had been so often mixed with
the homophonous 7, “talent,” that the two were virtually interchangeable.

9. Paeng iang tz3i ngiou ¥ ¥ % 4 comes from a somewhat less frenzied drinking song, ‘“Harp
Song,” by Ts’ao Chih (Wh 27.26b).

10. Literally, “You must finish three hundred cups in one drinking session.” For hugi sio
4 58 see Chang Hsiang, Shih tz’u ch’si yii-tz"u hui-shih, p. 126. Hudgi of ten indicates a future occasion,
and its mood may be imperative, optativc, or an assertion of probability. Wang cites the Shih-shuo
hsin-yii commentary for the famous story of Cheng Hsiian, the great classical scholar of the end
of the Han, who drank three hundred cups of wine at one sitting.

11. Exactly who Master Ts’en is remains uncertain, though it is possible that it is Ts’en Shen.

12. Tan-ch'iu is Yiian Tan-ch'iu &4} 58, a friend referred to sevcral times in Li Po’s works.

1s. The fact that this line appears almost verbatim in Pao Chao’s yiieh—fu (CSs 4.5b) is less
significant as a verbal allusion than as an attempt to recreate the manner of Pao’s yiieh-fu.

16. Kiueng-njiy #F is to “‘turn the ear (to a sound)” and pay attention.

17. Jrhiuen-ngiok $% % is literally “morsel-jades” : ngiok is commonly used as a metaphor for
anything that is beautiful or good. Biat tziok giudi 1< &  is literally “not worth prizing.”

19. Dzhek-mak & ¥ is the ‘“‘silence” of death, but it is also “silence” in that they are not
spoken of , in contrast to the drinkers, whose names are remembered. Not only is this statement
strictly untrue, it furthermore violates conventional wisdom ; its prescnce here is clearly for its shock
value. :

21. The prince of Ch’en is Ts’ao Chih, and the mention of P’ing-lo Lodge with line 22 echoes
a couplet from Ts'ao Chih’s “Famous Capital” & 8% (Wh 27.28a):
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Return and feast at P'ing-lo Lodge, . BATTR
The finc wine costs ten thousand a gallon. LAY —F

The Wu-ch’en commentary takes the “tcn thousand™ as the cost of a déu (in Ts’ao Chih’s time a
little over two liters, in Li Po’s time almost six liters). In Ts’ao Chih’s time, the construction could
possibly have been a poetic archaism, enumerating the number of déu 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. Xuan-xiak #% 2 is the “pleasure and playfulness”
that is often said to accompany a feast.

25. The ngé-xua md £.3% % 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.

07939: CT5s, pp. 1684-85; Hanabusa 75; Wang, p. 96; Wyyh 202.2b; Yfsc 69.6b—7a.

Rhymes: 2 qan, 3 lan, 4 han, 6 tan, 7 duan, 9 lan, 11 nan, 13 gon.

Title: Djhiang siang si» & 48 2 originally was a formulaic phrase in the yiieh-fu and ku-shih tradition;
in the Southern Dynasties it became a yiieh-fu title in its own right. As a yiieh-fu, it belonged to
a minority group in which there were some formal restrictions: most yiieh-fu with this title begin
with two trisyllabic lines, the first of which is djliang siang sis, followed by a heptasyllabic line.
After that, the form was free, and Li Po’s trisyllabic closure is highly unusual. Yfsc treats 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. Lok-hiwii 84 (“reeling woof-threads”?) wasan early kenning for the cricket. For gyim-
tzigng 4 # see 06794, note for line 1; here the term probably does not refer to a palace.

4. Shrisk &, 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 closest approximation. The bedmat ““looks cold”: its
whitcness suggest chill, but more than that, a tactile intuition is transferred to a visual impression.

5. This suggests that the person longing has stayed awake until the lamp 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. Hiuan-duan & % is the “‘edge of (a mass of) cloud,” which blocks vision.

08006: CTs, p. 1701; Hanabusa 143; Wang pp. 144—45; Yfsc 85.12a.
Rhymes: 2 dei, 4 tnei. Regulated, two “A” form couplets.
Title: X /&,

1. Haeng-lak 17 # suggests an activity, like English ‘have fun.”

2. “Shining Hooves of Bronze” @ %8 % (evolved here into the inexplicable *““Shining Buskins
of Bronze” & % #2) began as a prophetic children’s song, but eventually seems to have become
something of a local song with variable lyrics. Bhaek @, literelly “white,” translated as “‘shining,”
is the “silvery” or “metallic”” appearance of the bronze.

08009: CTs, p. 1701; Hanabusa 146; Wang, p. 145; Yf« 85.12a.
Rhymes: 1 djhie, 2 bye, 4 njie. Regulated.

1. Wang cites the Hsiang-yang chi X f32, quoted in the Shih-sluo hsin-yii commentary, to
the effect that Hsi Yii of Hsiang-yang built a 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 sub ject of children’s songs. It should be pointed out that when Li Po makes reference to such a
story, it is highly unlikely that he is alluding to the Hsiang~yang chi; rather the Hsiang-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 “monument of tears,” see note 07727, line 7.

4. Shraéi & here is an intensifier; it is a happy coincidence that*‘die” serves the same function
in “die of laughter.” Sizu-shraéi ¥ # is transitive in this line: *“makes the children die of laughter.”
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08045: CTs, p. 1709; Hanabusa 183; Wang p. 166; Wyyli 194.6a; Yfsc 66.4b.

Rhymes: 1 dung, 2 biung, 4 djiung. Second couplet regulated.

Title: Though Li’s are the first Shifu-ien haeng in the Yfsc, they are members of a large family of
shigu-nen yiieh-fu.

1. Five Barrows % f wasa fashionable pleasure area near Ch’ang-an; the Golden Market £ %
was located in Lo-yang.

2. The use of dhd & merits some note: dhd more commonly applies to the wind’s passage
than to a horseman’s passage, while the syntax favors the horse as the subject. These contrary
impulses leave the function of dhd strangely indeterminate.

4. Ho # (a general appellation for Central Asians, Turks, Tartars, etc.) were often associated
with tavern keeping (e.g., 02628), but Li Po’s line specifically echoes lines from Hsin Yen-nien’s
“Officer of the Guard™ A# 8 (CHs 2.15b):

Relying on our general’s power, HARES
We tease the Turk of the tavern. LES.F 4]
The Turkish wench is just fifteen, HiEF+ A
On a spring day she stands alone at the bar. 2amER

08827: CTs, p. 1885; Hanabusa 982; Wang, p. 582.
Rhymes: 2 huai, 4 lsi. (extemely trite rhymes). Regulated.

1. For Jo-yeh Creek, see note to title, 06417.

08087: CT's, p. 1720; Hanabusa 227; Wang, p. 195; Wyyh 162.8a—8b.

Rhymes: 2 qok, 4 gok.

Title: Heng-chiang was on the north bank of the Yangtze, upstream from the Chien-yeh{Nanking
area.

1. Nong 1% is used as the first-person pronoun of the Wu dialect. Its appcarance indicates the
persona of a southeasterner: poets who happened to be from the Southcast did not writc nong
whenever they wrote the first-person pronoun, only when they wanted to emphasize their
“southeasterness.”

3. Qit-biung — &, is “‘one wind” in that it does not stop blowing for three days.

4. Wa-kuan Tower (Z#, “Title Sarcophagus,” later written Z %), was located in Shang-
ytian County in modern Kiangsu. Li has a poem on climbing the tower (08567)

08091: CTs, p. 1885; Hanabusa 986; Wang, pp. 196-97.
Rhymes: 1 ngiaeng, 2 shraeng, 4 haeng. Regulated with strong violation in second position of first
line.

1. The tzin-lid # # was a minor public employee charged with taking care of ferries and
bridges: see Robert des Rotours, Traité des fonctionnaires et Traité de I’armée (San Francisco, 1974)
pp- 498, 746.

08092: CTs, p. 1885; Hanabusa 987; Wang, p. 197; Wyyh 162.8b.
Rhymes: 1 kai, 2 huai, 4 lsi. Regulated with strong violation in second position of first line; for
line 4, see below.

1. For a halo around thec moon as an omen of wind, see07631.1-2.

2. As Wang notes, the description of the ghigeng 35 here (to be translated as “whale™ or
“leviathan” depending on whether its attributes answer our modern sense of the natural or
supernatural) derives from the description in Mu Hua’s Hai fu (Wh 12. 9a), where the ghiaeng's
puffing makes ‘“‘rivers run back in their courses.” Tzuit #. is a “‘pressing on”’ something or “squeezing
together.”

3. Three Mountains = is a formation overlooking the Yangtze in Chiang-ning.

4. The mio & in Gung mio dhé ha 22 #& KM is in the wrong tone, and indeed it would be
impossible to integrate the yiieli-fu title into a regulated poem without breaking it across the caesura.
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The variant mak ¥ in the Wyyh text is clearly to regularize the tone pattern, as Wyyh deviations
from standard texts of ten are.

07912: CTs, p. 1678; Hanabusa 48; Wang, p. 72.
Rhymes: 2 jhin, 4 tzin, 6 njin, 8 chuin, 10 sin. Unregulated.

1. Qan-giuaén ¥ 4] is to “‘pat” or ‘place one’s hand on” one’s sword, without actually raising
it; it is clcarly a gesture of micnace.

2. Xaek # is essentially to “redden,” but it becomes a set epithet of fury, “to turn red with
rage.” This line is taken almost verbatim from the first of Wang Ts’an’s “Army Poems” R ¥#:
“Crimson in rage, he lets his heavenly might thunder” # % & X & (Wh 27.12b).

3-4. As Wang notcs, this story is told in the San-clri-lieh chi = %983z cited in Ywlc (c. 6,
p. 108): “The King of Ch’in was making a stonc bridge in order to cross the sea to look on the
place where the sunrose. There was a divine person who was able to drive rocks into the sea. When
the rocks didn’t go quickly enough, he immediately whipped them and they all ran with blood.
Even today they are all red—all the rocks of Yang-ch’eng Mountain stand up, towering and leaning
eastward, as though moving in file.”” Zuin ¥’ is the proper word for an imperial or princelyjourney.
X3si-hiou 47 is literally “‘the right side of the sea,” its western side assuming the proper southerly
orientation. As Wang notes, much of the language of these opening lines appears in the first part
of Chiang Yen’s Hen fu {8 (Wh 16. 31b-32a).

5. Gidujis 7%, literally the “Nine Lodgings,” is an ornamental variation on gidu-jiou 7L#,
the “Nine Provinces,” all China. R

6. Literally, “He sought only the herbs (for the elixir of immortality) of the island of P’eng-
lai.”

7. Ho [, is the same as A, used in the sense of /. Wang citcs 04449 and 03222, where the
phrase nong hé chuin # & % is used, in both cases to praise rulers who have given up idle pastimes
to “‘observe the spring (labor) of farm families.”

9. Zhidm # is of ten the “‘adequacy” of provision or strength.

07883: CTs, p. 1673: Hanabusa 17 (Hanabusa’s division of the Ku-feng is different than Wang’s
and most texts); Wang, p. 56.
Rhymes: 2 seng, 4 tsieng, 6 haeng, 8 xiang, 10 meng, 12 biaeng, 14 gicng. (T'ung-yiin).

1. Lotus Blossom Peak # # % was one of the peaks of Hua-shan.

2. The migeng-seng ¥ X is usually the morning star or Venus, known in Chinese as T’ai-po
K &, which was also Li Po’s given name. Wang takes the miaeng-seng as the Jade Girl of the Bright
Star #§ ¥ X%, an immortal who dwells on Hua-shan; see HHs, pp. 1930-31. See also Edward
Schafer, Pacing the Void (Berkeley, 1977), pp. 132-36.

4. For an extended discussion of the tradition of bhé-xiu ¥ &, “‘stepping in emptiness,” see
Schafer, op. cit., pp. 234—69. Tai-tsieng X ik is often used simply as a kenning for Heaven, but here
it is probably being used in its technical Taoist sense as one of the levels of Heaven, in which the
kidi R, is firm.

5. As Wang notes, the “rainbow robes” % ¥ appear in the Tung-chin £ & of the “Nine
Songs,” describing the coming of the spirits. Ngei-zhiang g % was also the name of a famous piece
of “new music” of Hsiian-tsung’s reign, music to which Yang Kuei-fei danced.

7. Cloud Terrace & 4 was the name of a twin peak in the northeastern section of Hua-shan.

8. For the immortal Wei Shu-ch’ing, see Schafer, op. cit., p. 225.

10. Ga-lhung % % is literally “‘hitching wild geese (to their carriage).” Tzié-meng ¥ % is a
nontechnical kenning for the heavens. The line is a variation on a line in the third of Kuo P’u’s
Yu-hsien shili (Wh 21.30a), and clearly the variation to meng is for the sake of rthyme. Kuo P’u’s
line had read jhisng tzit-gen % % 1%, “‘riding purple mist,” and when gen was changed to meng for
the sake of rhyme, the jhiang also had to be changed, since the tzié-meng was not something that
could be “ridden.”

11-12. Wang takes this as referring to the troops of An Lu-shan, though he cites another
opinion that it refers to the T'ang’s Uighur allies. )

. Literally, “Jrhaei (a kind of wild dog) and wolves: all caps and cap ribbons.”” Jrhaei-lang




Notes to the Poems 371

$HIR was a set metaphor for the rapacious and cruel. Guan-gieng & # was a standard synecdoche for
officials. The line probably suggests that all the worst people have been made officials, but the
emphasis might possibly have been somewhat different, suggesting all the officials are the worst
people. A possible further implication is that the jrhaei and wolves are decked out in caps and ribbons
because they themselves have killed the real officials.

08465: CTs, p. 1813; Hanabusa 60s; Wang, p. 424; Hyylcin TjhTs, p. s7.

Rhymes: 1 shren, 2 lien, 4 gen. Unregulated.

Title: Hyylc has “Answering the Question of an Uncouth Person” 2% A M. There are different
versions of the title, all combining these various elements in different ways. The poem is consciously
in the tradition of T’ao Hung-ching’s famous epigram (CLs 11.12b).

1. Sei 3, litcrally “‘roosting,” is a rootless, impcrmanent mode of lodging, appropriatc to
a free spirit with no ties to the world.

3. Qéu-njien F # is one of the many compounds suggesting a quality that is “‘deep, mysterious,
and far away.”

os811: CTs,p. 1242; Chao, p. 38; Wycc 5.7b.
Rhymes: 2 jiz, 4 zhiue, 6 zhia. The first four lines are regulated; the fifth line violently breaks the
pattern with five deflected tones. The last line ends with proper tonal balance.

1. #% is probably gyim here, “to give someone something to drink.”
s. I perfer to take this as the poet’s statement, and the imperative mak ¥ as self-exhortation.
However, it is possible to take this as the (distinctly impolite) words of the person asked.

08669: CTs, p. 1856; Hanabusa 814; Wang, p. s21.
Rhymes: 2 djiung, 4 biung. Regulated, two “ A" form couplets in scquence.

2. Lug-dhan #2342 need not mean completely stripped to the buff, since the characterization
is applied to barbarians who wear breechclouts; however, it is bare enough to offend traditional
nudity taboos.

4. There is no exact equivalent of shrd &: it usually applies to spray or rain “‘splattering,”
but here it must refer to the intermittent gusts of the breeze.

08679: CTs, p. 1858; Hanabusa 824; Wang, p. 523.

Rhymes: 2 giai, 4 xisi. Unregulated.

Title: Kign &, “to drive out,” “expel,” is often used for the “expression” of emotions, with the
added implication that once they are “driven out,” the person is free of them. Dzhi-kién f ik thus
becomes something like “‘unburdening myself.”

1. Note the similarity between this opening situation and that of 07848.

4. This is a conventional scene of evening return, redeemed from triteness by the understate-
ment of xizi # (in contrast to the more common isolation of the poct), and by iek 7. The use of
iek is particularly fine: it presents 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 vision, almost a surprise
on the part of the drunken poet. Of course, with this drunken poet, covered in flowers, splashing
around in the moonlight on the creek, it is hardly surprising that nearby birds have taken flight, and
people too might hesitate to linger in the neighborhood.

086s1: CTs, p. 1853; Hanabusa 796; Wang, p. s15; Wyyli 152.7a (title only), 195.6a-6b.

Rhymes: 2 tsin, 4 njin, 6 shin, 8 chuin; 10 luan, 12 san, 14 xan. Old Style.

Title: This is the first in'a series of four poems. For a brief discussion of this poem see Frankel,
op. cit., p. 22.

2. It was customary when drinking to have someone else pour winc for a person. Of course,
there was enough solitary drinking in T’ang poetry to make this a requisite custom only in convivial
situations, but Li Po’s phrasing serves to emphasize the absence of someone to pour for him.
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4. The use of njin A here is remarkable.

7. Tziang # is uscd here as a conjunction.

8. Ghyip-chuin % %, literally to *“reach spring,” suggests either that the poet will achieve a
springtime state of mind or, more likely, that his delight will not dissipate until it is spring.

11. Seng & usually means to “become sober,” specifically after being drunk; however,
here it is clearly a more general “sobriety,” from which state one beccomes drunk. Gau-xuan % §,
translated as “‘fricndship and pleasure,” might seem to suggest an almost sexual intimacy from its
components; but the compound is used for a more general intimacy.

13. Mio~dzhieng & ¥k, literally “without feelings,” is usually a pejorative term; here, however,
it is clearly revalued to a positive “freedom from passion,” even though that contradicts the *“‘shared
friendship and pleasure” of the eleventh line. Yet there is something sly in the use of the term: a
Taoist or Buddhist dispassion is usually hard-won, yet the moon and shadow are quite literally
“without feelings,” and sincc they arc not really njin A, Li Po has “no feclings” toward them.

08678: CTs, p. 1858; Hanabusa 823; Wang, p- 523; Wyyh 159.5a.

Rhymes: 2 hen, 4 shren. Regulated

Titlc: Ching-t'ing Mountain is located in Anhwei, just north of the Yangtze. See Frankel, op. cit.,
pp- 30-31.

4. Literally, “There is only Ching-t'ing Mountain (to form the ‘pair’ of mutual gazers).”

o8114: CTs, p. 1724; Hanabusa 249; Wang p. 206.

Rhymes: {1 djlidng], 2 djliang, 4 shriang. Regulated.

Title: Autumn Banks #X # was south of the Yangtze in modern Anhwei, just east of Ching-t’ing
Mountain.

1. A djhigng X was in fact somewhat over three meters long, so Li Po is actually speaking of
9,330 meters of white hair. Wang Ch'i’s comment here is intercsting: “The first line is quite strange,
but it is resolved in the rest of the poem. Every word forms a subtle meaning. Only an old master can
do this: no model follower or line-plucker could say this.”

2. luen-jrhion % #, translated as “sorrow’s consequence,” is an unusual, formal way to
express cause. For the use of g@ #, see Chang Hsiang, Shili tz’u dt'it yit-tz’u hui-shih, p- 346. Li
Po’s use of gd is unique, even in Chang Hsiang’s thorough survey of T'ang particles, and since it
lacks poctic or classical parallels, we may presume it is either colloquial or a strange construction
of Li Po’s devising. It is used as a pronoun, perhaps as a demonstrative pronoun, and its referent is
jrhiou. Djhiang % is zeugma.

08617: CTs, p. 1846; Hanabusa 758; Wang, p. 500; Wyyh 309.6a.
Rhymes: 1 ginai, 2 qiai, 4 bisi. Regulated.
Titlc: After dispatching the beauty Hsi Shih to Wu, King Kou-chien of Yiieh waited until Fu-ch’a

of Wu had comnlete&neglxﬁih&gdm&mhﬁm&mmnmmmeii

07929. Then Kou-chicn led his army in and defeated Wu.

2. Ngyi-jrhis &1, literally “righteous troops,” was the term applied to the imperial army.
Using it for the troops of Yiieh asks the reader to adopt the point of view of the king of Yiieh and
his people. This is one small but potent mark of Li Po’s “‘ncgative capability,” which separates this
poem from the conventional /iuai-ku. The brocade robes of the troops are probably rcwards given
them for thcir merit, but they may simply be plunder.

08079: CTs5, p. 1717; Hanabusa 216; Wang, p. 187; Wyyh 332.7a.
Rhymes: 1 kiow, 2 sien, 3 liou, 4 qen, s ziuen, 6 ziuen; 7 hung, 8 biung, 9 tung, 10 ghiung.

3. Mount Sung, with its thirty-six peaks, was located near Lo~yang and was thc source of
the Ying River. For the associations of tzié-gen % £, see note 07883, linc 10.

7. A seng-hung 2 3r, “star-rainbow,” is a comet or shooting star with a tail; 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 may be less difficult to imagine somcone pacing, it is, as far as I can tell,
unsupported.
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10. Literally, “I know on your wandering the heart will not bc exhausted.”

07936: CTs, p. 1684; Hanabusa 72; Wang, pp. 93-94; Wyyh 200.6a; Twt 12.10a; Yfsc 71.1a.
Rhymes: 1 tsen, 2 dzhien, 4 njien, s chiuen, 6 shren, 8 ben (t'ung-yimn); 12 dzh3i, 14 x3i.

1. For ddu zhip-tsen -, see note 07931, line 21.

4. Mang-njien i&#. is one of the many binomes suggesting confusion and indistinctness.

6. The T ai-hang Mountains were proverbial for their dangers.

11. The multiplicity of byways or crossroads echoes the famous allegory of the division of
the Way told in the Lieli-tzu, when Yang Chu marveled at the number of people it took to scarch
for one lost sheep because the crossroads were so many.

13. As Wang Ch’i notes, this line echoes the words of Tsung Ch’iich when asked by his
uncle Tsung Ping what his ambition was.

14. Djhisk & here probably means “‘straightaway” or ““all | need dois. ... "

46748: CTs, p.9642; Twt 17B.10a. For a translation of the last part of the poem, see Schafer, op. cit.,
p. 245.
Rhymes: 2 gang, 4 mang, 6 xiang, 8 guang, 10 hong.

1. Qiuaen-qiuaen ¥ ¥ is a binome properly reserved for the undulating movement ofa dragon.

3. This backward gaze, down to one’s native land, occurs at the close of the Li Sao and in
poems in that tradition.

s. Note the reworking of a couplet from the first of T'ao Ch'ien’s Kuei yiian-t'ien chii (CTsins
6.5a).

6. Déi-xiong 4 # often refers to the “imperial demcsne,” close around the capital, but herc
itrefers to the dwelling of the Emperor of Heaven.

7. For adiscussion of the giJ 42, translated as “network,” the interstellar “strands” of the sky,
see Schafer, op. cit., p. 241.

9. The Tai-misi X #& (T ai-wer) was an imperial constellation, roughly coordinate with the

constellation Virgo; see Schafer, op. cit., pp. 52, 208.

CHAPTER 9

10242: CTs, p. 2190; Juan, pp. 94-95; KCsc 4.7a; Yfsc 61.9b.
Rhymes: 2 djhin, 4 shin, 6 njin.
Title: Chi Gate was very close to modern Peking, though n the T’ang the arca was a frontier.

1. Qaém-qaém %5 & basically mcans “dark,” but like many descriptives of darkness, it implics
a somberness.
. 2. Gaeéng %, mcaning “again,” usually precedes only verbs, but in some cascs, as here, it
4 can precede nouns: cf. 08337.23.

3. Bhiang-liong % f is a descriptive compound of primarily military associations involving
“pressing hard” on people who are holding a position. I have herc taken it in an active sensc, but
some usages would allow it in a passive sense: “Though the nomad horsemen arc hard-pressed. .. .

4. Thisis, of course, not a historical ballad, and ““Han’" hcre refcrs to the T’ang armies. That
the soldiers bist g6 shin 74§ 4, literally, “do not look to their bodics,” is the standard way to say
that the soldiers arc willing to dic for thc empire.

6. Shraéi & here is an intensifier.

10323: CTs, p. 2211; Juan, p. 6; KCsc 1.7a—7b; Wyyh 299.5a.

Rhymes: 2 hiuaen, 4 xuan, 6 piaen, 8 qan, 10 man.

Title: Wyyh has the variant “Written When Returning after Accompanying the Recruits”
# £ & 4. For a translation and bricf discussion of this poem, sec Marie Chan, Kao Shil: (Boston,
1978), pp. 99-100.

2. Sii-xuan £33 is an elegant variation for the complex of border fortifications known as
the Grecat Wall; see Wu-ch’en commentary, Wh 28.22a.

3. Seu-dheu # #% is a descriptive binome for a desolation that cvokes a mood of gloom.
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7. The “plans to still the frontiers” are in the form of written documents ¥, probably
suggesting memorials to the throne.

10358: CTs, p. 2217-18; Juan, pp. 113-16; KCsc s.1a—1b; Hyylc in TjhTs, pp. 97-98; Yhc in
TjhTs, p. 361; Ticin TjhTs, p. s21; Wyyl 196.6b—7a; Twt 12.14a; Tscs p. 342; Yfsc 32.6a—6b.

Rhymes: 1 bak, 2 dzhak, 4 shrisk; 6 gen, 8 shren; 93, 10 hid, 12 mid; 13 bhisi, 14 xizi, 16 hiusi; 17 gidu,
18 héu, 20 shidu, 22 hidu, 24 déu; 25 pian, 26 xiuan, 28 ginan.

Title: The “Song of Yen” ## {7 was a yiieh-fu title, the first extant version of which was by
Ts'ao P’i, and the heptasyllabic meter set by Ts’ao P’i was retained in most subsequent versions.
For an extensive discussion of Kao’s song, see Marie Chan, op. cit., pp. 101-12.

Preface: Reading # f7 % % 2 with Hyylc instead of Juan’s # 7%, %.

1. Again, the “House of Han” does not indicate a historical ballad, but rather refers directly
to the T’ang; in contrast, many earlier heptasyllabic songs tried to maintain some consistency of
historical reference. Qen-djhin 3% &, “dust and smoke,” has here lost its visual dimension and has
become a truc substitution trope, synecdoche for warfare.

2. As Marie Chan notes, this involves an unusual personalizing of the expedition in the ga &,
“home.” The mention of Icaving one’s home is common in frontier yiteh-fu, where the soldier or
adventurer is of low social status, but it usually does not appear when applied to an imperial general.
Dzhan-dzhak 5 8, “‘last of the raiders,” implies that many of the nomads have already been killed,
probably by the garrison troops. Dzhan is used for the troops that “survive” after a battle; dzhak
is a pejorative term, translated as “‘bandit” or “rebel,” applied to anyone who contests imperial
authority.

3. Huaeng-haeng #% 17 is a term applied to far expeditions into the frontier regions.

4. To “grant special countenance” is to look upon the expedition with great favor.

s. Chrang gyim # 4 seems to be a contracted form of clirang gyim-gé #4 #, “to beat the
kettledrums,” used in the Tzu-hsit fu -F g, of Ssu-ma Hsiang-ju (Juan). “tambours” for g, “‘plain
drums” is translator’s license. As Marie Chan notes, the sequence from Elm Pass to Chieh Rock
to Wolf Mountain details the progress of the expedition out into the northeastern frontier.

6. Qyue-i % ¥ isa descriptive binome with many applications, the most common, as here,
describing something winding off into the distance, in this case the column of troops.

7. The gau-qiudi 1% & was the Han title for the class of officers immediately below the generals;
in the T’ang the term was used unofficially. The term Han-x4i #7#% presents real problems: it can
be used for the sea oft the North China coast, geographically appropriate here, but it is most
commonly applied to the Gobi Desert, geographically inappropriate. It is perhaps best to take it
as applying generally to the wastelands of the Northeast.

10. For bhismg-limg % tk, see note 10242, line 3.

11-12. These are substantially the same charges later raised against Ko-shu Han.

13. As Juan notes, the use of bhisi B here for the “‘sickening” of the autumn plants is an echo
of Shik 204, traditionally interpreted as a Jament for the sufferings caused by misgovernment.

15. As Juan notes, this line may be an echo of Lao-tzu 69: “No calamity is greater than
thinking little of the enemy.” But the allusion must be understood in the context of the conventions
of T'ang military poems in which the soldiers often swear to accomplish great deeds to requite the
emperor’s favor; e.g., 06782-83. In this case the failure of the troops or of their commanders is in
“not knowing the measure of their capacities.”

17. The emphasis here seems to be that what began as a quick campaign to defeat the nomads
has become endless garrison duty.

18. The line begins literally, “They must be weeping jadc sinews.”” Ngiok-gian % #, a courtly
kenning for the strands of tears, is most unusual in this context. Mention of the women weeping at
home was a necessity in campaign songs, but Kao Shih has wisely reserved it for a place where their
lament has particular force.

20. The turning of the head marks the soldier’s thoughts of home.

21. This is another alternative to the swift campaign—a constant movement, “whirled
back and forth,” never achieving one’s goals.

23. As Juan notes, the sum-zhiz = #, “‘threc seasons,’

s

are spring, summer, and autumn.
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The shrat-kidi & 3, “‘wind of destruction,” is a characteristic of autumn, and its presence throughout
the year marks the unnaturalness of the frontier world.

24. The deu-déu %) 3} were kettles used to sound the watches of the night.

25. I have followed the collection reading of &, “snow,” instead of the reading 2, “blood,”
which is supported by virtually all the early anthologies. This is one of the few cases where | have
chosen the textually less likely reading: “snow” makes it a great line; “blood” is a melodramatic
abomination. The “‘silveriness’ of the blades is literally ““white,” so with the reading “‘snow,” we
have the haunting image of blurred, virtually anonymous forms confronting each other with
white blades in the swirling white snow.

26. Xiuan # is some kind of acknowledgment of merit, often a reward.

10313: CTs, p. 2210; Juan, p. 1; KCsc 1.6a.

Rhymes: 2 dzhsi, 4 dhai, 6 lai.

Title: Sung-chou, later Sui-yang, was east of Lo-yang and the center of the ancient region of
Liang. This poem is translated in Marie Chan, op. cit., p. 74.

1. Prince Hsiao of Liang was a famous patron of letters; he received some of the most famous
writers of the Western Han, men like Tsou Yang, Ssu-ma Hsiang-ju, and Mei Sheng. As juan notcs,
the phrase sick dzhiuen zlitng # £ % ominously recalls its use in Pao Chao’s “Fu on the Weed-
Covered City” #%8& (Wh 11.13b), where the memory of past splendor is contrasted with the
city’s present desolation.

6. In connection with the “high terrace” of line 4, the ““sad wind” here echoes the opening
of the first of Ts’ao Chih’s ““Unclassified Poems” (Wh 29.21b), one of the most famous of Chien-an
poems, on which the T’ang ku-feng were founded.

04389: CTs,p. 896; Ch'en Tzu-ang chi, p. 22.
Rhymes: 2 dhai, 4 tzai, 6 lai.
- Title: “Observing the Past on Chi Hill: Presented to the Recluse Lu Tsang-yung” #$ ¢ £ 4+ % &
B+ # A. The poem quoted is the second of a series o f seven and is entitled “Prince Chao of
Yen™'; see Stephen Owen, Poetry of the Early T'ang. (New Haven, 1977), pp. 176—78.

1. Later scholars may have worried about the actual location of the legendary Chieh Rock,
but Ch’en Tzu-angfeltsecure thatit wasthere, by Chi Hill. The Lodgc of Chich Rock had supposedly
been built by King Chao of Yen for his advisor Tsou Yen t#7. The “Terrace of Gold” was built
by King Chao for his retainers.

3. Kiou-liang & fk are basically low “hills,” but in the context of this scene, they are potentially
the sites of Prince Chao’s capital and perhaps even the tomb mounds of the state of Yen.

10432: CTs, pp. 2233~34; Juan, pp. 197-98; KCsc 8.1a.

Rhymes: 1 kung, 2 djiung, 4 giurtg, 6 qung, 8 ghiung. Regulated.

Title: Golden Fort 48 was about sookilometers west-northwest of Ch’ang-an, in modern Kansu;
it was on the edge of the frontier region, but not deep in Central Asia. A lou £ is a multistoried
building, usually wider than it is tall: lou were built on city walls for observation and defense.
In this context, to translate lou as “tower” is unavoidable, but it gives an unfortunate impression
of verticality.

1. Mdn % is of ten used for a scene “filling” the eyes or the vision.

2. Literally, “superior to those in a painting.”” The competition of nature and painting is
no less evident in T’ang writing than in the West, though in the T’ang the competmon usually
takes a somewhat different form.

4. Shiti 4., translated as “form,” is a “’kinetic form,” either a quality of movement or a static
form with movement implied. In this case, shiéi is the particular tension implicit in the form of the
bent bow.

6. Téi-dhgu # 38, literally “to take the Way as one’s form,” means somcthing like “to live
consonant with the Way.”

7. Ha-jrhi¢ T ¥ usually means simply “why,” but here it clearly means “what is done,”
“what occurrence is there.”
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8. For giuaén %, see note 06725, line 2. Presumably the “bitterness” is that of the troops who
must serve in the army there.

10360: CTs, p. 2218; Juan, pp. 140-41; KCsc 5.12b~13a; Wyyli157.8b.

Rhymes: 1 dhang, 2 xiang, 4 djhiang; s ii, 6 lits, 8 chiti; 9 clwin, 10 djlhin, 12 njin. Note that this
poem takes the form of three heptasyllabic quatrains, the third of which is regulated; it is quite
possible that a quatrain series has here been conflated into one heptasyllabic ““old style” poem.

1. The “thatched hut” was the way Tu Fu referred to his dwelling in Ch’eng-tu; in later
dynasties the phrase became inextricably associated with Tu Fu.

2. It is unclear here whether Kao Shih or Tu Fu is the person “yearning for native land.”
Len {#&, translated as “love,” also can involve emotions of “concern” and “pity”: thus, ““ ... with
thoughts ofconcern on how my old friend yearns for his nativc land.” Go—xrang #H #¢ is more Iocally

a “‘home region.”

3-4. The subject here may be Tu Fu rather than Kao Shih. In seventh-and eighth-century
poetry, the renewal of nature in the spring usually brings thoughts of rcturn home.

5. Nom-biaen # # , translated as “‘southern borders,” is the southern frontier region, to which
Ch'cng-~tu belonged by its position relative to Ch’ang-an.

6. In itsantithesis to liis &, it T here takes on its meaning of “relaxed” or “joyous.”

7-8. This couplet is clearly an echo of 04335.5—6.

9. Thereference hereis toHsieh An 3# % (320-85) of the Tsin, who stayed at his villa on East
Mountain refusing repeated summons to serve. These refusals won him a grcat reputation and the
general opinion that his service would be the salvation of the empire’s troubles; see Shih-shuo
hsin-yii (SPTK) 3B, section 25. 24. Chuin %, “springs,” is synecdoche for “‘years.” The “thirty
years” refers to Kao Shih’s life rather than Hsieh An’s.

10. Thestudy of “books” (or “writing”) and the “sword” echoes the education of Hsiang Y.

11. Liong-jiong 4i5% is a binome often used in poetry to describe the appearance of old age.
A zhick % was a large measure, here used for the rice (or rice-equivalent) that Kao Shih reccived
as a salary. Tém & is often used for a promotion, cspecially for receiving an additional official
position. Two thousand zhigk was the compensation for the governor of a commandery.

12. As Juan notcs, this echoes a famous passage in the irst part of the T’an-kung chapter
of the Li~chi, where Confucius describes himself as a **person of north, south, east, and west.”” The
traditional interpretation of this is that Confucius is a wanderer, with no fixed abode. When Kao
Shih appliesthe epithet to TuFu, it is both praise in the implicit analogy to Confucius, and sympathy
for Tu Fu's lack of a “position” such as Kao Shih has. Tu Fu is thus one whose position is not
commensurate with his greatness, and thus Kao Shih is “ashamed” at his own undeserved office.

10342: CTs, p. 2214; Juan, p. 53; KCsc 3.2a.
Rhymes: 2 sim, 4 shim, 6 lim.
Title: Tung-p'ing was directly northeast of Pien-chou, in modern Shantung.

3. Sak-sak ¥ % is a descriptive binome applied to the sound of wind, trees, and crickets;
from another meaning, it has the association of restlessncss.

CHAPTER 10

09s591: CTs, p. 2050; CTes 2.2a—2b; Tses p. 353-
Rhymes: 1 jizt, 2 siuct; 3 lai, 4 kai; s mak, 6 bhak, 8 d/mk 9 biang, 10 ngiang; 11 kaek, 12 dhek; 13 man,
14 piaen; 15 kin, 16 16, 18 chiti. Some rhymes are t’ung-yiin.

1. For the “white grasses," see note 06725, linc 15. The imagery of this line is violently
hypcrbohc clouds arc “rolled up,” the wind may “roll up” snow, but nothing “rolls up” the earth.
“Snapping,” jiet #, is what happens when somconc picks a plant: it involves separation of one part
from another.
2. The function of tzisk 8p is something like “right then”: thus, “Inthe Tartar skies as soon as
it is the eighth month, immediately the snow goes flying.”
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3. The comparison of snow to pear or plum blossoms was a commonplace, but Ts'eny Shen
extends the com parison into a full conceit.

5. “Beaded curtains” and “lacework drapes” belong to a boudoir scene and arc singularly
inappropriate here; Ts'en is writing a pocm on falling spring blossoms and applying it to a snow
scene; then, in the next line, shifting back to the cold.

6. Literally, “The fox furs are not warm”: Ts’en Shen deliberately phrases the line to run
counter to the reader’s expectations. The reader knows that fox furs are indeed warm, and must
infer the extremity of cold that will make them “not warm.”

8. The Do-io #3§, “viceroy™ or “protector general,” was the civil officer in charge of large
frontier regions. In the sense of “‘wear,” % is pronounced djiak, necessary here for rhyme.

9. For Han-x3i # #, see note to 10358, linc 7. There is some textual indecision as to the extent
of the hyperbole here, whether the icc is back-chiek B R, tsen-chick ¥ R, or back-djhigng & % .
In any case, the hyperbole must apply t o the dcpth of the ice rather than its breadth; if it were breadth,
the ice would bc a rather small area on the expanse of the Gobi.

10. Tsom-dhdm %3k is a descriptive binome combining often a visual darkness with a sense
of gloom. Ngisng #, literally “congeal,” is an immobility in the clouds,in contrast to their usual fluid
changes.

11. Animperial army was divided into three division (sam-giuan = F), of which the “central
diviston” (djiung-giuan ¥ E) belonged to the commander-in-chie ©

12. All of these arc nomad instruments; such nominal cnumerations are very rare in shih
before the T’icn-pao.

13. The hiuacn-man #Pq, literally *“Wagon-tongue Gate,” was thc compound of the
commander when an army was on campaign.

14. The use of chiet % here is strong and unusual: it could mean to ““draw out,” but I prefer
to take it in the more active sense of “clutch and restrain,” as in chiet-djicu 4 pt. Piaen #8, not often
applied to flags, means to “flutter” or “move with the wind” in this sense.

15. Bugur, or Lun-t'ai # &, was a city far in Central Asia, about 100 kilometcrs east-
southcast of Kucha. The eastern gate of Bugur should mark a journey back toward China, but the
Heaven Mountain Range, mentioned in line 16, lies directly north of Bugur.

09596 CTs, p. 2052, TCcs 2.5b.
Rhymes: 1 kdu, 2 hou; 3 kai, 4 13i, 6 huai; 7 zhid, 8 shid, 10 kid. (last group ' ung-yiin).

1. Ch'ih-t'ing was a mountain and stream near Lung-hsi, in modern Kansu_

5—6. In his description, Ts'’en Shen draws hcavily on traditions of describing ordinary clouds.

6. The use of huan F here, in parallel with jrhd %, is probably “once again,”” as described
in Chang Hsiang, Shili tz’u cl’ii yii~tz"u hui-shih, pp. 231-32.

7. “Iron Gate” was probably at Iron Mountain % ., in modern Kansu.

8. Yarkhoto, Chiao-lho % ¥, waslocated far to the northwest of the probablessite of this poem.

————06360 €T5,p. 1398; CKCsc 3.10b-11a.

Rhymes: 2 zhiug, 4 zhis, 6 djhie, 8 tzis. Old style. The irst eight lines of twenty-two are quoted.

1. A zis 4 is usually a non-Buddhist shrine, though here it is clearly applied to a Buddhist
temple; note that thc compound zis-hid #F, “shrine-vault,” “‘shrine,” has been split up in this
line. Gyim 4, “golden” or “metallic,” is an epithet often applied to splendid buildings, which were
often, in fact, gilded. fin-hi6 £ F is glossed as a “dwelling of immortals” in the Wu-ch'en
commentary to Tso Ssu’s “Fu on the Wu Capital” (Wi 5.8b—9a) and here is used in the courtly
tradition of describing fine buildings in terms of celestial architecture. The line is a highly
ornamental description of the pagoda rising out of the temple complex.

2. Tseng-hiuan 4 & were associated with Heaven and the court, so that an ascent to the blue
clouds involved beccoming an immortal or rising to high position.

3—-4. This couplet shifts diction to the casual, simplc style of capital poetry: the themc of
stillness, the use of particles like ick 7K, the use of pronouns like ngs % and jis .

s. Tsang-mio ¥ &, literally “verdant-wecdy, * is a new compound suggesting the denseness
of the early autumn vegetation. The Yi-ch'un Gardens were constructed by the second Ch’in
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emperor and were a favorite place for outings in the Han; here the reference is probably to the
Ch’ii-chiang Park, southeast of Ch’ang-an.

6. Pén J is an untranslatable measure for flat surfaces, as the surface of a lake. K’un-ming
Pool was an artificial lake created in the Han.

7. The rhctorical question “Who says?” implicitly denying a statement everyone knows
to be true, was a favorite device of court poetry.

8. Sieu-ieu # ik combincs the relaxed strolling of an outing with spiritual freedom, the latter
from its use in the Cluang-tzu.

09534: CTs, p. 2037; TCes 1.19b-20a.

Rhymes: 2 giung, 4 kung, 6 gung, 8 kiung, 10 biung, 12 dung, 14 lung, 16 djiung, 18 mung, 20 tzong,
22 ghiung. Old style.

Title: “With Kao Shih and Hsiieh Chii, Climbing the Stupa in the Temple of Compassionate
Merey” 3 WBAALASFAR.

1. For shiti #. see note 10432, line 4. TSscy (1.39a) notes a passage in the Miao-fa lien-hua
ching onseven precious pagodas that “‘bubble up” out of the earth before the Buddha. The description
“bubbling” is particularly appropriate for the form of early Indian stupas, but for the Chinese
pagoda it is strange indeed.

2. Ten-giung X & is the Chinese term for the palaces in Heaven, but it wasalso the translation
of devapura, the Buddhist heavenly dwellings.

3. For shiti-gaéi # 3}, see note 06393, line 8.

5. Jhin-jiou 7 M was an old kenning for China proper, the “holly domain.” Qap & is a term
often applied to high mountains, which in their sheerness'and height “*hang over’ and seem to weigh
down on what is below.

6. Giudi-gung R, I emphasizes that the accomplishment seems beyond the capability of
humans.

8. Mo A, “rubs,” is often said of high things like birds or mountains “touching” the sky.
Tsang-kiung ¥ %, litcrally the “‘blue and vaulted,” was a kenning for Heaven. Kiungis usually taken
as a contraction of kiung-liung & B, “domed” or “vaulted,” the shape of Heaven: this appears in
the K'ung Ying-ta exegesis of Shili 257, where tsang-kiung appears as kiung-tsang. The “seventh
story,” tsit-dzhang 4 R, may also be together the ‘“‘seven stories” of the pagoda.

9-10. These are standard poetic hyperboles of height.

11. Though great waves were frequently compared to mountains, mountains were less of ten
compared to waves. Ts'en Shen’s active topography looks forward to the lively landscapes of
Han Yii.

12. Ban-tsou %% means literally to “rush together,” and the place where the streams come
together is the sea. An old set of metaphors compared the movement of rivers toward the sea to
the pcople’s gathering to a legitimate ruler. Thus, the rivers were said to djhizu #§, “go to the court”
of the sea.

13. The djhie-dhdu % & was the highway reserved for the emperor and high nobility.

14. Leng-lung % & was originally a sound binome, describing the sound of jade; here it is
uscd for the “bright glitter” of the architecture.

17. For “Five Barrows,”’ see note 0804s, line 1.

18. Mung-mung .. is a binome describing the haziness of rain or fog. | have translated
the text as given, but I suspect mung-mung % % is the compound intendcd, also meaning “indistinct,”
but more strongly associated with dense vegetation than with fog and haze.

19. Dzhitng-li; ;$3% is a poetic rather than technical term for the Truth of “principle” of
Buddhism.

20. Though shing-gin B &, “Perfect Cause,” does appear in the Fo shuo wu-cl’ang ching
(T'Sscy), where it is the “way of producing virtue,” Ts’en Shen does not seem to be using the term
with any technical precision. .

21-22. The closing vow to give up office now that one is aware of the truth of Buddhism
or the value of reclusion was one of the most enduring conventions of temple-visiting poems and
poems on visiting recluses.
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09882: CTs, p. 2106; TCcs 7.3b; WisTjec 7.3b.
Rhymes: 1 dow, 2 mau, 4 bliau. Regulated.

1. The “wind like a knife” appears in a famous yiieli-fu of Wang Ch’ang-ling, 06671. The
Hcaven Mountain Range was far inside Central Asia, running north of Kucha and Bugur.

2. Zhieng-nom 3, #& usually refers to the area south of Ch’ang-an, though here it must refer
to some frontier fortification or city. Shriuk han mau # & £, mcans litcrally “contracts its cold fur.”

3. Bak § is probably bak-ick # %, a board game like go associated with gambling and,
thence, a general name for gambling; see Ywlc c. 74, pp. 1276-78. Since tziong $& is not the verb
gencrally applicd to playing bak, it must mcansomething likc the general “Iets himself go” in playing
the game, indulges himsclf. A djliiang #§ is probably not an cntirc game, but rather a scries of moves
constituting one “‘battle” within the game.

09877: CTs, p. 2106; TCcs 7.2b; Ttcin TjhTs, p. sg90.
Rhymes: 1 man, 2 gan, 4 qan.

2. Liong-jiong #i5%, besides describing the appearance of old age, also describes something
“soaked,” as with tears.

09774: CT s, p. 2089; TCes3.31b.
Rhymes: 2 dhou, 4 siou, 6 xiou, 8 lou. Regulated.

ey

. 1. The significant compound in this line is léu-jriti> #} ¥, “‘to take carc of matters,” ‘‘to
handle things.” Tsak 8 is an adverb. Thus, there is less of a break at the caesura than the translation
would suggest.

2. “Slipping and stumbling,” tsa-dhe $% 3¢, refers to all 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 shame for him.”

5. Probably an echo of 07767.3.

09757: CTs, p. 2086; TCes 3.29a.
Rhymes: 1 tsang, 2 miang, 4 lang, 6 huang, 8 xiang. Regulated.

1. Tang-tsang %% is primarily a color description, a gray or green; applicd to vegetation
it suggests luxuriance, and from that came to suggest a general abundance, herc applied to “‘myriad
matters,” miaén-jrhiy ¥ ¥.

2. Gisi-sim # .2 occurs in the Chuang-tzu (31/12/56), where Tzu-kung tries to convince an
old gardener to use a well-sweep, and the gardener denounces *contrivances,” which he says lead
to “problems of contrivance,” which further lead to a “contriving mind,” gisi-sim. A gisi-sim is
thus a mind concerned with achieving certain goals, but primarily concerned with devising means
to attain them: thus, all acts have a motive. that determines them. Ts’en Shen’s line reads literally,
*“A contriving mind was long ago forgotten.” I have retained “hcart” rather than “mind” for
sim < to emphasize the element of inclination, that the poet no longer “‘has any heart to” deal with
the “millions of problems.”” This lack of personal motive is picked up in the mio-duan 3%, “‘for
no purpose,” of line 3.

3. Chuit & is the verb used for “goout (from the capital) to serve as.. ..’

4. Note the difference between biat gitem T &, “‘not bored (being secretary),” and biat zhi¢
qitm LA R, “it (the reason that | came out here as prefect) is not that | was bored (being secretary).”

$~6. This fairly common poetic construction has two verbs: the object of the first verb is
the subject of thesecond verb.

7. An “open-mounthed smile” or “laugh” is a mark of great merriment.

00646: CTy, p. 2065; TCes 3.26a—26b; Wyyli 253.3a.

Rhymes: 2 mian, 4 hiuan, 6 giuan, 8 ghiuan. Regulated.

Title: Wyylomits §7. The location of Dragon Roar Rapids is unknown, though from the mention
of Mount O-mci and “camp,” the pocm is ccrtainly from his years of service in Szechwan.
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2. For A Wyyh rcads 2.

3. Litcrally, “Mist on thc watcrs: where clear, it emits moonlight.”

5. A biang-jrhif % ¥ is one who has knowledge of alchemical matters or possesses super-
natural skills of some sort.

6. Liuén '8, translated as “yearn,” is a particularly intense kind of desire. A shri3-giwon #&,
basically an “imperial emissary,” became analternativename for a prefect

7. For this line Wyyh reads the very weak 2 #8088 T {i.

8. Lic-ghiuan # %, “‘gone from the herd,” was a set term for separation from one’s kin and
companions: here the reference is to the “various gentlemen in camp.” Note that the poem takes
care of both occasional functions mentioned in the title.

CHAPTER 11

10498: CTs, p. 2253; Chiu-chia 1.5, pp. 5-6; Ch’ouc.1, pp. 2-3.

Rhymes: 2 léu, 4 xéu, 6 déu, 8 situ. Though in length and the usc of parallel couplets in the middle
this poem resembles an cight-line regulated verse, the poem avoids tonal balance. The last couplet
is close to regulation, though the fifth position in the seventh line is a violation.

Title: The “Peak” is T’ai-shan ..

1. Tai-tsung, Dhii-tzong X 7%, was an honorific kenning for T’ai-shan, used in the Shu,
11.i.iii.8. Chiu-chia cites the Feng-su t’ung, explaining Dhai as “‘primal,” and tzong as “‘elder.” There
is great distance between the archaic elevation of Dhdi-tzong and the discursive comment bhio
njiu-ha X %o 47.

2. T’ai-shan lay on the boundary of the ancient states of Ch’i and Lu. MiJi-léu A7 is a
particularly active way to speak of the “‘continuous green” of the mountain.

3. Jhin-siou %% is a “divine excellence,” though siéu also carries the appropriate seme of
“hcight.” As Chiu-chia notes, jhin-siou is the quality that Sun Ch’o says is supreme in Tien-t'ai
Mountain (Wh 11.4b), and Li Shan therc glosses sidu as i3 .F- ‘wonder,” “strangeness As T’ien-
t'ai’s supremacy in jhin-siou is the first statement of Sun Ch’o’s famous fu, it is pcrhaps appropriate
to read Tu Fu’s line as a counterstatement: “It is here Creation concentrated jhin-siou.”

4. Qim-iang #:1 herc are the north and south slopes of the mountain, shadow and sunlight
in the visual description, and in the context of Dzhdu-xud # 4%, the forces of Yin and Yang. The
description here is, of course, of the height of the mountain, whichleavesa strongdistinction between
the sunlit side and the shadowy side.

5. As Chiu-chia and all subsequent commentaries have noted, the strange phrase dhang-xiong
# ¥ has a precedent in the Nan-tu fu of Chang Heng, where the waters of the Yii “sweep (past)
the breast” (Wh 4.1b). The ever-pedestrian Wu-ch’en commentary notes “i.e., in front of one.”
Though the visual image of the clouds sweeping like a river before the poet should be retained,
the clcment of ¢ cIeansmg ” "sweeplng over” should not be dlscounted altogether, it survives as a

is what a mountain does to clouds, and T’ai-shan was partlcularly famous for its nubilous wor]d-
covering.

6. Guet-dzhit 3% is literally, as translated, “split the eye-pupils, what good archers did to
birds in the Tzu-hsii fu. Chiu-chia explains the phrase as destroying one’s visual abilities in gazing
far, and rejects the association of archery. | would agree with the Chiu-chia interpretation and
would suggest that the term is transferred from the destruction of eyes to the squinting involved
in watching the tiny specks of birds disappear into the mountain. However, the fact that birds are
involved both here and in the well-known Tzu-hsi fu leads one to suspect that there is some relation
between the two. It is possible that Tu Fu is suggesting a close attention to the birds like an archer’s
taking aim; in this case, the line would be “Watching, as though to shoot and split their eye-pupils,
my gaze follows the homing birds into the mountain.” Njip X, “enter,” clearly refers both to
the movement of the birds “into” the mountain and to the poet’s vision that follows them *in.”

7. Huai-deng 4% is something like *“there will surely be an occasion when. . .. " The phrase
may also be taken as an optative. The huai promises a pamcular moment so that it alone can carry
the future assurance; see Chang Hsiang, Shili tz'u chii yii-tz"u hui-shih, p. 126.
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8. The primary function of jitmg # is as a poetic marker of plurality, but it often, as here,
carries the implication of ordinarincss.

10914: CTs, p. 2392; Chiu-chia 17.17, pp. 272-73; Ch’ou c. 1, pp. 24-25.
Rhymes: 1 blung, 2 hung, 4 hiung. Regulated.

1. For the pieu-blung i, see note 05984, line 3. The references in this poem are not at
all clear: it is impossible to tell whether Tu Fu is speaking of himself, of Li Po, or of them both.
Siang-go 484k could, for example, be “we look on each other,” in which case both are *“‘tumble-
weeds.” | have chosen to keep the referent exclusively Li Po because Tu Fu was so fascinated with
Li’s personality; even if the poem refers to Tu Fu alone, it still describes the personality that everyone,
Tu Fu included, associated with Li Po.

2. Dan-shra #% is the nugget of refined cinnabar used in elixirs of immortality. Dzhiou -

# is probably used in the sense of “‘complete” here.

3. Timg M in this sense is an intensifier; ting-qyim # &, “drinking terribly much,” is used
specifically for wincs.

4. Bisi-iang bhat-hd & 3 $.R. is a four-character phrase, uscd in the Pei shili to describe Hou
Ching. Bisi-iang #&#% is “‘taking flight” like a bird, but it also suggests lack of decorum and will-
fulness, as in the restlessness of a bird of prey. Bhat-hé $£ A, is explained as “‘leaping over a bamboo
fish weir” and is uscd to describe an unrestrained willfulness and arrogance.

10524: CTs, p. 2261; Chiu-chia 2.6, pp. 27-28; Ch’ouy, c. 3, pp- 99-101.

Rhymes: 1 ghye, 2 bye, 4 lie, s njip, 6 dzhip, 7 djie, 8 ghyip; 9 kai, 10 qsi, 12 lai; 13 chriak, 14 shisk,
16 x3k; 17 shren, 18 gen, 20 guan; 21 jio, 22 tsio, 24 mio; 25 ji, 26 ¢i3; 27 ha, 28 da.

Title: Mei-p’i (Myi-bye) was located just southwest of Ch’ang-an, at the foot of Chung-nan Moun-
tain; as Chiu-chia notes after line 2, the “far away” is poetic exaggeration.

1. Literally, “Ts’en Shen, elder brother and younger™: we know Ts’en Shen was on this trip,
and this peculiar construction appcars becausc there is 110 graceful way to say “Ts’en Shen and his
brother(s).”

2. Huei 3 is literally “take by the hand,” suggesting a companiable spirit in their invitation.

3. Qdm-tsém T4 (also written ¥18) is a binome that, if not of Tu Fu’s devising, seems
not to have been in common use. Later in the Yu-yang tsa-tsu (SPTK 20.4b) it is used to describe
something dark but not black. Both elements of the binome are uscd in compounds for dark, gloomy
skies, and that somber atmosphere is clearly the primary implication herc. The 2 £, “bccome
different,” of id-shrisk £ €., “changed color,” is closely related to the ghye %, “wonders,” for
which the Ts’ens have a passion.

4. A kiuing i, translated as “acre,” is in fact about seventecn acres. Liou-lye 3 3% is usually
glass, which in medieval China was treated as a precious stone. But as the Chiu-chia notcs, the
blue vanety was pamcularly rare and believed to bc a natural stone. Hence, | have translated it

alogically uncertain As Chin-chiaand————

Ch’ou note, the comparison of a body of water to liou-lye occurs in the poetry of Liang Chicn-
wen-ti (CLs 2.11b), and the metaphor has a courtly quality.

s. Han-man 7t i% 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 lion-lys metaphor of Liang
Chien-wen-ti’s poem applied to a pool, and such gem mctaphors were usually applicd to miniature
objects and landscapcs. The application of liou-lye to a han-mian body of water is a peculiar kind

- of hyperbole involving the mixing of two very different kinds of images.

6. Emotions are often described as processes; thus, when elation “reachcs its height,” ghisk
1%, it transforms into its antithesis, sorrow or worry; cf. end of 10818. The line echoes Han Wu-ti’s
““Song of the Autumn Wind”’; see notc for lines 27-28.

7. Thedha & was a kind of crocodile or alligator, supposed to be over nine feet long (though
it is sometimes pictured as an overgrown turtle). Dha tzak § 4% is literally ““the dha acts,” and the
actions to which Tu Fu is clearly referring are the dha’s drumlike bellows which “emit clouds and
bring rain” (Pen-t<'ao. SPTK 21.213). Thus, the dha is a storm beast. “Behemoth rising” is too
apocalyptic for the “dhaacts,” but a storm-stirring crocodile has no support in the Western tradition.
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For the ghiaeng #;, see note 08092, line 2; here as a “swallower (of ships),” tan &, it is clearly appear-
ing in its “leviathan” avatar. The point of the line is that this is not a case of a storm beast’s tempest
or sea monster, so he need not worry about encountering calamity.

8. Qak-biung 2 &, is an “ill wind.” In contrast to bhaek-shul & K (see note 05845, linc s),
bhaek-l ng & &, literally “white waves,” is the near equivalent of English “white water.” Ha
tzia ghyip #7*£ & 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 Shihtags taken over
and used inlater poetry. In 11829.7, Tu Fu uses the phrase again, but rearranges it to fit T’ang word
order: tzia ha ghyip.

9. As Chiu-chia notes, gyim-bhiaem % #. occurs in the poetry of Yin Keng (CCh'ens 1.12b)
and has an ornamental quality. For a parallel use of siang-hyut 18 %, see Wh 7.20a. Siang-hyut is
archaic and prosaic: it occurs nowhere else in the poetry of Tu Fu, Li Po, Wei Ying-wu, or Tu Mu.

10. Pisn-qai R, 3%, translated as “‘murky fog,” is a kind of miasmal filth. associated with the
moral pollution of the world: it occurs twice in the Yiian-yu of the Ch’u-t2"u.

12. Siz-gudn # % is one of the several variable compounds that are metonymy for the music
of stringed instruments and woodwind instruments. Tjiou-tsiou %R 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-tsui % 2, see note 07623, lines 1—2: here some sort of mist is suggested.

13. Literally, “Allowing the pole to sink and requiring addition to the rope, its depths
are unmeasured.” Man £ is a plain rope, here obviously being used as a plumbline. The gan %
is specifically a pole used in punting a boat.

15. Qiuaén-dzhji djiung-liou % i ¥ #, “right there in midcurrent,” is an echo of Shih 129.
Bhat-géi ##® is actually the name of a part of the Eastern Ocean.

16. This line is very difficult: literally, it translates, “Downward return infinite, Chung-nan
black.” In the Chiu-chia commentary Chao takes it as horizontal distance: the “‘return,” giuai &,
is thus the “flowing away” of a body of waterin itsreturn to the sea; the “infinite,” mio-ghisk 3%,
is figurative for the distance into which the water flows; and the “descent,” hd T, refers to the
waters coming down from Chung-nan. Thus, the line would become “Flowing down and off
into the infinite, from South Mountain, blackness.” Chao explicitly interprets the “‘black™ as refer-
ring to the waters seen in the distance. Ch’ou interprets the “black” as the reflection of the mountain,
and 1 believe this is preferable. Mio-ghizk thus refers primarily to the depths. The only difficuley
here is the interpretation of giusi: I doubt that it is a specific “‘return”; e.g., the “infinite” height
of the returning to ““infinite” depth in reflection. But it probably is the appropriate verb for approach-
ing the seemingly infinite. Thus, in this interpretation the line becomes, “Receding down to in-
finity—the black (reflection) of South Mountain.”

17. Zhuin ., “pure,” is the word used for 2 “pure colot,” especially *“‘pure black.” It also
means “entirely” or “‘completely.” Since Mei-p'i lies to the north of the Chung-nan formation,
zhuin must refer to the lake rather than the mountain. Thus, the line reads literally, *(In the re-
flection) south of midslope, (the lake is) entirely a steeping of mountain”; i.e., the shadow of the
mountain covers a whole section of the iake.

18. Néu-dhéu % % is a new binome, which seems to be closely related to the néu-néu & &
or ¥4 usages, generally applied to things that “‘bend and wave.” Thus, Ch’ou glosses néu-dhéu
as “the manner of mountain reflections shaking.” Djiung-iung # % was a binome used in Mu
Hua’s Hai-fu, where Li Shan glosses it as “the appearance of breadth and depth” (Wh 12.12b).
The line translates literally, “It stirs reflections on the shimmering-quivering broad-and-deep.”

19. “Edge of Clouds,” Hiusn-t2iti & 8, was 2 mountain in the Chung-nan Range. Precisely
what is occurring in this line is a subject of some disagreement. First, méng ® may describe cither
the “darkness” of the mountain’s shadow or of the coming night. In the narrative of the boating
excursion, it clearly serves as a pivot between those two topics. Jhiven-hen £ 4 is literally the
“boat’s edge,” and poets often wrote of “rapping the boat’s edge” (usually using the verb kdu j=)
and singing. Probably from this topos, the Chiu~chia interprets this as their “rapping” being heard
in the darkness at the temple. Suzuki Torad (To Ho I, p. 169) takes “rapping,” gat %, as the sound
of the oars. 1 think rather that the line is best understood in the context of the old metaphor set in
which a journey by boat is treated as a journey through the heavens. This combines with visual
play on reflection, common in sixth- and seventh-century poetry. The boat sails over the reflec-

.
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tion of the temple on these heaven-waters and thus seems to rap against it (as it would if the boat
were actually in the sky). Clearly, the line is playing on the antithesis between high and low—
the physical boat meeting a high mountain temple on a mountain named “Edgc of Clouds,” a
kenning for height. This interpretation of gat in which the actual striking is morc significant than
the sound is supported by a use of gat-hiuan X &, “striking thc clouds,” used by Po Chii-yi to
describe the high boughs of a tree (Po-shili Cl’ang-cliing chi. SPTK 26_.3a). Not only was the theme
of reflection dominant in the preceding line, it is emphatically retained in the following line by
shul-mign K&, “on the face of the waters” (lest the eye look up and see the moon in the sky).

20. Lan-t'ien Pass & @ M, “‘Indigo Fields,” was well to the south. Tu Fu is clcarly playing
on the color here.

21. The tale of the pearl by the Black Dragon’s jaw appears in the Lieh Yii-k’ou chapter
of the Chuang-tzu (Chuang-tzu 90/22/42-45). Though the story is not directly relevant to Tu Fu’s
use of the image here, it does clarify that the Black Dragon belongs to a deep abyss, and thus the
image continues the play on the real heavens and the heavens reflected in the deep lake. Ch’ou
suggests that the “pearl” is an image for lanterns on the shore, but Suzuki is clearly correct in taking
it as a metaphor for the reflected moon.

22. P’ing-yi % %, the God of Waters, appears often in fu and poems on watcrs: the previous
usage closest to Tu Fu’s is in Ts'ao Chih’s Lo-shen fu % i¥#, where “‘P’ing-yi makes the drum
sound” (Wh 19.19b).

23. The“Han’s maidens’ were the two spirits that Cheng Chiao-fu met by the Han River,
and on Cheng’s request, they undid their girdle sashes for him. In medieval poetry they suggest an
erotic encounter,thoughin thiscase, they aresimply a seductive vision. The “Ladies of the Hsiang”
were the two wives of the sage-emperor Shun, who drowned themselves on hearing of Shun’s
death and became river goddesses.

24. In keeping with the convivial spirit of the poem, this line echoes the first of the famous
Fang-chung Songs & % %, supposedly written by the Lady of T’ang-shan &4y X A for Han Kao-
tsu; in it are mentioned the “‘tassled golden poles™ and “kingfisher flags” (CHs 3.1a). The second
half of the line is literally, “their light, present and absent.” Hidu-mio # & describes something so
tenuous that it scarcely seems to exist.

2s. Jit-chick &2 R conventionally is used to describe something very close. “Thunder and
rain” were commonly associated with the descent of a divinity. The point of the line is that the
poet is delighted at his vision of the spirits, but he is troubled by the storm that is supposed to
accompany their visitations. Ji-chick could apply to either the spirits or the portended storm.

26. Tsang-mang %3t is a binome describing indistinctness; here it applies equally to the
vision of the gods and the “purport,” i3 &, of their visitation, which is “not understood.” '

27-28. The closing echoes the most famous boating song in Chinese poetry, Han Wu-ti’s
“Song of the Autumn Wind” # & &, supposedly written when Wu-ti was boating on the River
Fen (Wh 45.26b). The song closes:

Joy and pleasure crest, LT 2400 &1 4
5

£
then mournf ul feelings are many,
How long does youth last, HAGSEEH
what can be done about old age?

Line 27is a direct quotation of this. The last line is literally, “How much joy and sorrow has there
been in the past!”

10509: CTs, p. 2256; Chiu-chia, 1.16B, pp. 13~14; Ch'ou, c. 3, p. 119; Wyyh 331.2a.

Rhymes: 1 pian, 2 hiuan, 4 bian; 5 xak, 6 sisk, 8 djhisk. Though this poem is included in the “old
style” section, the first half is perfectly regulated; the fifth lirie, beginning the ju-sheng rhyme,
is a pivot: as a p’ing-cl’i line with a violation in the sixth position, the line continues the tone
pattern from earlier in the poem; as a tse-ch’i line with violations in the second and fourth positions,
it begins the tone pattern of the second.half of the poem. There is also a violation in the sixth
position of the last line.

1. As noted in the text, lan-biung B 8, and bhiuk-hié 4X & are the subject of controversy,
and there are several variants that resolve the problems with suspicious simplicity. For example,
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lan is taken as “‘unending” or, with the grass radical, meaning “orchid.” Bhiuk may be interpreted
as “high summer.” If a problem of interpretation 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
have understood preciscly. But despite the danger, there surely were elements of T’ang poetry
that were genuinely murky. Pian-pisn % % suggests a large quantity of something in confusion;
see note to 05906, line 1.
2. Echoing Shih 210:

Heaven above shares a cover of cloud, LXAE
The snow falls in flurrying turmoil. LR g 33

Note that & % is essentially the same as £ #. Si-xJi bat-xuang @& /\# is literally “(All that is
within) the four seas and wildernesses lying in the eight directions.”

3. The inability to distinguish horses from oxen clearly echoes the Ch’iu-shui chapter of
the Cluang-tzu in which the Yellow River is so swollen with autumn floods that from one side
to another, one cannot tell a horse from an ox (Chuasng-tzu 42/18/1).

4. The “muddy Ching and clear Wei,” which flow together for three hundred li# without
mixing together, were proverbial and often used as metaphors for moral discrimination. The
Chiu-chia commentary suggests that the rain has caused the two to be mixed so that the clear and
turbid will not separate themselves. I had previously followed this interpretation, but am now
convinced that biz %" here means to “distinguish,” implying a viewer, as in the preceding line.

5. The proverb, cited 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
is, of course, a mark of its rotting.

6. The distinction between nong-bhio £ % and dhen-bhié @ X is not entirely clear, perhaps
one of age. The two terms are used together in P’an Yiieh’s Ch’iu-hsing fu KR (Wh 13.5a),
where the poet, boasting his rusticity, says that these are the only kinds of people he chats with.

7. Kyim & and djhiou #) appear in Shik 21 : they are two terms for bed coverings, the second
supposedly being lighter than the first. Chiu-chia cites the Chiu T ang shu to the effect that in the
K’ai-yiian a déu of rice cost a few cash.

8. Stamg-xitt #83F is to “reach an agreement.” Yoshikawa (To Ho I, p. 49) suggests that
this is colloquial, what is said when a bargain is struck. The last character # should be pronounced
djhi> when used in the sense of “‘be worth,” as it is hcre; However, rhyme demands that it be read
djhiak. The only explanation 1 can suggest is that djhisk, the primary reading of the character,
gradually absorbed the other reading.

10534: CTs, pp. 2265~66; Chiu-chia, 2.16, pp. 37-39; Ch'ou, c. 4, pp. 7-12.
Rhymes: 2jiust, 4 ket, 6 kuat, 8 xuat ... 34 liet, 36 biaet, 38 get, 40 nget, 42 h at, 44 gat . .. 68 guat

.. 86 tzuit_ .. 90 jitt, 9z tsuat, 94 bhiaet, g6 set, 98 tzuat, 10U duwt ( T ung=yim)- Note repetition

of % in thrce different pronunciations in lines 86, 92, and 98.

1. Tu-ling 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 bd-qisi & %, a plain
cotton gown, was one of thc most common synecdoches for a commoner.

2. Jiuet #, translated as “‘naivete and foolishness,” along with ngio %, “simple-minded,”
are difficult and related terms. Both have genuinely pejorative sides and are used when one wants
to suggest real stupidity, but at the same time they suggest the clumsiness that marks sincerity and
honesty, the antithesis of the English “slick.”

3. Xiii 3t is the word used when one “promises oneself” to a prince; Tu Fu’s “promising
himself,” xiti-shin 3 %, may be to state service and the dynasty, but it may also be to become like
the ancients mentioned in the next line.

4. Tu Fu’s “sccret comparison,” tset-bi ﬁkl:, of himself to “Chi and Chieh” is the same
thing Confuciusdoesin Analect< VIL1: *“l transmit; | do not invent. | trust in and love the ancients.
1 secretly compare myself to old P’eng.”” One interesting topic in the study of Tu Fu would be to
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observe how often he assumes the voice of the Sage. Both Hou Chi and Chieh served the sage
emperors Yao and Shun, and certainly an important part of Tu Fu’s emulation is to become a
worthy servant of a sage ruler: this is one side of his xiti-shin, ‘‘promising himself” to the emperor.
But among Yao's and Shun’s many great servitors, Chieh and Hou Chi happened to be the ancestors
of the Shang and Chou dynasties respectively.

s. Giu-njien /& # means basically to “remain in a given state”; from that basic meaning,
the compound is used in several rathcr different ways. One of those usagcs applies here: an *“cxpec-
tation that will be deceived,” something that occurs “contrary to expectations.” Zhieng &, means
not just “become,” but to “become utterly.” Huak-lak % # (also written ¥ %) is a binome meaning
“empty” or “hollow.” The commentaries cite its use in the Chuang-tzu (2/1/37; 3{1/42), but the
term had a fairly wide currency and is probably not a textual allusion here. Its primary extended
meaning is “‘hollow and useless,” which is its use here.

6. Ket-kuat 28 is a binome describing a state of suffcring, used and glossed in Shih 31.

7. Gai-guan % M), “covered in one’s coffin,” was a phrase used often in early texts t o indicate
the finality of death, after which some problem or desire would cease. Commentaries cite the
Han-Shili wai-chuan, where Conf ucius states that he will stop studying only when ‘“‘covered in
his coffin,” but Tu Fu’s line is a rephrasing of an almost proverbial expression used of ten in mcdieval
texts.

8. Gyi-xuat 3,85 is a compound originating in Tu Fu. Gyi means to “look forward to”
or “hope for.”” Xuat is an “‘openncss’ that suggests freedom of spirit or action.

33. The death of all the plants toward the close of the year, when expressed with such
simplicity, has numerous echoes in the Shilt and Ch’u-tz'u.

34. Guu-gang & B, “high hill,” is used in Shil 3, 241, and 252. The significance of noting
this is not for its own sake but to suggest the quality of the phrase. Since the literary language was
built out of a body of more or less memorized texts, phrases often acquired a historical depth
impossible to reproduce in English. Gau-gang, for example, has an archaic simplicity; it does not
occur oncc in the shiliof the Wen ltsitan. On the other hand, to use jliriung #, “lofty,” as an attribute
of a hill has a distinctly “literary” flavor and suggests thc Han to Sui pcriod. Though it is used
earlier, limg tk would be the more modern, T’ang term for gang. This Shih version of archaic
simplicity is superimposed on another version, that of Chien-an and Wei shih, and the line of Juan
Chi noted by the commentators: “A cold wind shakes the mountains and hills” X R &L B (Wh
23.72). However, this archaic simplicity carries with it overtones of concealed censure: hence
the Wu-ch’en commentary to Juan Chi’s line indicated that the image is an allegory for the Ssu-
ma’s usurping the authority of the Wei, a situation that might suggest analogies to the Yangs’
behavior towards the royal house of the T’ang. However, even the most besotted allegorist might
hesitate to discover hidden satire in Tu Fu’s line here. Rather, the topical dimensions of the image
are probably best understood as a submerged part of the general mood of menace which is carried
in the style and imagery of the line; that mood, and particularly the topical dimensions of that
mood, is historically determined. The use of liet ¥ is also interesting: Chiu~chia cites the L1 Ling

| letter to Su Wu (Wh 41 23) where it says_shae&ebe;éeﬂand—rsm

gives a divided gloss for the compound as “poisonous” and “splitting,”” the reader knows that
this is actually # %], a binome describing the “biting” cold. This considerably mutes the violence
of Tu Fu'’s usage, as commentators are wont to do. In fact, Tu Fu's line means precisely what it says:
it is a hyperbolic version of the cracking of the earth that occurs in the cold; cf. Yen-t’ieh lun (SPTK)
3.5a.

35. “The avenues of the capital,” ten-ghio X %, is literally “Heaven’s avenues.” The com-
mentators note fen-ghio’s use in Chang Heng’s Hsi-ching fu, but it could also mean the paths of the
real Heaven, as in Wang Yi’s Chiu-ssu in the Ch’u-tz"u. Jrhaeng-hiuaeng %% is a binome usually
describing the height of mountains and tall buildings: here it describes the avenues as “towered
over” by tall buildings on either side. As Yoshikawa Kojird notes (op. cit., p. 136), the use of
Jjrhaeng-hiuaeng to describe a deep-set road has a precedent in the Wu-cl’eng fu of Pao Chao (Wh
11.16b).

37. Ngiaem R is a conventional attnbute of frost. The compound gisi-dai K # for “‘sash”
occurs in the first of the Nineteen Old Poems; here and throughout this section are compounds
and usages from the literature of the Han and Wei.
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39. Liang-jhin # &, as Yoshikawa notes, is a literary term for “dawn,” originating in the
Southern Dynasties. Li Mountain was east of 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 it in passing.

40. Ngiit # is the respectful modifier for something belonging to the emperor. The choice
of a “bed,” tap #, to designate the imperial presence may suggest that article of furniture of which
Hsiian-tsung was making best use in those, his salad days. Dhet-nget 3% has a Chi-yiin gloss as
“the manner of a mountain’s height,” but Tu Fu’s is the earliest usage of the phrase.

41. Chis Hiou # £ was the rebel defeated by the Yellow Emperor. It is possible that its
usc here is as an asterism portending rebellion; howcver, it was also the namc of a military banner,
and I have taken it in that sense here. Sak &, “block up,” could more easily be done by banners,
portending warfare; but it is just possible that a very bright asterism could be said to sak the sky.

42. Tziuk-top 33, “trample over,” is used in Chang Heng’s Nan-tu fu to describe the
armies’ victorious “trampling over Hsien-yang” (Wh 4.13b); here also it suggests the tread of
victorious imperial armies. Ch’ou takes the “slipperiness’”” or smoothness,” lwat #, to be the result
of the slick frost, thus suggesting hardships for the marching troops. I agree with Chiu-chia that
tzink-top suggests the quantity of marching troops, and thus take /wat as the result of the many
armies that have passed over the spot.

43. feu-djhie 3£ :&, “Jasper Pool,” was the place on K’un-lun Mountain where Hsi-wang-mu
received King Mu of Chou; here it suggests the pleasure spots where Hsiian-tsung dallies with
Yang Kuei-fei, namely, the famous “Warm Springs” of Li Mountain. Qiuat-luit # # is a binome
describing the density of vapor, fog, mist, etc.

44. The Hié-lim 3 4 was the name of the imperial guard. Ma-gat & X is a compound verb
first used by Tu Fu, literally “rub and rap.”

67. Jio-man % P§ was a standard synecdoche for the dwellings of the wealthy and noble.
Chiéu @ was originally simply 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 clearly derives from Mencius’s criticism of King Hui of Liang: “There are fat meats in
your kitchen, fat horses in your stables, the look of starvation in your people, corpses, dead from
hunger, in your wilderness’ (Mencius [A.4). ‘

85. Hau-dhou $,% is a phrase from the hexagram T’ung-jen ] A, “‘Fellow Human’’: “People
first cry out; only later can they laugh.”

86. Qidu % refers to a child under ten. This line must be read in conjunction with lines 67-68.

9o. Jiet #f is a somewhat archaic term for “untimely death,” literally “to be broken off.”
By itself, qyiu X implies infant death. This couplet is extremely prosaic, and therein lies part of
its power and moral authenticity.

91. Reading %, instead of % in the Chiu-chia text. This couplet is enjambed: literally,
“How could 1 have known that {even) after the autumn grain was harvested, in our poverty and
insufficiency there would be such distress?” Dang & here refers to the harvest.

92. The use of ghid-bhyin & %, “‘poverty,” is significant: it appears in the first stanza of
Shih g0, in which a servitor of the state of Wei complains of his poverty, attributes the cause to
Heaven, and is reproached by his family when he returns from far travels: the analogies are obvious.
Tsong-tsuat £ % describes a distressed confusion, often associated with the response to death; thus,
Ch’ou cites the sixth in Ts’ao Chih’s series of poems *“Presented to Piao, Prince of Pai-ma” (Wh 24.8a).

93. Excmption from taxes was a privilege of even the lower orders of official families;
also, exemption from conscription.

94. Literally, “My name is not included in the class of those (destined) for warfare.”

9s5. Pid &, literally “fondle,” is often used to describe a pensive consideration of some
subject. Tziek 3¥, literally “footprints,” is used to describe past experience, always linked to exterior
acts: “What I have done”; “Where I have been”; “what I have been through.” Iou %, “still,”
can refer to the continuity of unhappiness on which the poet thinks, or it can be in relation to the
greater suffering of the common people in the following line. The variant # resolves the difficulty
in the peculiar use of iou. )

96. As Ch’ou notes, sau-set $ /& is a binome used in Liu Hsiang’s Chiu-t’an in the Ch’u-tz"u
to describe the sound of the wind blowing through autumn trees. To transfer such a description
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to the sufferings of the common people is very bold, though it is probably done on the model of
various other binomes describing autumn which early took on the general sense of ‘“‘desolation.”

97. Reading # instead of Chiu-chia i&. Ngiaep ¥ is essentially something one accumulates
(possessions, learning, good deceds) 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. Literally, ““And thereupon think intently on. ...”

99. Qiou-duan % 3%, “‘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 ‘‘equal to South
Mountain,” dzlei Jiung-nom % &, expresses their magnitude.

100. Hiing-diiing 3 ifl is one of thc binomes used to describe the state prior to Creation
in the cosmogony of the Huai-nan-tzu. Its primary semantic value is “undifferentiation,” and it
suggests that all the personal and public troubles are inseparably fused so that none can be taken
separately and “handled.” As with pié in line 95, duat 1%, “‘grasp,” belongs to the language of
manipulation transferred to mental acts.

10557: CT, pp. 2274-75; Chiu-chia 3.19, p. 58; Ch'ou c. 5, pp. 81-83.

Rhymes: 2 gen, 4 shren, 6 ngan, 8 huan, 10 mian, 12 chin, 14 tsan, 16 pan, 18 han, 20 gen, 22 djliuen,
24 qen, 26 guan, 28 hiuan, 30 man, 32 husn, 34 gan, 36 suan, 38 guan, 40 xran, 42 gan, 44 huen (Ch’ou
notes this is the old rhyming pronunciation), 46 dzhen. (T'ung-yiin). In several cases, Ch’ou
cites alternative readings for rhyme words in order to make them more regular.

Title: P’eng-ya was located to the north ofthe capital.

1. Qisk-sick ¥ ¥ was a formulaic opening for poems of reminiscence. Bhiz dzhak cliriu
#AM 47 , instead of the more common word order of chriu bhi¢ dzhak; probably places the emphasis
on the “beginning,” on the event itself rather than on the fact that they fled.

3. The use of shim 7 here shows the master’s touch: it is both a spatial word and a time
word, the *“depths” of night. By placing shim between “night” and the “P’cng-ya Road,”” Tu
Fu holds its significance indeterminate between the temporal and the spatial: it is “dcep” in the
night, and that gives a quality of depth to the recesses of the landscape around the road.

6. Hou-ngan B #, literally “thick countenanced,” suggests shameless behavior. There are
two ways to understand this line, both equally credible. The first, as I have taken it in the translation,
has the hdu-ngan refer to those met; their behavior (staring, begging, accosting the family with
questions?) is a shamelessnesscreated by the desperateness of the times and not a mark of im morality.
However, héu-ngan may also refer to Tu Fu’s family and their behavior, in which case the mention
of their shamelessness is itself a mark of a sense of shame.

7. Ch’ou suggests that the fact that the birds are singing indicates that no one is around,
but the singing of birds at night in Chinese poetry often indicates some kind of disturbance, perhaps
the presence of animals or other people here. The “uncven distribution,” chrim-chric % %, of
their cries may suggest potential menace from unseen places.

8. Literally “We did not see travelers returning.” Presumably the travelers would be
“returning” to Ch’ang-an. The line may also be taken “We did not see any travelers turning back™;
i.e., there were others on the road (see line 6), but the menace of the night journey was less than
that in a return to the capital.

9. Tjiz %, “innocent” (or pejoratively “silly,” ““foolish”’), was conventional attribute for
young children. Qdn X is properly “to gnaw a bone,” and seems the perfect choice of words to
describe “chewing at,” without “biting into” or “chewing up.”

10. Xé-lang & 1 isliterally ““tigers and wolves’ ; Chiu-chia takes this as a metaphor for rebels.

13. Gei-jrhi? B ¥ is a general ability to “take care of practical matters™: we might translate
it as “savvy”’ were it not used in several official titles. Ghidng % means often to “force oneself” to
do something, to “try very hard,” with the accompanying implication that the object of the
ghidng does not come naturally. The little boy wants to take care of his sister’s complaint.

14. In poetic usage, gé # is more emphatic than simple consequence; in this case, the “‘there-
fore” becomes a real attribution of purpose to the boy’s actions. The boy’s true lack of g&i-jrhid
is revealed in his picking “sour plums.” Ch’ou cites the counterexample of géi-jrhi3, an example
Tu Fu probably had in mind here: “Wang Jung was once playing with a group of other children
by the roadside when they saw a plum tree full of fruit. Everyone but Wang Jung rushed off to
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it, and when someone asked him why, he said, ‘Whenever there’s a tree by the roadside with much
fruit, it must be sour plums.” When they took the plums, they found out he was right”” (Tsin, p. 1231).

15. The “week” is literally a zuin ], ten days.

18. The poet notes the slipperiness of the paths because of the want of proper footgear,
part of the “provision against the rain.”

19. For ket-kuxt 32K, see note 10534, line 6.

21. Hou-liang # 4 are ‘‘dried food and grain,” the kind of food one takes on a journey.

22. Quk-djhiuen B 4} are literally the “round rafters of the roof,” the exact analogue of the
branches. There is of ten in Chinese poetry a particular sensuous precision in metaphors and sub-
stitutions: the branches are the analogues of the rafters, not the roof, and they are the analogues
of round rafters. Of course, “round rafters,” djhiuen 4, also rhyme, while “square rafters,” gak 4,
do not.

23. Literally, “Early we went through water on stone.”

24-25. T'ung-chia Swamp and Lu-tzu Pass lie on a journey north from Ch’ang-an through
Whitewater County (line 4). Tu Fu ultimately did not go up through Lu-tzu Pass, but instead
left his family in Fu-chou.

27. Since tz3i & means to “govern,” there is some doubt as to whether Tsai (Tz3i) is Sun’s
given name or marks some office. Since tz3i is neither a formal nor a poetic title of office, it is best
to take it as a namc.

28. To speak of someone’s goodness “‘reaching the clouds,” is a conventional and elegantly
poetic form of praise; both Chiu-chia and Ch’ou give earlier examples.

29. Literally, “When he received in the guests (us), it was already blackening dusk.” I¥ &,
“already,” may suggest particular generosity in welcoming unexpected visitors so late, especially
in such troubled times.

32. “Summons to the soul” were usually reserved for the dead or dying, but the act was
applicable to any state of near or total unconsciousness; the Tus arc probably in a daze. Ch’ou
cites the Tu-shilh Miu-p’ing 4L 3§33 of Ts’ai Meng-pi % %38 to the effect that the ritual of soul
summoning here is only figurative, standing for the many kindnesses Sun Tsai did for them. To
take it as entirely figurative would be very unusual, but to mention the real ceremony would be
almost equally unusual.

33. Ch’ou would have Tu Fu bringing out his wife and children to meet Sun Tsai, perhaps
implying that the previous kindnesses had been extended only to Tu Fu himself. Unless a formal
introduction is implied (which I do not believe), this would imply a very strange staging of the
gate scene. | think rather that SunTsai is bringing in his family once the Tus have had the opportunity
to rest and refresh themselves. Note that this is the sort of information which the poet and original
recipient of the poem could have taken for granted; to later readers this information can be recovered
only by inference.

34. It may be that both familes “looked on cach other,” and everybody wept. Lan-gan
W F has a wide range of usages, among which is a description of copious tears. Chao in the Chiu-

)

———— —chia commentary attempts to unify the diverse uses of lzr—gaw by their application to things that
are ““continuous.”

35. “Brood,” jiling-jrhio £ M, is literally “brood of baby birds,”” and in Mi Heng’s “Parrot
Fu” there is worry that ““the brood of chicks lack knowledge (to fend for themselves)” (Wh 13.28b).
The commentators take lan-man # 7% as describing the ““depth™ of the children’s sleep; this is clearly
correct, but it derives from the basic meaning of the binome, which is “scattered.” As in colloquial
English “to be out cold,” deep sleep is like unconsciousness, when the soul has “melted away”
(lan-man) from the body.

36. Djiem %, translated as “kindly give,” is literally “‘to soak,” commonly used for showing
generosity and favor.

37-38. There is a difference of opinion among the commentators whether these are the
words of Tu Fu or Sun Tsai. Ch’ou cites the Tu Yi 4t &, which emphatically argues that for the
continuity of the poem, the linés must be spoken by Sun Tsai. Again we have a problem of referent,
which would have been immediately known to Tu Fu and Sun Tsai. Get #, literally to “tie,”
is to “form a bond (of brotherhood or friendship).”

39. The transitive use of king %, “empty,” is striking in this line, especially in conjunction
with the prosaic modifying construction shriti-dzhud f 4.
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40. Bhiéng % here means to “present” to someone. Ngi % can be singular, referring to
Tu Fu alone, or it can be plural, encompassing Tu Fu’s family.

41-42. This couplet in cnjambed. In this context, the rhetorical question z/mi king # ¥,
“who is willing,” has its usual function of implying “no one,” and simultaneously emphasizes
the uniqueness of Sun Tsai because he was, in fact, “willing.”” Tzi¢i % here is an “occasion,” a
“time when...." Xuat-dhat #it is a binome describing an openncss or expansiveness of spirit
or scenc: herc it is transferred to a liberality or generosity of disposition.

44. Ho-giaet 31 % is an imprccisc collective term for the nomads of the North, here referring
to the rebel arnics.

1097>4: CTs, p. 2403 ; Chiu-chia 19.6, p. 295; Ch’ou, c. 4. p. 29.
Rhymes: 2 kan, 4 qan, 6 han, 8 gan. Regulated.

1-2. The first line is the “topic” on which the second linc is the “‘comment.” To begin an
occasional lyric with a sccne which is imagined, a scene specifically located elsewhcre, was unusual
in poetry. Such speculation was usually rescrved for the close 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 Yi, cited in Ch'ou, that Tu Fu is “really longing for his
family, but instead imagincs his family longing for him.”” Fu-chou was where Tu Fu had left his
wife and children to keep them safe from the rebellion. Guei-djiung B & usually refers to women’s
chambers. The imaginary opcning and the fact that the woman looking is unspecified suggests
yiieh-fu, a female persona longing for a husband far away. The historical occasion is the only thing
that specifies the woman as Tu Fu’s wife.

3. Ieu-len i& B, “far 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 precisely what Tu Fu’s wifc is doing as she gazes at the
moon and imagines that Tu Fu is gazing on it too, in Ch’ang-an. That the children are too young
to do so protects them from the sorrow of leaving the capital and separation, but it also removes
them from the bond that binds Tu Fu to his wife. “Remembering Ch’ang-an” includes thoughts
on Tu Fu, but it is more: it encompasses their previous life in the capital and the sorrow over the
fall of the great city.

5. Ch’ou cites a controversy among commentators as to how thc fog became scented:
Ch’ou himself concludes that the scent comes from the Jman %, 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. Hiusn %,
“cloudlike,” is a fixed attribute of coiffures, but here it is given new vitality as it fuses with the
surrounding fog.

6. Ngiok %, ‘‘jade-white,” is a fixed attribute of flesh, suggesting beauty and purity. The

[TIRY)

hair bears to the fog. The “cold” suggests her isolation and, in the physical scene, that she is standing,
gazinging longingly at the moon in the chill of the night, rather than being under the blankets
as she would be if Tu Fu were there.

7. Hudng #, was a curtain used to cover a2 window opening. That the curtains are xiv &,
“‘empty,” suggests either that they have been rolled up entirely or, more likely, that there is an
open space in them where the poet and his wife can lean. Qy# # can suggest proximity as well as
actual physical “leaning’’; the pair can be leaning on the casement or a railing, but they cannot
lean on the open space in the curtains.

8. Literally, “Doubly shone upon, tracks of tears dry.” When “‘doubleness” is used in
relation to tears, it usually refers the two tracks of tears from the pair of eyes. In that case, it would
be the wife’s tears which will dry when Tu Fu makes his way to her. On the other hand, in this
situation, it is difficult not to take shrang # as the “pair” of husband and wife.

11027: CTs, p. 2415; Chiu-chia 4.19, p. 73; Ch’ou, c. 6, pp. 121-22; Wyyh 210.7b.
Rhymes: 1 jiong, 2 nang, 4 iong, 6 njisng, 8 biang. Only the third couplet is regulated.
Title: The title was originally accompanied by a note, perhaps from the hand of the poct, that
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at the time he was in the “Department of Awards” (ssu-kung 8] 3) in Hua-chou. Duasi-gan
siang-njiang 3¢ ¥ 4945 is literally “piled up desks continue in succession.”

1. As Ch’ou notes, hysm-jimg ¥ % occurs in a poem of Yii Hsin (CPCs 2.16a), but while
Yii Hsin suffered the ‘“‘blazing steaminess™ in the fifth month, midsummer, Tu Fu must endure
it cven in the “‘sixth day of the seventh month,” when the cooling winds of autumn should be coming.

2. The commentators cite one of Ts’ai Yen’s “Nomad Flute Songs” here, but I believe
the line is an ironic echo of the inability to eat out of political frustration and unfulfilled ambitions,
as in Pao Chao’s famous (CSs 4.9b) :

[ face the table, cannot eat, HELRE
Pull out my sword. strike the column, heave a long sigh. RS GEEHL

Thereis more than a little humor in T u Fu’s self-description, especially in the prosaic and anticimactic
huan biat nang R 7 #..

3. Here | have taken Ch’ou’s reading of % & instead of the Chiu-chia § &. In context and
parallel construction dzhi tziok xyet f R & should mean “naturally there are ample scorpions’;
unfortunately, dzhi-tziok is a set phrase that makes it seem that the poet is worried about “self-
satisfied scorpions.” It may be that gaei zhiz % & was a textual “improvement” generated to
redeem this infelicity.

4. Xiugng R intensifies a previous state (here “worry,” jrhiou #) with a new condition.
When héu # follows some condition that has duration, it often marks the condition itself, “after
the beginning of . . . ”’: thus, tsiou-hoéu # & here s ‘“‘after the coming of autumn,” not ““after autumn’’;
cf tzii-hou 8 4% , “while drunk,” “after getting drunk.”

5. Shiok-dai %% is together the “sash” or “belt (see Analects V. 7.4), but the glosses on
shiok carry the sense of “tightness” and “‘constriction.”

6. Bho-shiu & & is here a general term for official documents. This line is literallv, “How
swiftly and urgently the official documents come in succession!”

7. As Chiu-chia explains, gd % refers to the branches “framing over” some spot: see Li
Shan note to Chiang Yen’s imitation of Hsieh Chuang (Wh 31.39a); the Wu-ch’en commentary
cxplains gd as the pines “growing out horizontally over the sheer slope.”

8. Because the slope is shaded by pines, the spot retains its chill cven in hot weather.

10973: CTs, p. 2403; Chiu-chia 19.5, p. 295; Ch’ou c. 4, p. 34; Wyyh 154.9a.
Rhymes: 2 qung, 4 biung, 6 hung, 8 kung. Regulated.

1. When the dead in battle are unburied, they linger on as wecping ghosts.

3. Dei & may be static, the clouds “‘hanging low” over the horizon where the sun is setting.

4. “Whirlwind,” in the modern sense, may be too titanic for huai-biung ®H,, which is a
“'swirling gust.”

s. Liok # is a dark green or blue-black, and as an attribute of wine, it indicates the strong
and thick brew. In a iater form & it is giossed simply as “good wine”; however, the sense of color
is present when #k is used to describe wine, as can be seen from the parallel here and elsewhere.
Liok probably does not describe the wine liquid at all, but rather the lees, known as *““dark green
ants,” liok-ngyé # 4 ; see Wi 26.9a, with Li Shan explanation. (Note that Ch’ou cites a line using
“cup of dark green,” liok-tzusn # 4§, from a Shen Yiieh poem written in response to the poem
cited above; the Shen Yiieh line appears in Wh 30.26b.)

6. I have translated this line following a syntactic parallel with the simplest reading of line
5 however, the structure of the couplet is a far more complicated or indeterminate. What the
reader would expect to “linger on,” dzhuan £, would be the fire and not the brazier; furthermore,
dzlman has a propensity to transitivity. Thus, the most natural way to read the first three characters
would be “The brazier keeps the fire,” which would be a normal poetic way to say “The fire lasts
on in the brazier.” However, “fire,” xud X, looks like the subject of “seems crimson” or “‘appears
crimson,” zi# hung 424r. This is reinforced by the relationships of the preceding line, in which
liok goes with tzion, as in the Shen Yiieh poem. The situation is further complicated by the fact
that “crimson,” hung 4z (actually a pinkish red), describes glowing braziers but not fires. Thus,
following conventional associations of words, the line would be syntactically almost impossible:
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“The brazier, keeping its fire, appcars crimson.” 1 would suggest that the effect of this conflict
between relationships suggested by syntactic position and relationships favored by the history of
the association of the words is an indeterminacy of relationship.

8. Jitgng & here means something like “at this very moment.”

11045: CTs, p. 2418; Chiu-chia 20.1}, p. 320; Ch’ou, c. 7, p. 30.
Rhymes: 1 lusn, 2 bhiaen, 4 ngiuaen, 6 tsuan, 8 man. Regulated.

1. The K’un-lun Range lay north of Tibet, far to the west-northwest of Ch’ang-an and
well outside Tu Fu’s range of vision from Ch'in-chou. Tu Fu is observing a cloud covering coming
in from the west, and in its immensity, he imagines it stretching to (perhaps originating in) the
K’un-lun Range.

2. Jrhim-jrhim #% % is a binome describing heavy rain: likewise, bliaen % is the “density”
of heavy rain.

3. The Wei flows down to Ch’ang-an, and the enigmatic figure of the nomad boy, standing
in the rain and watching the river, 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 find the source of the Yellow River was Chang
Chien % % in the Han. However, Tu Fu is probably not describing an expedition of discovery
here; rather, he is noting a Chinese official traveling in the rain off into the immensity of the 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. The form of these lines is strongly in the tradition of capital poetry: the first hemistich
offers precise sensory evidence that leads to the more general scene or conclusion in the second
hemistich.

8. Bhung-man i ['9is a gate woven out of blmng (see note 05984, line 3), and it marks rusticity.

11052: CT s, p. 2419; Chiu-chia 20.1Q, p. 321; Ch’ou, c. 7, pp. 32-33.
Rhymes: 2 guong, 4 dzhiang, 6 dhang, 8 djhiang. Regulated.

1. Literally, “Border autumn: shadow easily turns evening.” The point of the line is that
the short, cloudy autumn days are so dark that the transition to evening is swift and imperceptible.

2. Again, it is because of the continuous clouds and rain that the poet cannot distinguish
dawn’s light.

3. Lim # describes rainwater “‘running off”’ something, but it may also mean “soak.”

5. Commentaries suggest that the cormorant is seeking food here, and the fact that it is
looking in a well indicates an avian desperation. Why the well should be shallow after such rain
is uncertain.

6. As the commentators suggest, the carthworms are trying to escape the moisture in the
ground.

7. Seu-sak ¥ % is a modal binome suggesting autumnnal gloom and desolation.

11089: CTs, p. 2425; Chiu~chia 20.34, pp. 330~31; Ch'ou, c. 8, pp. 49-50.
Rhymes: 2 qim, 4 shim, 6 djhim, 8 lim. Regulated.

1. Chiu-chia and Ch’ou agree here that the inability to “‘gaze to the limits” of autumn is
because of the shadows of line 2. As usual, the commentator’s explanation marks a problem:
“cannot gaze to its limits,” migng biat ghizk £ 7T 4%, can easily be taken as an expression of “‘limitless
vision,” especially in the “clarity” of autumn. And if the layered shadows of line 2 make one
“unable to gaze to the limit,” the waters merging with the horizon in line 3 suggest “unlimited
gazing.” | would not suggest that there was conscious ambiguity in Tu Fu’s use of midang biat ghiak,
but the two meanings of the phrase eclio the dominant antithesis throughout the poem, opening
up and closing off.

2. The initial “‘and” of the translation is to prevent easy resolution of the problem in the
first line: absence of a conjunction would suggest that the statement of line 2 is definitely the



392 Notes to the Poems

reason onc cannot ‘“‘gaze to the limits.” A conjunction like *“then” would make migng biat ghisk
refer to limitless vision. A line of Lu Ch’ung, somewhat misquoted by Ch’ou, gives a clear sense
of the meaning of “layered shadows,” dzkag-qim R #: the line is “Folds of ridges have layered
shadows™ & ® A A # (CTsins 7.5a—6b); i.e., degrees of darkness are visible in the overlapping
shadows. As in English, “rise,” ki #, is used figuratively for “appear.”

3. Literally, “Far waters, together with the sky, pure.” Gem-ten % % can mean both “level
with the sky” and “as well as the sky.”” The former interpretation is somewhat favored by parallelism
and the convention that distant waters are said to merge with the sky.

7-8. There has been some debate among commentators as to whether a topical intent is
involved here in the antithesis between the noble crane and the raucous crows. I agree with Ch’ou
and Chao in the Chiu-chia that such an interpretation is unneccssary; howevcr, the general oppo-
sition in the couplet between light (crane) and dark, between one (cranes were usually thought of
as solitary) and many, betwcen positive value and negative value is significant.

10632: CTs, p. 2294; Chiu-chia 6.2, pp. 88-89; Ch’ou c. 4, pp. 91-92.

Rhymes: 2 xudi, 4 nudi, 6 qai, 8 dhai, 10 dudi, 12 dhudi (?), 14 sui, 16 nguai, 18 bhai, 20 lai, 22 bdi, 24
tzuai, 26 ngdi, 28 hudi. Unregulated, with the exception of lines 23-24.

Title: Thousand League Pool was in T'ung-ku Fl % County, just south of Ch’in-chou. It is literally
“ten thousand djhidng.”

1. A kei ;& is the vallcy of a stream as well as the stream itself. Tseng-kei 7§, “blue creek,”
would call to mind the second of Kuo P’u’s Yu-hsien shih, which opens with a “blue creek one
thousand djhigng down, within which there is a Taoist master” & # — TP H—E+ (Wh21.29a).
Hop méng-mak 4 %% is strange: méng-mak is a descriptive binome primarily meaning “dark,”
but implying “vague,” distant,” ““mysterious”; it should not be the object of hop. Chao’s paraphrase
in the Chiu-chia commentary irons out the difficulty: “The blue creek is the means by which there
is fusing, and then méng-mak + & #r A4 & E E. Ch’ou’s reading of hom 4, “holds concealed
(mystcrious darkness),” is attractive, but it lacks the textual authority of the Chiu-chia.

2. “Sometimes appearing, sometimes concealed,” hiu xén-xudi # B &, describes the
alternation of activity and quiescence that usually characterizes a dragon.

4. Literally, “His cave, pressed down under ten thousand djhidng.”

s. Ghiok-bio %5%, a “bent pace,” describes a cautious, balancing, perhaps crouching walk,
here necessary because of the precipitousness of the rock formation. Ngyin-ngiak 333 is a gencral
term for “‘boundary,” which the commentators note is used negatively when describing form-
lessness. Tu Fu’s peculiar use of the compound to describe the rim of a cliff almost certainly derives
from Hsii Shen’s gloss to 34% in Chang Heng’s Hsi-ching fu as % & (Wh 2.22a-22b). However,
Tu Fu is also surely retaining something of the compound’s cosmological associations, *“passing
beyond the rim of things.”

11. Great Yii's creation of China’s waterways is often described in poetry as “hewing”

——mountainsrand the term is then applied to steep, angular rock formations. “Rooted in nothingness”
describes either the great depth of the chasm or the fact that the water beneath reflects the emptiness
of the sky.

12. As Ch’ou notcs, the character #& does not occur in the Yii-p’ien, the Kuang-yiin, or the
T seng-yiin, so neither the pronunciation nor the meaning arc known. Dham-dludi (?) # # probably
refers either to thesstillness of the water or to its rippling. Ch’ou offers various alternative characters
and explanations, none of which can be accepted without reservations.

13. Reading % with Ch'ou rather than 4o as in the Chiu-chia: %o is a proper match for £,
in the following line. Quan-huan % 7 is 2 new compound whose components and contexts suggests
waters whirling together in a circle, hence “*vortex.” For a close parallel to this couplet, see 11648.3—4.

14. Huéng-guang 3 %, is another new compound suggesting sparkles of light; huéng-guang
sudi 8 %.5% is something like “fragments of sparkling.”

15. Literally, “A lone cloud, arriving, is deep.”

17. Asnoted in the commentaries, the fopos that trees and vines can build a “house of nature”
occurs earlier in Lu Chi’s Chao-yin shih (Wh 23.3a); cf. also 10557, lines 21—22. Hyui-qak ¥4
are literally “draperies and curtains,” but the compound is often used for the commander’s tent
pavilion, the place where military strategy is made. The compound is less often also applied to the
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place where imperial advisors formulate policy. Tzieng-ghia 3£3%, “‘pennons and banncrs,” are
most commonly used in military contexts, and parallelism suggests the military sense of hyui-qak
is implicd. In the translation I have choscn to clarify and thus emphasize the military associations
of both images.

18. Literally, “‘Cold trees make layers of pennons and banners.”” Both Chiu-chia and Ch’ou
read & here; the variant £ (probably an emendation) makes far better sense. Luf % does have
a meaning “to amass’’ or “put in layers,” and Ch’ou cites a couplet that supports such a usage (a
couplet I have not been able to locate, and without finding the source, I must doubt its textual
integrity). However, lufin simply not used that way in most poetry: it is the “rampart” of a military
fort. Though it would create an attractive image in its boldness, /ul used in this common sensc
would makes the line a mixed metaphor of the sort that is exceedingly rare in T’ang poetry: “Cold
trees make ramparts of pennons and banners.” Parallelism also suggests that the line should read
either dhep & or lui in its rare sense: in such a case, dhep and Iul both would mean something like
““to have something in layers.”

19. Literally, “Far streams twistingly cause their flow to get through.”

20. Literally, ““Caves and holes hiddenly let leak through swift water washing over stonc.”

21. Tsau # here means to “reach”: the usage is somewhat formal and archaic. As the
commentaries note, the phrase ntie njin giadng # A3% is used to describe T'ien-t’ai in Sun Ch’o’s
fu (Wh 11.5a).

22. In the Chiu-chia commentary Chao notes that ngg-bdi 4 % is often used in the Tsin;
it is usually an emphatic first-person plural that asserts an “us” as opposed to someone else; cf.
note 07727, line 4. Tu Fu took no close companions on his journey to Ch’eng-tu, when the poem
was written; he did take his family, though it is unlikcly that he would refer to himself and them
as ngd-b3i. Moreover, it would be strange to suddenly bring companions into the poem, unmentioned
in the title or previously in the poem. In this case, we should perhaps not overlook thc necessity
of b for rhyme and might take it as a figurative “‘us”: “those of our times.” The only “other”
to whom ngd-bii can be opposed would be Sun Ch'o, who also found a ‘“‘realm without men”
in his imaginary visit to T’ien-t’ai. Here Chao’s note about the Tsin quality of ngi-b becomes
significant: they too loved remote and beautiful landscapes, but our elation is no mere repetition
of theirs; it is “‘all our own.”

23. The use of gau-giuai % $% is intcresting: it is a very formal term uscd when an official
requests leave to return home from the emperor : one of the most common reasons for such a request
is old age, asin line 24. It adopts a tone of reverence for the holy creature of the pool, and reemphasizes
the link between dragon and emperor already made in lines 17-18. Much, however, depends on
the flexibility of gau-ginai: if it can only be used in the political context, the line means something
quite different: “Having requested leave from the emperor (and having been given permission
to quit office), there is much remaining bitterness (which is to some degree consoled by this visit).”

24. The use of the demonstrative sie #f is archaic. Tzudi % used in this way is 2 general
superlative, taking to the extreme whatever condition is implicit in the context.

25. In the T’ien-wen chapter of the Huai-nan-tzu {as Ch’ou notcs) and in other early texts,
bei-dzhang B #,, “hiding away,” is a condition with set associations of the winter months, when
creatures like dragons “sleep” or hibernate,” djirip 4. In the Chiu-chia commentary, Chao suggests

this is a criticism of the emperor’s inaction and untimely quiessence; however, the poem is a winter

poem and speaks strongly of the propriety of such a state.

27. The “blazing skies,” hyem-ten ¥ X, arc conventially associated with summer. The
poet is looking forward to the autumn rains of the coming year. If the poet were looking forward
to imperial benevolence, he would probably be looking forward to spring; autumn rains often
have destructive associations, and the most likely association of a dragon in autumn would be the
punishment of evildoers.

28. Kudi-qi> % is a kind of joyful satisfaction, while gi> carrics the implication of an
“idea™ or “intention” that was satisfied. Dragons were often thought of as stormbeasts, drawing
clouds after them. .

11219: CTs, p. 2452; Chiu-chia 23.3B, p. 369; Ch’ou c. 10, p. 11.
Rhymes: 1 bin, 2 chuin, 4 njin. Regulated.
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1. Reading &, instead of % with Chiu-chia and Ch’ou. Qiudi & was an old variant, and
probably rejected because of redundancy rather than because it “made no sense,” as Chao protests
in the Chiu-chia commentary. The reading gué % 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. Qiudi suggests an awed terror at spring’s profuseness, a state of mind reiterated
in line 2.

2. Gye-ngyue 8 & is a new compound (imitating a descriptive binome) that combines
“tilting” and “‘precartousness.” Ch’ou doesn’t like what Tu Fu is clearly saying here, and cites
passages to suggest that what Tu Fu means is that he “hates spring” because he is 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 Analects (IX. 22) “One can stand in awed terror of the later-born” #. 4 T &.

3. Kio-shri3 ¥ % is to be “sent off under orders.” This gives a degree of personification to
the “‘wine and song (poetry).”” The syntax of this line is remarkable: the first six characters modify
either the implied first-person subject or dzhi &, to “‘endure,” to “still be here.” Shis-tzidu # &,
“poetry and wine,” is a topic, on which the next four characters are the comment. ““As for poetry
and wine, | am still able to endure being sent off under its commands—in such a way I still endure.”

4.. Léu-li #}32 generally means to “take care of” some matter, to “manage” something.
Suzuki Torad (4:76) insists that the emphasis is on conclusion, hence “to finish up” or “dispose of ™’
some matter. He further argues that what is to be ““disposed of " is Tu Fu. Though the Chinese
commentators cite other uses of fu-1iJ, I agree with Suzuki here. It is unclear, however, whether
“poetry and wine” are the subjects of léu-liJ (“They need not yet finish off. . .") or whether léu-li5
is putative (““He’s surely not yet finished off —this . .. ”’). The translation tries to maintain a middle
ground between the two.

10686: CTs, pp. 2309-10; Chiu-chia 10. 3, p. 137; Ch’ou, c. 10, pp- 19~-20.
Rhymes: 1 how, 2 mau, 3 gau, 4 shrau, s qau; 6 lisk, 7 dzhsk, 9 dak, 10 siak, 11 shrisk, 12 xak; 13 tet,
14 ligt, 16 dzhiust, 18 tjiet, 19 gen, 20 ngan, 21 shren; 22 quk, 23 tziok. T’ ung-yiin.

1. “Cry out in rage,” né-hau #2 #,, is what the winds do in the cavities of the earth in the
Ch'i-wu lun chapter of the Chuang-tzu (3/2/4). The “height,” gau & (note internal rhyme), of
autumn’s skies was proverbial.

2. Gyuén % is literally “roll up” the three layers of thatch; cf. note 09591, line 1.

3. Shra jg is literally “‘sprinkle down.” The gau #f is the plain outside a city, here probably
Ch’eng-tu.

5. As Ch’ou suggests by citing the passage, the qau-dhang %}, “water-filled depressions,”
in the famous first chapter of the Chuang-tzu (1/1/6) probably lie behind Tu Fu’s phrase dhang-gau
4% % . 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 create some ironic distance from 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 irony and
self-mockery in the poet’s voice is to do the poem an injustice.

6. Kis % means basically to “deceive,” but it has a wide range of pejorative uses, including
this one, something like the English “make a fool of.”

7. Njin % means to “bear” to do something and sometimes, as here, carries 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-njien %2 %, translated as “brazenly,” is literally “publically.”

9. Literally, “Lips scorched, mouth parched, I couldn’t get to call them.” I have taken ho
biat dak «f 7. 1% as “unable to summon them back”; it would be possible, though lesslikely, to take
it as “‘unable to call out.”

12. For mak-mak 3%, seenote 06072, lines 3—4. Xiong xusn-xok &) § ¥, translated as “blacker
towards sunsct,” is literally “approaching the darkness (of evening).”

14. Gyeu % is here an epithet of affection applied to one’s own children, “dear.” I follow
Ch’ouininterpreting Z 8k as qak-ngua, “sleep poorly,” rather than gé-ngud, ““not want to go to bed.”
Li5 ¥ here is probably the inner lining of the bedclothes: thus, top li} lict 5 X & is “tamp on the
lining and rip it.” ’
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15. Jrhiong-dhou K38 is specifically the “head of the bed.”

16. Heavy rain was often compared to strands of hemp.

17. Geng # here is to physically *‘pass through’ areas of sag-luan, “‘death and rebellion,”
as well as to “live through” such experiences.

18. Literally, ““The long night’s soaking—how can I get through (to dawn).” As Ch’ou
notes, tjigt i, “get through,” is used in the sense of fjist-xéu # %, “getting through to dawn,”
i.e., daybreak.

20. Han-jrhis &+, literally “cold scholars,” is the normal way to refer to “poor scholars,”
but in the context of Tu Fu’s imaginary shelter, the ““cold’ aspectregains its root force.

11228: CTs,p. 2452; Chiu-chia 22.19A, p. 360; Ch’'ou c. 11, pp. 53—54.

Rhymes: 1 zhigng, 2 huaeng, 4 shraeng. Regulated.

Title: As often in T’ang poetry, the modern reader may wonder what is “playful,” or “jesting”
about poems that have such terms in the title. It is perhaps best to take such titles as 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 Yiian Hao-wen (Diss., Oxford, 1976), pp. 492~93.

2. Liang-hiuan #% ¥, “‘passing beyond the clouds,” is a phrase associated with apotheosis;
treating literary greatness as apotheosis became common in the eighth century and appears with
particular frequency in Li Po’s work. As the commentators note, the term “mighty brush,” ghiaén-
byit ¥, is supposed to come from a preface by Yii Hsin, but that preface does not survive in
modern editions of his collected works. Ghiaén-byit describes a forcefulness of style. Tziong-huaeng
#¢ 3% in this context means to “act as one wills.” It is interesting to note that Yii Hsin’s own discussions
of literature also honor the kind of unrestrained power that Tu Fu is praising here; e.g., Yii Tzu-
shan chi (SPTK) 9.1a-2b; 11.2a-2b.

10676: CTs, p. 2306; Chiu-chia 7.18, pp. 112—13; Ch’ou, c. 10, pp. 29-30.
Rhymes: 2 gai, 4 hui, 6 baéi, 8 lmaéi, 10 dhai, 12 g3i (should be gJi; tone must be changed for
rhyme), 14 nguai, 16 nudi, 18 guaéi, 20 lai.

1. For jhriung-gong % P see note 10534, line 34; the period associations of jliriurig are rein-
forced by the use of the compound jhriung-gang in the opening of Hsi K’ang’s CI’in fu as the place
where the pawlonia suitable for ch’in-making grows (Wh 18.17a). The opening is a variation
on one of the most common opening formulae in Chien-an and Wei poetry, a location using f1iéu
A, and marks the ku.feng.

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 San-kuo chilr:

Liu Pei lost his father when he was stiii young. . .. Overthe hedgein the southcastern corner of his house there
was a mulberry trec over thirty-five fect tall; seen from afar, it sprcad widc like the canopy of a small coach.
Everyone who passed by it marveled that it was something extraordinary, and some cven said that it would
surcly bring forth some noble person. When Liu Pei was young, he was playing with other children of his clan
under the tree and said playfully, “Someday I will surely ridc under this feathercd screen and canopied coach™
(San-kuo chih, p. 871).

Liu Pei was one of Tu Fu’s heroes, and this omen of his greatness survives in a problematic, even
ironic form in the sick cypress.

3. Qiaén-tziuk 1§ 3%, given in the Chiu-chia text, would be a credible new compound
meaning “lying prostrate and gnarled,” but the tree is clearly still standing tall at this point. Ch’ou’s
reading of the binome giaén-kiaén & F meaning “rise up high” or “soar aloft,” is preferable.

4. The use of jié % here is difficult, and the variant jizng & (“right in the conjunction of. .. ")
is probably an emendation to resolve the problem. But since Liu Pei and dragons are jid, it is difficult
to dismiss the reading, however unusual the syntax. Moreover, jizng is used again in the following
line, and while such repetition is not very uncommon, it adds a little weight to retaining the jid.
Hui 4, “meeting” or “occasion,” is important in Tu Fu's poetry: it is a “‘conjunction” of cir-
cumstances when something should be done. Here the association of the tree is clearly the dragon
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(which draws clouds after it) and tiger (which summons the wind), and in that double avatar,
it is the “*'dominant” (jid) form in the conjunction of wind and cloud.

s. Jiin-miaeng 4% ¥, like English ““divinity,” is both the quality and the cntity possessing
the quality.

7-8. This coupletis enjambed. Line 8 is literally, ““Midroad its countenance is ruined.”

9. Chuit #, translated as “‘growing,” is literally “coming forth” and is also used for choosing
an active life of public service.

11 Siuti-han % & clearly refers to “one winter”” and not to the first time it encountered
winter. One of the conventions of poems on evergreen and bamboo is that their endurance can
be known only in the winter; the cypress should have been able to pass through the winter, but
one winter it finds itself failing. The language in which its destruction is described, mio-bhiang
# % , “nothing to rely on,” rcinforces the link to the human correlative.

13~14. The “cinnabar phoenix” is here primarily the allegorically virtuous bird, but it
was also a wooden statue used to carry imperial edicts for promulgation. Without making any
direct correlation, we may still say that the “cinnabar phoenix’s” appearance here points the
reader to a human political context. The auspicious “nine” is the conventional number in a phoenix
brood. Phoenixes do not usually roost on cypresses, but the “hovering beyond™ it suggests that
it will be an unreliable perch.

5. The ill-omened owl is also a prominent specics in bird allegory. Ji3-qid mdn % &% is
literally “their intentions were satisfied.”

17. This line is a variation on a yiteh-fu formula;c.g., Wh 27.20b. The use of the interrogative
prevents a too easy identification with the poet, though this kaek % is drawing Tu Fu’s own con-
clusions from the emblem.

18. Xio °F isan exclamation, here of amazement; xio-guaei °¥1% is “oooh’ing and marvelling.”

19. Dzhiéng #f, “calmly,” marks a necessary change to reflectiveness from the observer’s
initial agitation. Ngiuaen-tzieng 7 #, “Primal Essence,” in a cosmological term for the substance
or cnergy that is part of all things of the world.

20. Hau-dhong # % is a binome describing chaotic immensity and a willful freedom of
action which from the outside would seem to be a menacing license. 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 on,” just as the tree suddenly found it had nothing to rely on in line 11.

11139: CTs,p.2438; Chiu-chia 21.46, p. 355; Ch’ou. C. 9, pp. 139-140.
Rhymes: 2 1ai, 4 kai, 6 pai, 8 bai. Regulated.

1-2. The function of the dhan & 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 “guest.”

3. Xua-géng i£.18 is a path under flowering trees, and thus a path on which flowers fall.
“Sweeping onc’s path” is a conventional poetic mark of the expectation of guests.

5. Reading # with Ch’ou, rather than #& in the Ch’iu-chia. Bhon-sum £ 3 literallymse

plate of dinner,” was one of the standard ways to refer to dinner; its parallel is tzusm-tzidu # &,
a “goblet of wine.” Gem-midi # <%, literally “compound flavors,” is a distinctly elegant locution
and is strangely out of place in this militantly casual poem. The syntax of this line and line 6 involves
two distinct topics and a comment, leaving the reader to supply the relations: ““As for dinner,
the market is far: (thus) there will be no compound flavors.” The tonal requirements of the poem
force a rearrangement of more straightforward syntax, which would be it % 7k & ¥ k.

7. Kéng %, “be willing,” often marks an interrogative or a conditional sentence. The line
could also be taken, “If you are willing...." The line is a challenge: presumably the guest is
gentry, and it is likely that the man next door is not. Social decorum would insist that guests of
such different ranks not be mixed, but Tu Fu’s invitation here, like much of the rest of the poem,
asks the guest to put aside upper-class ceremony and taste.

8. Xo-tsid »# B s literally “call to him and (thus) fetch him.” This is another highly uncere-
monious suggestion. Wang Wei may have praised simple rustic values, but he did not shout,
“Come on over!” to his neighbors.
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11465: CTs, p. 2495; Chiu-chia 31.4, p. 487; Ch'ouy, c. 17, p. 5.
Rhymes: 2 man, 4 piaen, 6 xiuaen, 8 kusn. Regulated.
Title: “Spending the Night in a Tower by the River” fg;ri¥ 4.

1. Meéng-shrisk & %, is more than simply “darkness”: literally “the surface appcarance of
darkness,” it describes an area of blackness and not a general obscurity. Thus, in the Hsich Ling-yiin
usage cited in thc commentarics, it is a bounded area of darkness which can be *‘gathered in” to
the valleys as the sun scts (Wh 22.15a). In this linc Tu Fu is describing the next stage of sunsct, as
the light rises to the mountain tops: but instead of describing the light “rising,” he describes the
border of the dark area “extending.” 1 have translated ien % as “‘grows” rather than “extends’
in order to preserve the sense of movement.

2. Ch’ou’s note that “High Study,” Goawu-jraei &%, was in fact the name of the study in
which Crown Prince Chao-ming composed the Wen hsitan is most intriguing: if Tu Fu knew
this, it would add a special depth to the line, but it is quite possible that Tu Fu was ignorant of
this bit of Hsiang-yang lore. Tsi K in this sense means “take up lodgings at.”” The “river-gate,”
shuf-man 719, is the city gate directly on or closest to the river.

4. This refers to the moonlight or moon’s reflection being tossed about by the waves. Note
how the seeming precariousness of the cloud’s situation is picked up by the “falling over” in this
line—something very high falling very low.

5. A hak i is a crane proper; a guan ¥ is another bird likc a crane of ashen gray appearance.

6. Jrhaei-lang #3 were commonly associated with violent, destructive pcople—rebels
and bandits. The line translates literally, “Wild dogs and wolves, obtaining food, howl.”

11474: CT5, pp. 2496~97; Chiu-chia 31.43, p. 498; Ch'ou, c. 18, pp. 106—7-
Rhymes: 2 sieu, 4 ien, 6 dzhisu, 8 leu. Regulated.

1. Ch’ou would have § interpreted as giaéng, which, in the context of evening, must refer
to “sunlight” rather than “shadows”’ (which are growing longer rather than shorter). From similar
compounds and from the fact that the four cases in which Tu Fu uses the phrase all seem to be autumn
or winter poems, we may presume that dudn-giaéng %3 % refers to the “‘shortening daylight” as
the year moves towards winter solstice and the individual days move swiftly to their close. The
use of Yin and Yang in this line suggests the presence of cosmic forces in the physical relations of
day and night.

2. Ten-ngei X, translated literally as the ““sky’s edge,” is the word used for “horizon,”
but as one can locate oneself at ten-ngei, “‘sky’s edge” implies the proper sense of being “out of the
way.” However, the phrase preserves a central perspective: one’s position is scen from a place
somewhere else.

3. The night was divided into five watches, and the fifth watch was the period just before
dawn. The “drums and horns,” gé-gak # A, indicate a military presence and thus remind the
poet of warf are. Byi-jridzag # 4t is an important and essentially untranslatable category of mood:
— ————ﬁﬁoﬂgﬂdmm&msmﬂﬂmpmmﬁmhrwmmﬁmmm——
. duty. Jrigng often suggests the “prime of life”” and a sense of firm resolution that, when brought
to restrained sorrow, suggests the concealed intensity of the emotion.

4. The Three Gorges are the Wu Gorges, just downstream from K'uei-chou. Chiu-chia
cites a scornful passage from the Hsi-ch'ing shih-hua on how most readers miss the allusion to the
Han-shu in the line, on how “‘shaking stars” are an omen of suffering masses and coming wars.
In fact, it is doubtful that the passage is an allusion: shaking stars as an omen of war were fairly
common; moreover, when stars are reflected in the river, they always shake. It is possible, however,
that giaéng ¥ refers to the “starlight” rather than to their reflections: “Over the Three Gorges
the light from the river of stars stirs and shakes.” Whether giaéng is “light” or “reflections,” the
image remains an ominous one, though somewhat moresubtle and muted in the case of “reflections.”
What is interesting about the shih-fiua passage is an indication that most readers were missing the
wealth of historical, cultural, and literary background which commentators presumed was present
in poems: commentary, especially commentary directed to educated adults rather than children,
marks a sense on the part of the scholar that the person with average education will not know the
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fiaitiial pivvided e ihe conmmentary. This obvious tact should be kept in mind when modern
readers make presumptions about the vast learning of traditional readers of poetry. In many cases
we cannot know with any certainty whether Tu Fu intended and the average reader understood:
a specific textual allusion, no textual allusion, or an association derived from one or more texts
but in which memory of the texts themselves was not present. In the case of this line, the third
possibility seems most likely: the starlight shivering in the water is ominous without being specifi-
cally a portent.

s. Jd-kuk #f X is weeping for the dead but not in the proper ritual setting: it is mentioned
in the Li-chi (Tang-kung I) and in the K'ung-tzu chia-yii as something Confucius hated. In this
context, id-kuk suggests a spontaneous and overwhelming grief. For the ambiguities in the line,
see the text.

6. This suggests that the civilized music of the heartland is withdrawing and barbarism is
making incursions into the border areas of the empire.

7. Chu-ko Liang, called the “Sleeping Dragon” or “Reclining Dragon,” Ngui-liong FASL
(suggesting poetential power not yet displayed), was the minister of Liu Pei, the founder of the
Shu-Han Kingdom. The name ““Leaping Horse” for Kung-sun Shu (arebelduring the Wang Mang
interregnum in the Han who proclaimed himself emperor in Szechwan) recalls the end of Tso
Ssu’s Shu-tu fu, where “‘Kung-sun made his horse leap and proclaimed himself emperor” (Wh 4.34a).

8. Qyim % isoralnews; shiu ¥ is written word. The precise sense of man & here is difficult:
Chang Hsiang explains it as meaning “moreover”; see Shih tz’u ci’it yii-tz’u hui-shih, p. 228.
I think this is too weak and prefer to take it as an adverbial “diffusely,” “confusedly,” or “uncer-
tainly.” The primary semantic values in the binome dzhek-leu & & are “silence” and “‘emptiness”;
see Lao-tzu XXV, with commentary o fso—called Ho-shang Kung. (Wang Pi glosses dzhek-leu
as “without fixed f rm,” but that is only the “empty” aspect.) The translation given is an attempt
to work around Tu Fu’s untranslatable line; literaily, ““Of human affairs word is confusedly silent-
void.” The line evokes a sense of vast emptiness and silence through which no news of the outer
world comes clearly.

11554: CTs, p. 2510; Chiu-chia 30.32G, p. 469; Ch’ou, c. 17, pp. 69-71.

Rhymes: 1 gung, 2 djiung, 4 biung, 6 hung, 8 qung. Regulated.

Title: The indispensable work for the study of “Autumn Meditations” is Yeh Chia-ying’s 4 & 4%
Tu Fu Ch'iu-hsing pa-shou chi-shuo & #K RAH £ & (Taipei, 1966): all the major traditional
intcrpretations of the poems are gathered together here, supplemented by Professor Yeh's own
discussions of both the commentaries and the poems. The most important work on the poems
in English is Mei Tsu-lin’s and Kao Yu-kung’s “Tu Fu’s Autumn Meditations: an Exercise in
Linguistic Criticism,” H]AS 28 (1968): 44—80.

1. Han Wu-ti used K'ung ming Pool to practice naval maneuvers, probably suggested in
the banners and pennons of line 2. As Yeh notes, this very clearly specifies the Han and is not using
the Han to refer to the T’ang. What this fantasy of the Han means in relation to the contemporary
situation in Ch'ang-an is the subject of much speculation on the part of the commentators.

2. The assertion of physically seeing an imaginary scene is strong; cf. 11616.

3. Statues of the Herdboy and Weaving Girl were placed on either side of K’un-ming
Pool to correspond to the lovelorn stars separated by the “river of stars.” For the history of inter--
pretations of xiu miaeng-ngiuaet f&® A, see Yeh Chia-ying, pp. 369~80.

4. The statue of the whale was supposed to have made sounds when a storm was coming,
and its fins were supposed to have moved in the wind. It is possible to take dhing tsiou-biung $# &,
as “stir the autumn wind,” an illusory inversion of cause and effect; however, a passive reading
is equally likely.

5. There is a general agreement among the commentators that a ““cloud” of black kumi
seeds is meant here. Mine is a somewhat unorthodox interpretation, based on idea that a storm
is portended by the movement of the stone whales fins and thus that real storm clouds are present,
reflected in the pool. I would further have the image of the kumi seed built on the model of the
“celery seed”” in Chuang-tzu 1/1/6. For the history of interpretations of this couplet, see Yeh Chia-
ying, pp. 380-91.
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11627: CTs p. 2523; Chiu-chia 30.16, p. 463; Ch'ou, c. 23, pp. 60-61.
Rhymes: 2 njio, 4 go, 6 so, 8 dho. Regulated.

1. The Han River enters the Yangtze in modern Hupei by Wu-ch’ang. That this poem
was classed among the K’uei-chou poems in early editions shows a geographical confusion 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” is perhaps a wcak approximation of bhid-
njio % : the “learning” is classical and historical Confucian learning, the kind of knowledge
that should make one useful to the state, but bhis &, literally “rotten,” imples age and uselessness.
As Ch’ou perceptively notes, Tu Fu is both mocking himself and expressing pride in himself.

3-4. Asso often in Tu Fu’s later poetry, the referents of this couplet are uncertain. Three
things are “far”: the cloud, the sky, and the poet; three things are “solitary”: the night, the moon,
and the poet.

11232: CTs, p. 2453; Chiu-chia 22.19E, p. 361; Ch'ou, c. 11,p.55.
Rhymes: 1 njin, 2 lin, 4 djhin. Regulated.

This poem is adequately discussed in the text.

10561: CTs, pp. 2276-77; Chiu-chia 3.6, p. s1; Ch’ou, c. 5, pp. 69-70; Twt 14B.9b—10a; Wyyh
311.6a.

Rhymes: 2 ngud, 4 hd, 6 sid, 8 shrd, 10 gd, 12 md, 14 bd, 16 jid. Only the third couplet is regulated.

Title: Yii-hua Palace was establishcd in 646 as a summer retreat from the heat of Ch’ang-an; in
751 it was turned into a Buddhist temple. By the time Tu Fu visited it, it was obviously long
abandoned.

1. Djhiang %, “long,” is used to describe steady winds that seem to come from far away.
It is remotely possible that djliang means “tall,” referring to wind in the tips of the pines, but
gau-biung & B, is the proper term for such wind.

2. Tsuan R, translated as “scuttling,” is literally “going to hide away,” an indication of
the poet’s entrance onto the scene. It would seem likely that these are fallen tiles, indicating the
dilapidation of the structure.

3. As he knows the name of the palace, it is very unlikely that Tu Fu did not actually know
thatit had been T ai-tsung’s. The point of the line is to suggest thc essentialanonymity of the ruins,
yet the occasional precision of the title and the efforts of Tu Fu’s commentators play ironic counter-
point to the poet’s feigned ignorance. The problem can be resolved by taking hivang % as an
“imperial prince,” to whom one of the halls belonged, but the commentaries suggest that hiuang
was read as referring to T’ai-tsung. In a fit of Kung-yang style interpretation, Chao in the Chiu-
chia commentary suggests that Tu Fu avoids T’ai-tsung’s name as an indirect criticism of the labor
wasted on the frivolity of a summer palace. )

4. Ui & means “left behind,” remaining’: though the buildings are clearly abandoned,
ui in itself does not necessarily imply abandonment. Gou #% is a “‘building” in its aspect of being
something “‘constructed.”

s. Giuji-xud #, ¥ were natural phosphorescences, believed to have been produced from
human blood. That these are “green” (translated as such rather than “blue” to preserve their
living, vegetative aspect) is striking and suggests something uncanny.

6. The undermining action of streamlets is the enemy of roads the world over. Qui tuan siy
&% is literally “lamenting torrents stream.”

7. I have taken some liberties with this line, which translates literally, “Ten thousand pipes:
the true shraeng and hio.”” The “‘pipes,” l&i #, are the “pipes of Earth” described in the beginning
of the second chapter of the Chuang-tzu, the vents and fissures in the earth through which the ch’i
passes, producing sounds (Chuang-tzu 3{2{3-8). Shraeng and hio are two kinds of ocarinas, used
especially in court music. The point of the line is that Earth’s piping is the “true” music, implying
that the piping of the vanished court orchestras was somehow “false; cf. line 10.

8. Seu-shrd % i§ is a binome usually applied to people rather than seasons: it suggests a
cool, dispassionate, untrammeled manner. ’

»
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10. Literally, “(If the ladies have turned to earth), it is even more true of their artifice of
powder and mascara.” Gd &, “artifice,” “something false,” is very strong and negatively echoes
the “true” of line 7.

11. The “coach of gold” is, of course, that of the emperor.

15. Njiém-njigm # # is a binome describing ‘“‘gradual movement,” either of time or, less
often, of travel; in this case, the two are combined.

16. Literally, “Who is one with long years”; i.e., a span longer than normal.

CHAPTER 12

12574: CTs, p. 2703; YTsc, pp. 17-18; YT swe 3.1a—1b.

Rhymes: 16 bhiou, 18 dhou, 20 lou, 22 kiou, 24 jrhiou, 26 zhiou, 28 zhiou, 30 sou, 32 qgiou, 34 siou,
36 tsion, 38 bhiou, 40 hiou, 42 miou. Unregulated. The poem has, in all, forty-cight lines.

Title: Myin-huang B] % is a resonant, archaic-sounding verb-object construction, which seems
to have been created by Yiian. Myin as a term for “grief,” “distress,” or “pity” has decided
archaic qualities. Huang suggests “dissolute” behavior and portends the ‘“‘dissolution” of the
social body.

15. Xiang At is a general term for “boat,” sometimes associated with southeastern craft.
The variant jhiuen 4% appears probably because 4t was sometimes used to represent that word.
A leng % is a plcasure barge. The emperor’s barge was called a *“dragon boat,” liong-jhiuen #&45.
Cormorants were common prow decorations.

16. Clearly this describes large galleys and pleasure barges.

17. Qiang-ghisk #4% is redundant. Midi-giang A # by itself means “‘not yet complete,”
butghisk # is the word to describe attaining the limit of pleasure. What is remarkable about Yiian
Chieh’s fu-ku poetry is that in aspiring to ancient authority his language is often highly original
(though its construction often appear archaic); compounds and phrases used by poets whom he
castigated as “‘new” far more often have early precedents.

19. This area east of Yang-chou took on the formal place-name ‘Straits to the Sea,’ XJi-man
& 1, several centuries later.

21. Hsin-tu #7#%, literally the New Capital, was the name of the Sui capital built near the
site of Han Ch’ang-an, the city that was to become T’ang Ch’ang-an.

22. It is obvious that the use of kiow £ here, without precedent or special significance, is
purely for the sake of rhyme.

23. Dong-zhia % 8% here can mean either “in this time” or “from that time.”

24. In tai giuaen jrhiou X % # we have yet another peculiar and awkward construction.
The line translates literally, ““As for those songs, (thcy are characterized by) extreme resentment-
sorrow.” Qiuaen combines resentment and sorrow against a wrong done to one or a punishment
unjustly inflicted.

25—26. 1 do not feel certain about the interpretation of these lines. ‘“Heaven’s Jail,” Ten-

—— ngiok X%k, and “Heaven's Ptisoner,” Ten-zhiow X I, were both asterisms portending war and
destruction. Bisi i more commonly means “is not,” and while the meaning “‘consider wrong”
seems best here, the lines could be interpreted, “This sea-bound world is not Heaven’s prison,
and why are we not Heaven’s prisoners?”

27. Again, there is uncertainty about this line. If “‘Heaven’s Prisoner” refers to the asterism
(which isitself uncertain), jitng xiong-njin i % % may mean “‘at this moment is wicked and ruthless”
(i.e., portends destruction) or “‘will rectify wicked ruthlessness” (i.e., the war will depose an unjust
ruler).

28. The “enemy”’ is the asterism in the first case above, and the wicked ruler in the second
case. Miaén-sitng ¥, 4%, translated as “‘the millions of people,” is literally the ““ten thousand surnames,”
a hyperbolic variation on the usual term for the peasantry, the “hundred surnames.”

29. A shraém 45 is a very large scythe, a farming implement. It is “Heaven’s” insofar as it
carries out the will of Heaven in deposing an evil ruler. .

30. Son 5% is usually just “carving,” but in this case it is clearly a “carver.” After this line
there is an early, perhaps original note in the text that says, “What is investigated from above is
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sought by those below” _L#r & T # £ ; the judgments of Heaven are manifest in the actions of
the people.
34. Hyue Ziue-giuan siou &M £ % is literally “(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 wasa beclouding of the king’s heart.”
40. Qiuaen-hion % %, is “‘spitc and rage” directed against someonc who has done a wrong.

12547: CTs, p. 2696; YTsc, p. 18; YT swc 3.2a.

Rhymes: 2 ho, 4 ngio, 6 lo, 8 gio, 10 mio, 12 djhio.

Title: This poem is probably discussed in William Nienhauser, “‘Twelve Poems Propagating
the Music Bureau Ballad’: Yiian Chi'eh’s (719~722) Hsi yiieh-fu shili-erl shou,” in Critical Essays
on Chinese Literature (Hong Kong, 1976). I have not had the chance to see this essay.

6. The gio 8 is the piscine metamorphosis of a crow in the ninth month, according to the
Chi-yiin. A lo #, loosely translated as “perch,” 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 eat lo.

17. More properly, ”What they find pleasure in is the same as that which birds and beasts
find pleasure in.”

12. Djhie-dyhio $o %8 is onc of the scveral binomes meaning “waver,” “pace about with
distress or uncertainty.”

12582: CTs, pp. 2706—7; YTsc, pp. 24-25; Y Tswe 3.6a—6b.

Rhymes: 2 ban, 4 tsuan, 6 ngiuaen, 8 man, 10 hinacn, 12 suan, 14 bisn, 16 dzhuan, 18 qiuaen, 20 Inan.
T'ung-yiin. The first couplet is regulated; no other couplet in the poem is.

Title and preface: Yiian Chieh’s flight to Jang-hsi may have actually occurred in early 759, with
the renewed activity of Shih Ssu-ming. Note that the poet refers to himself as Yiian-tzu &,
““Master Yiian ™ this suggests that he saw himself as a thinker more than as a prose stylist or poet.

4. Though gli-givan % # means to “love one’s lord,” this construction with a pronoun
object followed by a demonstrative pronoun means “this . .. of yours”; for a parallel example,
see 10501.9.

5. Nega °f, “gape,” is of ten applied to valleys and open features in the landscape. Husi-giagng
€ # describes light shining off some feature and seeming cast on other features.

8. This may instead suggest that every gate could be reached by boat, though the qualif ying
pi n & suggests an actual case rather than a general case.

9. I have taken ¥ & # as djiung-kiok bin, making the linc nominal, a topic for the following
line. The alternative is djifing kiok-bin, “‘lies between twisting shores” : not only is it insipid, it demands
an odd, archaic interpretation of djitng. Moreover, djiung-kiok is a compound with precedents,
. while kiok-bin is not, and as the second element of 3 compound, bi
after river and stream names.

11-12. The absence of an explicit object of dzhing % creates difficulty in the interpretation
of this couplet. Uses of dzhdng in poetry are about equally divided betwcen offering things and
offering words: the form here seems to suggest that the neighbors are “offering” the sentiment
expressed in the following line; cf. 17871.24 and the following passage from the second part of
the T’an-kung chapter in the Li-chi:” Fi#% £ & o ¥ BiHMea . FIa MK o @ ... Xid suggests an
openness and acceptance, but it is unclear why jiz Z is used rather than a first- or second-person
pronoun. Pronoun shifts are, however, common in poetic narrative. Ghyip A is “and” but has somc
sense of special dispensation—*‘even including.”

13. Ghyui-bhiaep ® % means “hardship” or
do with ““cabinets.”

16. For this use of dzhusn #, cf.'11627.7

17. The use of sie-njin ¥ A recalls Confucius’s affirmation of fellowship with the two rustic
plowmen in Analects XVI1II.6: “I1f1 am not the fcllow of people like these, then of whom?” & 4 #f
AZRRHPR.

<

want of life’s necessities”: it has nothing to
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18, Qiuaen % is literaily the “{ccling of being wronged by.”

12587: CTs, p. 2708; YTsc, p. 25; YTswe 3.6b-7a.
Rhymes: 2 dzhieng, 4 giaeng, 6 hiuaeng, 8 qiueng, 10 kiaeng, 12 geng, 14 jreng, 16 miaeng, 18 shraeng.
Title: I3 % in this sense in to draw or offer a lesson from an exemplary case, to “treat as parable.”

1. Note that bin 7 is used after the name of the creek; cf. note 12582, linc 9.

2. Miang-dzhieng %tk originally referred to a state of emotional neutrality, beyond any
passions; here it has come to describe unself-consciousness and lack of ulterior motive, contrasted
to the giaeng ¥, “‘startled behavior,” “ill at ease,” when Yiian returns to the village.

5—6. Literally, “As for my heart being with the people of Jang, how could there be shame
(from humbleness) or grandeur?”” This and the two couplets that follow are extremely prosaic.

12. Xiou tk here probably means “give up office.”

13. Literally, “How much more (would they have wanted to retire) having passed through
rebellion.”

16. One of the most common meanings of njidng & (Jang) is to “yield,” as in “yielding
onc’s office,” “yielding to one of greater virtue,” “defer.”

18. Dzhiuen-shraeng /4 means “to keep one’s life whole,” to live out one’s allotted span
of years.

12577: CTs, pp. 2704-5; YTsc, pp. 35—36; YT swc 4.2a-2b; Tscs, pp. 328-29.
Rhymes: 2 nen, 4 dzhen, 6 men, 8 jien, 10 njien, 12 len, 14 dzhiuen, 16 gyen, 18 tzien, 20 hen, 22 jhiuen,
24 ben.

1. Literally, “encountered an age of peace.”

7. Shiti-byén # 2 is literally a “‘change in the age,” byen usually implying a change for the
Wworsc.

8. Tsin njiung-jien 38, % # is literally “‘was kin to battle flags™: tsin #, is used poetically to
suggest an adherence to something.

9. Dén # is a slightly archaic word, used in the Han for governing a commandery. Contrast
the kind of language used by Ts’en Shen in 09646, line 6. The archaic, prosaic sie #f also lends seri-
ousness to Yiian's sense of his position.

11. Dho & is the word use for taking a city and killing its inhabitants.

12. This may imply that even the mountain tribes took pity on the poverty of Yiian’s pre-
fecture, hence the tax officials, who do not spare the prefecture, are worse than the raiders (line 16).

16. Literally, “How could they not be as good as the raiders?” kifi-bizt & %, “how could
they not,” is a rhetorical question meaning “surely they are.” Njiu 4o, “be like,” in its negative
form, bist-njiu 7 40, almost always means “‘not be as good as.” Thus, the rhetorical transformation
of the linc is “Surely they must be better than the raiders.”

17-18. Literally, “Now those ones who exact and collect (tax) press on them (the people)
like 2 fire’s simmering.”

23. It is difficult not to hear here the spirit of Shilh 113, “Big Rat,” on the people’s flight .
from oppressive government.

12607: CTs, p. 2714; YTsc, p. 41; YT swc 4.6b-7a.

Rhymes: 2 dheng, 4 miaeng, 6 ieng, 8 shraeng, 10 meng, 12 seng, 14 dzhieng, 16 zhieng, 18 tseng, 20
ieng, 22 heng, 24 bheng, 26 miaeng. T’ung-yin. Lines 13—14 and last three couplets regulated (with
acceptable variation in fourth position of penultimate linc).

Title: A qud-tzusn 7XH was a depression in a rock which could serve as a wine cup.

1. Jrham-jrham 3§ 3§ is a descriptive binome properly applied to a towering peak: the kind
of oxymoron embedded in this line is not common in T’ang poetry.

3. This is an excellent example of kom ¢ being weakened to mean simply *‘can.”

4. Jrhigng-lui 3 # is literally “form and category’: there were different names for different
shapes of cup. ’

s. Zuin-husi ¥ @, translated as “wend a circling course,” may be comically grand for the
act described.
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6. Literally, “lt is as if I see a little P’eng(-lai) and Ying(-chou).” P’eng-lai 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-guan 8 #,, “Sungazing,” was the name of the castern ridge of T'ai-shan, from
which the sun could be observed rising over the sea.

11. The two hemistiches may be more closely related: “As [ lovingly appreciate it, 1 don’t
notice that I'm getting drunk.”

15. Literally, “It’s as if Form won in the discussion.”

25. A closing question like this implies the answer “l am.”

12620: CTs, p. 2717; YTsc, p. 46; YTswe 4.9b; Yfsc 82.10a.

Rhymes: 1gen, 2 hen, 4 shren. Regulated, but with strong violation in sixth position of second linc.

Title: QJi-ndi ¥ 75 seems to have been a southern binome describing the sound of rowing: after
Yiian Chieh’s series it became a term for a “rowing song.”

1. Miaeng-tzick & 3k is literally “name” or “fame” and “traces” of deeds or journeys.

2. Jhuin-ziok M5, “to follow custom” (what the average person does), recalls the advice
of Jo to the God of the Yellow River: “Whoever follows the custom of his time is a righteous
man” (Chuang-tzu 43/17/40). The Chuang-tzu is, of course, being ironic, speaking of survival and
the popular reputation of rightcousness. The advice does not work for Yiian Chieh, and he does
not feel the comfort he should feel in jhuin-ziok.

3. This passage is unmistakably ironic: “‘asking how one governs,” miin-jitng ] #, adopts
the attitude of a disciple asking Confucius about a principle; cf. Analects X11. 7.1; XIIL1.1.

4. Gidu-ngis 7,5, “Nine Doubts,” is probably a simple writing of the homophonous 7§,
“Nine Summits.” Gidu-ngis is a mountain with nine peaks, located in modern Hunan.

13411: CTs, p. 2889; Cecin TjhTs, p. 29; Hyylcin TjhTs, p. 68; Wyyh 252.2b; Tscs, p. 392.

Rhymes: 2 chuin, 4 wjin, 6 tsin, 8 bhyin, 10 lin, 12 shin, (14 sin, 16 gian). The f'ung-yiin of line 16
in a poem entirely in p ing-vhui rhymes should raise some questions about the final section in
the Hyylc and Wyyh versions.

Text: The text given is that of the Cec; this is the text given in T scs, with variations in some editions.
Hyyle and Wyyh differ significantly, both from the Ccc text and from each other; however,
the Wyyh text does seem to be loosely based on the Hyylc version (in the order of couplets 5 and
6 and in the inclusion of lines 14—-16).

Title: The Hyylc title is most peculiar: “In the Mountains, Presented to the Fourteenth Member
of His Clan, of the Imperial Library, My Elder Brother of the Mountains” L 8% + @4 & &L A..
The Wyyh cleans this up: “‘Presented to my Elder Brother of the Mountains, Wei of the Imperial
Library # L L ¥ & &

. Hyyic and Wyyh read £ %% for #K &% The phrase bhyi hiuan-zhii # £ % is odd:
bhyi is an attributive for the Imperial Library, and hiuan-zhiti, the “Office of Rue,” is an ornamental
term for the same: but the combinination of the three characters is odd. Chuit-shren # Ju, “going
out from the mountains,” suggests giving up a life of reclusion to serve in the government. Thus,
the Hyylc and Wyyh versions translate roughly, “Leaving the mountains (for) the I mperial Library.”
Of the ways in which variants occur, the most common are synonymn substitutions, homonymn
substitutions, and similarity in character form: however, usually only one of these principles is
in operation whenthere s a serial variation of several characters. Here, the variation of # and &
is clearly a shape variation, & and % are homonymn variations, and % (zhiér) and % (zhiti) arc
a combination of shape and sound. This suggests strongly that the variation is not accidental.

2. The “mountain tree” is an allegorical figure from the Chuang-tzu (s1/20/1-6) which
preserves itself from woodcutters by being useless: the analogy is to the one who remains in the
mountains (Wang Chi-yu), as opposed to the one who goes forth to serve the state. For & Hyylc
reads &, and Wyyh reads s . The Cecc version is by far the most coherent opening couplet, using
the change of the seasons to mark the duration of Wei's absence, as is common in T'ang poctry.
This suggests that the poem is indeed “‘sent to” (gyé %) Wei rather than “presented to” (dz/dng &)
him in person.
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3—4. The use of ngd & suggests that Wei rather than Wang is the sub ject of the verb. Line 3
could refer either to the past, when Wei ate Wang Chi-yu’s herbs, or to the present, to some
present Wang sent Wei.

s. For the proper %4 & Wyyh reads the inelegant & 4. Mit %, literally “secret,” implies
a particular personal intimacy, though it does not suggest a sexual relationship.

6. For Hft4a Hyylcreads a 48 and Wyylireads & &. Isolation often leads to unlikely “kin”’;
cf. 05846 and 07795.

7. “Rats and wrens” were examples of unlovable animals, which stole from a person’s
foodstocks; cf. also Shih 17.

9-10. Hyylcand Wyyh have these linesas 11 and 12; For Jt 4 Hyylc reads 4 3t. For the line,
Wyyh reads k4 Jt#2 T : itseemsthe second %k has dropped out of this line, and the 7 of the follow-
ing line has been converted to T to produce a line of poetry, albeit a remarkably ugly one. Line 10
may be taken to refer to a real neighbor to the south whom Wang does not weary of: this would
admit a simpler explanation of the “‘my,"” ngo & But it seems far more likely than Wang Chi-yu
is the pine’s “‘southern neighbor,” and that the ngo is either enallage or defining the “‘southern
neighbor” as “myself.”” Another point of interest in the variation between Cec 3t4 and Hyylc
43t is that Hyylc maintains the positional parallelism of 3t and #, while Cec keeps the phrases
3t 4 and #& #8 parallel, though in diff erent positions in the line. The latter is consonant with paral-
lelism in ku-feng and thce style of the poem as a whole; the impulse to positional parallelism is
characteristic of “new style’" verse. Qisi-giai #k{k describes the dense foliage of a tree, though a
willow is the tree with which it is usually linked.

11—-12. In the Hyylc and Wyyl versions, this couplet occupies lines 9 and 10. Line 11 could
be interpreted, “All that have feelings have cast me off’ (encompassing Wei and the sentient rats
and wrens, but excluding the pine).

13. Literally, “You, sir, your substance is a thousand zim (high).”

14. “Heaven’s moisture,” Ten-djhack X7, was a dead metaphor for imperial favor; but
but the use of the conventional tree metaphor returns something of Ten-djliack’s original force.

15. For ¥A Wyyh reads .. For bist-dzhsi T.#}, see note 07767, line 3. The pun between
“timber” #f and “talent” £ appears here.

16. This is the virtue of the useless ‘mountain trec”” mentioned in line 2.

13418: CTs, pp. 2890—91; Hyylc in 1jhTs, p. 67; Twt 17A.6a; Tscs, p. 392.

Rhymes: 1 shifu, 2 xEu, 4 déw, 5 zlwi, 6 dzhi, 8 hyue. Regulated with permissible violation for tse
rhyme in the sixth position of the second line. The second and third couplets are both “B”’ form
couplets, acceptable across a rhyme change.

1. For Js Twtand Tscs read A (“another man’s home”). A “home in the mountains” with
a landscape mural would emphasize the poet’s mock confusion between the real scene and the
paintedscene.

2. Light comes in the dwelling and illuminates the landscape mural just as it illuminates

the real landscape. Hiudi slren shiéu 3% J:%, is actually indirect discourse: ‘““claimed morning had
come to the mountains.” '

s. Like the clouds and birds, the figure is painted. Q& 7 is an affectionate and decidedly
informal modifier, marking the relationship between the speaker and the person spoken of; it
carries no semantic value.

6. Literally, “his rising is so slow.”

7. Though it is perhaps extreme to translate kung 2 as “lord,” it is an appellation of respect.
It is sometimes applied on a more modest level, but since Yii is a grand secretary (fifth rank), respect
is appropriate.

8. Sigu-dhéi ]+ #, “little brother,”” is an affectionate term of address to one’s juniors and
inferiors which rarely finds its way into poetry. Dan-tseng #, the “red and the green,” was the
common term for polychrome painting. Nang njié hyue g # 8, is literally “can you do it?”

07571: CTs, p. 1608; Chhec in TjhTs, p. 299; Twt 18.10b; Tscs, pp. 383-84.
Rhymes: 2 miaeng, 4 tzieng, 6 ieng, 8 shraeng. First couplet and third couplet regulated.
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1. For ¥ Twt, Tscs, and one edition of Chlicc read &. Liou # more commonly describes
the movement of light than the moon itself.

2. Sam-ngé = A is the fifteenth of a lunar month, the time when the moon is full. For the
first 8] Twetand Tscsread 8%

3. In other words, it appears in daylight.

4. This line closely follows the ending of Ch’en Tzu-ang’s first Kan-yii: here as there | am
uncertain about the interpretation. The agent that ““leads onc stray” often follows mei it ; cf. mei-
xua i i€, That one may well err in regard to who is a sage and who a fool is evidenced in Tu Fu’s
11797.50. And in the Kan-yii usage, “perfect essence” clearly referred to the moon. Thus, we have
one “led astray inregard to who is sage and who fool by its perfect essence.”

s. An echo of the third line of Li Po’s famous eighth Ku-feng (07872).

7. For & Twt and Tscsread &.

8. For #4{ Twtand Tssread A % .

07563: CT5, p. 1606; Cecin TjhTs, p. 31; Wyyh 211.5b; Yfsc 62.3b—4a; Tscs, p. 385.

Rhymes: 1 tsin, 2 njin, 4 mian ('ung-yiin); 6 tzick, 8 mat (pseudoarchaic thyme); 9, 10 giai, 12 bizi,
14 giuai (p’ing-shui). 1 have followed the Ccc text here because it uses the kind of approximate,
pseudoarchaic rhyme that is also found in Tu Fu. The variants in the later anthologies bring
the rhymes in the second rhyme group into greater agreement with conventional practice (s
shiuet, 6 bhyet).

Title: Byi-tzai haeng * % 47 is literally, “Ballad: Is It Not Sad!” The Yiieh-fu chieh-t'i (cited in
Yfs) explains the general theme as “‘the sadness stirred in a traveler as he encounters things.”

2. For i Tscs reads 3. Sang & in this casc does not necessarily mean “lose” by reason of
death, but rather to “lose” or “leave behind” with no hope of returning; for an analogous use,
see Cheng notes to Little Preface of Shili 124.

4. For this line Yfsc reads 3 Z M T, clearly a textual confusion.

5. For &, Wyyh, Yfs«c, and Tscs read . One can “hear’ the songs and “hear of " one’s loved
ones in the songs, but one cannot “‘see,” gén ., them.

6. For # % Wyyh, Yfsc, and Tscs read Rj$). Heng-tzick % i is literally “form and traces,”
with “form” referring to sight of the person.

8. Shrim-zhin % & refers to the constellations shrim % and shiang #, whose positions were
such that they never appeared in the heavens at the same time. Thus, they became a set metaphor
for those long parted, who had no chance to meet. It is uncertain why the wanderer might wait
on their setting.

9-10. In both lines, for % Wyyh reads 1.

12. Zhié-biai % 3%, translated loosely as “inner struggles,” is literally *is so and is not so”:
zhi -bizi refers to problems of value, propriety, and truth, to situations in which such questions
arise. The opposite is not a dangerous amorality, but a freedom of spirit that transcends such concerns.

13—14. In both lines, for # Tscs reads 5.

07573: CTs, p. 1609; Chhicc (variant text) in TjhTs, pp. 314-15; Wyyh 156.5a-5sb.

Rhymes: 2 giaeng, 4 huaeng, 6 meng, 8 heng, 10 neng, 12 kieng, 14 zhieng, 16 dzhieng. T ung-yiin.
The fourth and last two couplets are regulated.

Text: The text of this poem is in very poor shape. | have followed the variant Chhcc text quoted
in the collation in TjhTs, but in two cases have taken a Wyyh reading over it. Not only is the
Wyyh text substantially different from the Chhecc, the Wyyh notes variants from the Chlice which
are different from the extant Chhicc text.

1-2. The Pien River flows down into the Huai and was the standard river route to follow
when going from Lo-yang and Ho-nan to the south. Sung-chou and the ancient region of Liang
were on the south side of the Yellow River east of Lo-yang and Pien-chou. The river travelers
would reach the Yangtze through the Huai, then travel upstream to reach the ancient region of
Ch’u. Ching-chou was a definite location in the south-central region, but Ching was a poetic
term for the Ch’u region in general. For #§ Wyyh reads 3. The use of dzhi f and ji» Z as verbs
here is somewhat archaic.
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3. For # iV'yyh reads #.

5. Using the Chlicc version of the line given in Wyyh. The TjhTs version of Chhcc reads
KT#H it ; Wyphreads K% it ; as another variant Wyyh offers X 3 §. 3% i%.

6. For & Wyyh gives & as the Chhcc reading. Ghiusn-dhiing A $) means “multitudes of
animals and birds”; see use in line 8 of Li Po’s Ku-feng XXV (07889), where “The multitude of
creatures compete in flying and fleeing” X #$ & % : such “flight” and “running” pairs often
themselves become ornamental terms for **birds and animals.”

8. For % Wpyyh reads %; for & Wyyh reads &. In the former variant, note that Wyyh
cleans up the parallelism; in the latter variant, Wyyh provides a more common compound, echoing
the Cl’iu-shui chapter of the Chuang-tzu.

9. Here adopting the Wyyh reading of #, mstead of the Chhec (TjhTs) reading % .

10. For & Wyyh reads &,. This is a rhetorical question: “How could I be at peace (even)
for a moment?”

11-12. Asoften, theuncertain archaism ofa T’ang poetcanlead to problems in interpretation;
that the problems are not those of a modern reader alone is indicated by the variants. Wyyh reads
& for #, which must have been a somewhat awkward way of saying “Who holds human life
lightly?” Another variant given by Wyyh for the first two characters in line 12 is # #. Finally,
Wyyh offers the incomprehensible ¥ # as the Chhcc reading (“'I am well familiar with the lightness
of human life” ??). I have followed the Chhec reading given in TjhTs, taking zhiuk-qiu 3,3 some-
thing like zhiuk-njiak % : “How can it compare to?”

14. For & % Wyyh has the incongruously pragmatic # ..

16. For &. Wyyh has 15.

CHAPTER 13

13284: CTs, p. 2849; [Khcin TjhTs, pp. 178-79]; Wyyh 312.7a; Tscs, p. 394.

Rhymes: 2 lion, 4 lou. Regulated.

Attribution: In K, the earliest source for the poem, this quatrain is attributed to the otherwise
unknown Chu Pin % (09955). Famous quatrains like this one often appear with a variety
of authors, and their authenticity is virtually impossible to determine.

Title: The Khc version simply has #4. Wyyh has B8 (miswritten %); Tscs has fasit.
This tower supposedly overlooked the Yellow River at P’u-chou, in modern Shansi.

13285: CTs, p. 2849; Tscs, p. 394.
Rhymes: 2 ha, 4 da. Regulated.

3. Literally, “Recently the suffering of being snapped off. ... "

05667: CTs, p. 1203; Hyylcin TjhTs, p. 94; Wyyh 205.5b; Tscs, p. 233.

Rhymes: 2 giuai, 4 bisi. Technically regulated, with permissible violation in the fourth position
of the first line; however, the repetition in the first couplet goes against the spirit of regulation.

Text: Repetition was permitted in songlike quatrains such as this, but the quatrain has far too
much repetition, especially for a regulated poem. The textual variants in the Wyyh version
try to tone down this excess, and to do away with the painful redundancy in line 3. Thus, the
first i£ is changed to #; the second i% is changed to #§. And in the third line, & is changed to & .

Title: Wyyh gives 4 # as the title.

1-2. | have taken the subject of this couplet to be the mandarin ducks to resolve the problem
of smg i in the two lines and to explain the fa & in line 4. It would be possible to take the subject
as the poet, but in that case we would have an unusual use of sing for meeting the one returning
and coming back with him. The use of the mandarin ducks may imply a female yiiehfu persona
as the subject, but the difficulty of simig would remain. However, siing would be appropriate if
the person in the boat were accompanied by mandarin ducks. (A female yiieh-fu persona may still
be the implicit point of view.) The Wyyh version definitely implies that the poet is the speaker.

4. Ta 4% implics “elsewhere” (as opposed to “here”) or ‘“‘on their own” (as opposed to
“‘on your behalf” accompanying)-
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05668: CTs, p. 1203; Ttcin TjhTs, p. 464; Wyyh 205.5b; Tses, p. 232.
Rhymes: 2jiou, 4 ion. Regulated.

Text: I have followed here the Tt text.

Title: Wyyhand Tscs give % % as the title.

1. For 8 Wyyhand Tscsread # .
2. For # Wyyh and Tscs read #p. Piang-jiou % #, literally “‘fragrant low, sandy isles,”
are isles upon which flowering plants and trees grow.

13295: CTs, p. 2852; Hyylcin TjhTs, p. 88; Wyyh 211.6a.

Rhymes: 2 dzhai, 4 mai, 6 huai, 8 gai, 10 lai, 12 gai.

Title: Literally, “Ballad: Is There Not Something AboutWhich I Feel Strongly ?”” The first twelve
of twenty-four lines are quoted.

4. Wyyh reads B for Al. Since the traditional metaphor for the relation between ruler and
minister is one of lovers, the person who recommends an aspiring official is a “‘go-between.”” This
line is litcrally, ““I haveuse, but how could I act as my own go-betwecn ?”

1. For & Wyylreads €.

12. For # Wyyhreads F.

11973: CTs, pp. 2596-97; Wyyh 209.8a.
Rhymes: 1 dzhien, 2 dzhen, 4 bien. Regulated.

1. For 8} Wyyh reads #: lien-dzhien i€ 3} and lien-ghyen i § both refer to patterns of
spots on a horse’s pelt.

3. Clearly one function of the ka 3, pendants hung on the bridle, was to signal the horsc
when to go.

11975: CTs, p.2597; Tjwscc 3.14a.
Rhymes: 1 djltin, 2 njin, 4 dzhin. Regulated.

3. Wu-yiian was a Han commandery located beyond the Great Wall in modern Suiyiian,
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
300 kilometers southeast of Wu-yiian. The two place-names suggest the swiftness of the khan’s
movements.

11982: CTs, p. 2598; Tjwsce 3.14b.

Rhymes: 1 iou, 2 jrhiou, 4 jiou. Regulated, with permitted violation in the sixth position of the
third line.

Title: Pa-ling is at the northeastedge of Lake Tung-t’ing. This pocm is the firstin aseries of three.

1. Ghidu-iou ¥ s, translated as “former comrades in travel,” is a way of referring to old
friends, those one “went around with.”

CHAPTER 14

06082: CTs, p. 1300; Chao, p. 190; Wycc 4.2b; Tscs, p. 241.
Rhymes: 2 xidng, 4 zhigng. Unregulated.
Title: “Deer Enclosure” & %.

1—-2. This couplet is based on one of the most common kinds o f antithesis in a couplet, sight
and sound, the two primary senses. Xidng % is not a direct sound, but rather a sound from far away,
asound from someplace unseen, a sound not directed at the hearer.

3. Biaén-giaéng R, like biaén-jitu R R, refers to the sunlight just before sunset: as the
sun moves into the west, its last light is *‘cast back™ eastward, in the direction opposite of the sun’s
movement. In a grove or a forest on a slope, such light will avoid the blocking foliage and illuminate
the interior of the forest.



408 Notes to the Poems

4. There is some question about the force of bhiuk #i here: it may be no more than a coor- -
dinating “and” thatjoins the two lines; or bliuk might be a strong ‘‘again,” referring to a previous
occasion when the sunlight fell upon the moss. A more serious problem is raised by zhidng ¥.:
in this tone the word should mean “rise,” leading some commentators to take the line as “shines
upon the green moss and goes up.” On the other hand, such an unusual and artificial construction
runs entirely counter to the style of the poem and the natural way of reading the line, which begs
a dissonant zhigng: “‘shines upon the green moss.” | believe the latter reading is correct and is based
on an unconscious misinterpretation of a poem by Hsieh T’iao in which xigng and zhigng are
rhymed (Wh 30.17a-17b): Hsieh’s very artful line reads % % fk# L., properly translated; “The
green moss, along the steps, rises”’; however, remembered without its parallel line, the line would
read simply, “Green moss lies upon the steps.” In its proper interpretation, Hsieh T’iao’s is an
artful construction, but not an ungainly one; however, to take Wang’s line as “shines 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 later centuries.

13060: CT's, p. 2806; HfJsc 6.48b.
Rhymes: 2 bi, 4 dhsi. Unregulated.
Title: “Mountain Lodge” & % .

1. In addition to silence and stillness, dzhek-dzhek 3 & implies loneliness and isolation.

06984: CTs, p. 1482; LSesc 1.4b-5a.
Rhymes: 21iJ, 4 shui. A peculiar kind of regulation, appearing in deflected rhyme poems, where
a violation is permitted in the fourth position of the first line of the couplet.

06981: CTs, p. 1482; LScsc 1.4a~4b.
Rhymes: 2miaén, 4 hiuaén. Unregulated.

1. Tsang-tsang % % can describe either the color of the bamboo vegetation or the color
of sky in which the temple is set.

2. Qéu-qéu % % implies indistinctness as well as distance; in this case, the indistinctness
is of the sounds of the bells.

18520: CTs, p. 3948; TLhsc 43.10a; Tscs, p. 662.
Rhymes: 1 dzhiugt, 2 mist, 4 siuet. Regulated with permissible violation in fourth position of
first line: sequence of two “A” form couplets.

07067: CTs, p. 1497; LScsc2.8a.
Rhymes: 2 dzhen, 4 gen, 6 ten, 8 ben. Regulated with permissible violation in fourth position of
h line

Title: The Ch’ing-ming Festival, literally “Clear and Bright,” took place at the beginning of
the third month.

2. Péi-ngéi B8R initially described a far, sweeping gaze, but it came to be applied to the
crenellations in wallworks, which permitted the far, sweeping gaze.

4. The “new smoke” is from the fires rekindled after the three days of Cold Food Festival,
ending two days before the Ch’ing-ming.

7. The variant here for 24T & is ] § &, probably generated to make the tone pattern
perfect.

12167: CTs, pp. 2635-36; CKke 5.2a.
Rhymes: 2 qisi, 4 bisi, 6 giusi, 8 misi. Regulated with permissible violation in the fourth position
of the first line. -
2. In addition to blurriness because of distance, qizi-qisi 4K can suggest yearning. Usually

the yearning is of someone not wishing to part from someone else, but in this case it might refer
to Yiian’s desire 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 ieuw i&, “‘from afar,” as referring to Yiian’s present position at the parting,
yearning to be back home in the mountains; however, it is possible that the “afar” refers to the
distance between his windows and the mountains he will see.

12249: CTs, p. 2652; CKke 6.4b; Wyyh 319.1a; Tscs, p. 472.

Rhymes: 2 djhim, 4 shim, 6 qim, 8 ghyim, 10 lim, 12 sim. Regulated, with strong violation in fourth
position of third line.

Title: Wyyhadds £ before 2.

1. ltis possible to take this line as purely descriptive: ““At the mouth of the valley, fine streams
and stones.” However, guk-kéu %o probably refers to the Han recluse Cheng Tzu-chen, who
commonly appears as an exemplary hermit in T’ang poetry under the kenning Mouth of Valley,
Guk-kdu, the place where Cheng practiced self-cultivation.

2. Luk-djhim # 3, “‘sinking on dry land,” is a vivid term for reclusion.

3. For T Wyyhand Tssread t.. Wyyh further notes that for «J* Ch’ien’s collection reads -

4. For X Wyyh reads @; for € Wyyh reads #. The fires are literally “deep beyond the
clouds”: as the barrier gek #§ refers to the edge of the clouds, the fires are simply “‘deep within
the clouds.”

5. The “color,” shrisk #,, 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,” dzhang #, because they seem to disappear
at the end, perhaps concealed by mist.

8. Giaeng ¥ usually suggests a “‘startled”” movement, but here it is applied to the hawk’s

~ swift movement upward.

9. For & Wyyhreads #§. Zhiep-tsi6 ;% % is a problematic phrase, whose difficulty is increased
because the following line is not parallel; it probably means to “fare through (someplace which
has) appeal.”

10. Zitn lim ## would be “you yearn for these forests (from somewhere else)”; zitn
dzhsi lim ¥ i #k implies that he yearns to remain there.

11 A huong-zhidu % %, a “yellow seal ribbon,” was the mark ofa lower official. Si2 & here
does not imply desire, as it often does; kiok-sia #p % is to “‘think back upon with brooding.”

12. Tzié-jis sim ¥ % . is literally “purple jis heart”’: the “purplejis”” was probably a kind
of mushroom and was associated with the elixir of immortality.

12488: CTs, p. 2685; CKkc 10.3a.
Rhymes: 2 miaén, 4 hiuaén. First couplet regulated, though with violation in fifth position of first
line.

1. Literally, “On the pool, so calm it never wearies (of being there).”

4. Jhidng-xidng % R is literally to “‘ride one’s impulse.”” The phrase & strongly associated
with the famous story of Wang Hui-chih’s impulsive journey to visit Tai K’uei, announcing that
he had come jhidg-xidng, and now that the impulse was gone, he had no need to see Tai (Shih-
shuo hsin-yii 3A, section 21.23)

12500: CT's, p. 2686; CKkc 10.5a.
Rhymes: 2 zhid, 4 ki%. Unregulated
1. Hidu-qi> A & suggests intent.

12494: CTs, p. 2685; CKke 10.4a.
Rhymes: 2 tziok, 4 siuk. Regulated with violation in the fifth position of the first line.

10081: CTs, p. 2155; Wyyh 292.10a,
Rhymes: 2 kxn, 4 han, 6 guan, 8 dzhan. Regulated.
Title: Clv’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 clerk; after
the usual vicissitudes of official life he became minister (Se, p. 2688). The analogy would have us
consider Li’s lowly post as an early stage in a glorious career.

6. For £ Wyyh reads .

7. Zhisng-chuin & £ is literally *‘take advantage of the spring™: it can suggest either spring
pleasures or spring farm labor. Mié #, to “‘work hard at one’s duty,” is the wrong word to apply
to warfare and leads to a clear irony.

10045: CTs, p. 2148.

Rhymes: 2 qen, 4 ten, 6 dhen, 8 pien. Regulated, with permissible violation in fourth position of
seventh line.

Title: Chii-jung was a county, whose location was just east-southeast of modern Nanking, in
Kiangsu.

1. Chii-ch’li was a pair of mountains in Chii-jung; one of the mountains was Mao-shan,
famous for its Taoist coven. Md % is literally ““darken with evening.”

4. The use of hé 3%, “guard” or “protect,” is noteworthy here, and suggests ranks of clouds
seeming to “‘protect’ an open space in the sky.

8. Pien-pien BA2A is a binome describing a lightness of movement, of ten suggesting a kind
of jauntiness.

12995: CTs, p. 2794; Chhee in TjhTs, p. 276; Ylsin TjhTs, p. 203; Che in TjhTs, p. 338; Wyyh
201.3b; Yfsc 17.3a; Tscs, pp. 416, 782 (in the latter citation, the poem is misattributed) ; HfJsc 3.12b.

Rhymes: 1 dung, 2 kung, 4 giung, 6 dhung, 8 djiung. Regulated

Title: Wu-shan Kao 2 ., was an early yiieh-fu title; Chhee notes that the original Huang-fu jan
collection had & ;% as the title. All anthology texts read Wu-shan Kao; indeed, the stability
of the text of this poem through so many anthologies is most unusual.

1. “East of Pa,” Ba-dung e, §, was the name of a commandery. It is impossible to know
whether £, should be read as hén here (“The Wu Gorges appear from Pa-tung’) or as gén (“The
Wu Gorges can be seen from Pa-tung”). In either case, 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
LRALER.

3-4. This refers to the legend of the king of Ch’u’s meeting with the goddess of Wu Moun-
tain: in her parting song, the goddess claimed to be the “clouds” and “‘rain,” which later became
a standard metaphor for sexual encounters and appears 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
(Wh 19.1b-2a).

8. For #k Chhcc reads §.

12817: CTs, p. 2757; Han Hung shih-chi chiao-chu 3 i3} %43, ed. Ch’en Wang-ho B X 4o
(preface 1973), pp. 404-9; Ttcin TjhTs, p.648; Wyyh 157.10b; Tscs, pp. 468—69 (with anecdote).

Rhymes: 1 xua, 2 zia, 4 ga. Regulated.

Text: | have followed the Ttc text.

Title: Wyyh reads R B ¥,

1. For M Wyyhand Han Hung shih-chi chiao-chu read #.

2. These are the willows on the royal moat.

3. For 8 # Wyyhreads —#&. 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 3 Wyyl reads 4. There were several sets of “Five Lords’” in the Han; Han Hung
is here using the term to refer to the nobility in general

14298: CT's, p. 3070.
Rhymes: 1 djiuk, 2 guk; 3 lei, 4 nei; § liu, 6 séu; 7 kung, 8 djiung, 10 dhung; 11 kd, 12 8, 14 hid; 15
Qinai, 16 bizi, 18 qisi.
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1. This line sets the time as the spring planting season and functions somewhat like the
hsing of the Shih.
2. The question *“from what household,” ‘‘of what family,’

>

2hui-ga # %, was common

in ylieh-fu.
3. Lines with mio ... biat ... &7 usually mean “no ... but ...”"; howcver, here context
makes it clear that it means “‘because they lack . .. they cannot....”

4. Piaen tzak nei #8145 ®. is literally ““turns over and becomes mud.”

7. A didn B is a place for storing grain, here probably the grain for cattle feed However,
it is possible that ngiou-dhsn % B means “cattle and stored grain,”” in which case these are “‘gone,”
kung %, because of “‘natural disasters and epidemics,” tzzi-inack % /.

12. Lo-njin 3 A may be the “person on the road,” the poet himself. The implication here
is that they do not have time to chat, but must constantly pay attention to their work.

13. Shriu-tung % i§, “‘to divide up thoroughly,” is more commonly used for intellectual
discriminations. Huei-lidng } B refers to the ridges and embankments that separate one ficld from
another.

14. Jigng-dudn %3 is to “‘marshal” or “put in good order,” often applied to military for-
mations.

17-18. The effect of the flowers on the girls is because they are aware of the old metaphor
of women as flowers.

14428: CTs, p. 3095,
Rhymes: 1 shin, 2 jin, 4 djhin, 6 chuin, 8 bhyin. Regulated

1. The first four characters are taken from Amnalects 1X. 22: ““If at forty or fifty a person is
not heard of, then such a person is not worthy of awe” B+ 2 +H 8M %5, MFLLRLE.

2. Njim ten-jin 4 X L was what T’ao Ch’ien was supposed to have donc in Wang Wei’s
fourth “Offhand Composition” (05862).

3. Bai-djiung miat 4. 4y, the “thing in the cup,” was a kenning for wine; it occurs in the
poetry of T’ao Ch’ien but has currency later as well.

4. Xaek-xaek ##% primarily describes shining light, but very early it came to be applied
to the quality of “illustrious” fame and power.

5. A dudn-chrek 33 ® was originally a short riding crop, but here it is clearly a2 “walking
stick”’; chrek is often used in this sense in T'ang poetry. However, one often finds a play on the
meaning of “‘plan” for chrek, and in this sense, dudn-chrek would be “poor plans” (for self-advance-
ment and service to the state); cf. notes 05797, line 13, and 05951, line 3.

6. If the reader heard a pun in line 5, he might well expect onc in a parallel position in this
line: shriu-liem 7% /&, the “blinds with open spaccs,” easily becomes % &, “‘remiss in self-restraint.”

14444: CTs, p. 3098.
Rhymes: 2 déu, 4 xéu. Unregulated.

4. Siang-luan 48 &L can refer to the external “disorder” of the rain scene, or it can be “throwing
me (my heart) into confusion,” referring to the effect of the rain in the poet.

14470: CTs, p. 3100.

Rhymes: 2 s&, 4 kitt. Something seems wrong here: séi and kit are not adjacent p’ing-shui categories,
and suchbold t'un g-yiin seems improper for thiskind of poem. A textual problem may be involved.
Unregulated.

1~2. This is a fairly common syntactic form in which some element in the third or fourth
position of a pentasyllabic line is the object of what preceded and the subject of what follows:
hence, “‘shadow” is the object of “soaks’ and the subject of ““chill”’; “flowers” is the object of ““brings
down” and the subject of “tiny.” We arc speaking here of expected logical subjects and objects
rather than bound grammatical functions; indeed, lines like these would admit a great variety of
constructions in translation.
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14510: CTs, p. 3105.
Rhymes: 1 man, 2 lan, 4 han. Regulated.

1554s: CTs,p. 3314; Wyyh 307.4a.

Rhymes: 2 shin, 4 njin, 6 bhyin, 8 djhin. Regulated. These rhymes are extremely commonplace;
cf. rhymes of 14428.

Title: For ¥ & +# Wyyhreads # L #. The CTs reading more accurately reflects the situation
of the poem: Ssu-k’ung Shu is clearly speaking to someone here. The interpretation of this poem
is highly contingent on the knowledge shared and presumed by Ssu-k’ung Shu and Hu; for
cxample, the person who vows reclusion in line § might be either Hu, Wang Wei, or possibly
even the poet himself. On the other hand, the dzhang % of line 7, in indicating the past, suggests
the poem and its author.

1. Plausible alternatives for the referents here might be “He whom we knew ...” “Those
whom you knew. . ..”" djie-gi§ %02, 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
recluse.

5—6. These lines probably are making reference to the contents of the poem.

8. For & Wyyhreads 4.

15192: CTs, p. 3244; Wyyh 318.7b-8a.
Rhymes: 2 chiuen, 4 dzhiuen, 6 dhen, 8 gen. Regulated
Title: Wyyh omits .

2. Dhusi-iang #5 8, “tumbling Yang,” is an elegant, courtly phrase for the setting sun.
s. Perhaps a reference to the spot of 06091.
7. For # % Wyyhreads .

14881: CTs, p. 3179; Chein TjhTs, p. 328; Yhein TjhTs, pp. 361-62; Wyyh 273.4a; Tscs, p. 467.
Also attributed to Yen Wei, 13534, but with little authority.

Rhymes: 2 byi, 4 zhia, 6 djhi, 8 ghia. Regulated

Text: The text used is the Che text.

1. For £ Wyyh reads 4k .

3. For % Yhcreads .

5. For § Tscsreads 1.

7. For & Yhcreads .. and Wyyhreads M.
8. For fr Yhcreads & .

13823: CTs, p. 2976.
Rhymes: 2 xiai, 4 gitai, 6 mizi, 8 gisi. Regulated, with permissible violation in fourth position of

seventh line.
Title: “In Sung” X ¢.

2. Literally, ““As the years deepen, white boncs are (have become) few.”

8. The zi# 12, ““as if,” suggests that in this case gisi~giai fk & means “‘full of longing” rather
than “blurry and unclear.”” The untruth implicit in zi§ would be more appropriate for a transference
of human feelings to the mountains.

14716: CTs, p. 3147
Rhymes: 1 liong, 2 xiang, 4 chriang. Regulated with permissible violation in sixth position of
third line.
1. Haeng-da 47 % is a particularly unpoetic way to refer to the soldier’s long journey.
3. Blung # in its various compounds bhung-dhou i 38, blung-biaet % ¥, and blung-bin
& % rcfers to messy hair. '
4. Gyim-chriang 4 #, “‘metal scars,” are scars from weapons.
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15601: CTs, p. 3324; Ttcin TjhTs, p. 544. As 13490, attributed to Han Huang, a version of the
poem appears in Wyyh 213.2a and Tscs, p. 368.

Rhymes: 1 dzhen, 2 ien, 4 nen. Regulated.

Text: I follow the Ttc text here; the Han Huang version has a different title and a substantially
different first couplet.

Title: The Han Huang version bears the title “Listening to Music: In Depression I Tell of Mysclf”
JE 2 4% f X . Han Huang’s first couplet reads:

All life’s events wound my heart, EEMHTS
I face the pipes and strings,
My whole body holding back tears, — A4 RakS

I look into springtime mist.

The title and first couplet make the Han Huang version a very difterent poem and far less internally
consistent than the Ssu-k’ung Shu version.

>

1. Literally, “Ten thousand problems wound my heart. ...’

2. Xua-ien j£ 3 is a mat woven with flower designs, but xua is strongly associated with
women, an association that would be called to the foreground in this context, and ien is a standard
synecdoche for a party, here probably a dance performance by the concubine.

4. Lak situ-nen #.}-% may be “to give pleasure to his youth” or even “to give pleasure
to your youth.”

14747: CTs, p. 3153; Yisin TjhTs, p. 216.
Rhymes: 1 biung, 2 giung, 4 djiung. Regulated.
Title: fo kM ET &,

14748: CTs, p. 3153; Yilsin Tscs, p. 216. In Tscs, p. 473, this poem is misattributed to Ch’ien Ch'i.
Rhymes: 1 gau, 2 dhou, 4 deu. Regulated.
1. To say ofa moonless night that the “moon is black” was very bold.

13955: CTs, p. 3002; Che in TjhTs, p. 326; Yhe in TjhTs, p. 376 (attributed to Li Tuan); Ttc in
TjhTs, p. 476; Twt 18.18b; Wyyh 151.2b-3a (attributed to Wang Ch’ang-ling!); Tscs, p. 46s5.
Rhymes: 2 ngii, 4 shisi. Unregulated.

2. It is interesting that only Clic gives the classically proper (and tonally preferable) ft 3
here; all other texts read the more colloquial # £

4. Hua-shiti & & is literally “rice and millet”: in the Little Preface to Shili 65, hua-shiti was
what was supposed to have been growing over the ruins of the Chou capital; moreover, hua-shit
is mentioned in the song of the Shang prince Chi-tzu, grieving over the ruins of the old Shang
capital (Se, p. 1621).

CHAPTER 15

44216: CTs, p. 9124; Wyyh 163.10b; Tscs, pp. 1064-65 (followed by matching poem by Liu
Ch’ang-ch’ing).

Rhymes: 2 hiuan, 4 mian, 6 bisn, 8 misn. Regulated, but with a strong, impermissible violation
in the fourth position of the fourth line.

Title: Tscsomits & #. Yi-feng was a county in southern Kiangsu.

2. Dhimg-tjiet iR # , translated as “‘breaking through,” describes the movement of the new
stream downhill, around obstacles.
3. A jifu i3 is a winding, and here probably natural, pond: the “lowering” of the water
level of the pond indicates that it is one of the sources of the “new spring.”
5. CTsreads here % %% &4 . Kung-shrisk % &, is a Buddhist term for the vacuity of all
percepts; besides indicating the color or visual qualities of a thing exclusive of form, shrisk implies
a sensuous attractiveness, which can ensnare the unenlightened. The stream *‘cleans” or “purifies
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dzhitng %, the “bright beauty” (shrisk) probably by flowing over things and either muting the
colors of making them seem illusory.

6. For & CTsreads ;. The CTsreading eliminates the ambiguity of 56 here: the substitution
in the CTs text suggests that s6 was taken as ““colorless” or “pure”; in that case, the line would
be translated, “Its purity is distinct from that of the average stream.”” However, parallel construction
indicates that the 6 should be interpreted as “always.” Here the double function of sd should be
interpreted as “‘always.” Here the double function of 58 is so obvious that the word play is probably
intentional.

7. For & %] Tscsreads % #. Wyyhreads § for 7, but this would seem to be an unintentional
error.

44249: CT5s, p. 9130; Wyyh 236.9a.
Rhymes: 1 kai, 2 lsi, 4 husi. Regulated.

3. Nga &, “L,” is the technical term for the “self.”

44264: CTs, p. 9133; Yiin-hsi yu-yi (Taipei: Kuang-ming, 1970), p. 5; Tscs, pp. 685-86, 1064;
Tshhe 2.2a-2b.
Rhymes: 2 shin, 4 njin. Regulated.

2. Iong-shin % %, literally, “admits the body,” is commonly associated with adequacy
and comfort with little.

3. Yiin-h yu-yi and the first Tscs occurrence read % for 4%, which appears in the second
Tscs occurrence and CTis. Literally, “When | meet someone, they always say. .. .”

44261: CTs, p. 9132; Tshic 2.2a.

Rhymes: 1 siugt, 2 ngiuaet, 4 iuet. The poem would be regulated if we read tz4i £ instead on nen
% in the second position of line 3.

Title: An alternative title is Ef1F&. From Ling-ch’e’s other poems, it is apparent that East
Forest Temple was by no means deserted.

1. For & Tshhcreads 7.

3. Tshhe notes this refers to Master Lung-shu #6## X 8 .

4. The interpretation of the last line here is uncertain; for a similar use of # in connection
with “ghosts and gods,” see Kuo-yii, Ch’u-yii Il (SPTK) 18.10b.

44311: CTs, p. 9144; Wyyh 256.10a.
Rhymes: 2 shraeng, 4 haeng, 6 zhieng, 8 biaeng, 10 dzhieng, 12 kiaeng. Regulated.
Title: Hsia-chou was on the Yangtze, upstream from Chiang-ling and Tung-t’ing.

2. Qiou-dhdu % & is a phrase from Analects XV.31: “The good man is concerned for the
Way and not concerned about poverty.” it wouid be easy to transfer “Way” to the Buddhist
“way,” but the sui # of the first line indicates that the Confucian Way of public concern is meant
here. Since the monk is on a journey, giou-dhdu may also have an element of “concern for my
journey.” It is further possible that giou-dhdu is coordinate with lau-shraeng % % : “I am concerned
for the Way and bring trouble to my life.”” The meaning is approximately the same in either case.

7. Chiao-ho % # was the Central Asian area around Turfan; except in occasional poetry
written on journeys through the frontier regions, poets were of ten imprecise in their identification
of Central Asian tribes and regions. The reference here is uncertain: it may indicate Tibetan in-
cursions, and it may refer to the nomad troops loosely allied to the imperial army.

8. Thinwillow Camp % # % 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 # instead of 3. :

44312: CTs, p. 9144; Wyyh 256.10b.
Rhymes: 2 guin, 4 chuin, 6 shin, 8 njin, 10 bliyin, 12 tsin. Regulated.
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6. Guang-gim ¥ #, “light and dark,” commonly are metonymy for the passage of time.

Hudn-shin % %, “‘illusion-body,” is a Buddhist term,
7. Mat-16 £ 3%, “end of the road,” was a conventional metaphor for the end of life.

8. Xiang (haeng) njin &) (45) A is probably short for xicng njin shiuet © A3, “tell to someone.”

10. Iok gigm bliyin & B &, translated as 1 weary of poverty,” is literally “almost (utterly)
weary of poverty.”

12. Chiek-lmén @&, literally the “red county,” originally was a kenning for imperial
territory, but in the T’ang it was used especially for the capital region. Xiang-tsin are specifically
those of one’s native region (who might be presumed, on the model of a village society, to be “kin’").

,

44799: CTs, p. 9243; Cjc 6.42; Wyyh 285.5b
Rhymes: 2 shra, 4 zia, 6 shia, 8 nga. Regulated.
Title: Bid-dok & 4% indicates composition to a set topic.

1. Gid-zhick £.% is literally ““made a framework of stone’’; however, this does not neces-
sarily indicate that the bridge is man-made: the subject could be impersonal. Ha %, “rose cloud,”
is a not uncommon attributive for high sandstone cliffs. There was a Rose-Cloud Cliff Mountain
in the T'ien-t’ai group and a famous stone bridge on T’ien-t'ai; however, if these famous places
were meant, the subject would probably have required more specific allusion to the area.

2. For @ Wyyh reads #. Liou # is the easier reading: not only does it explain the second
hemistich, it forms the more common compound huen-liou # %, “cascade.”” However, Wyyh
has a habit of ““cleaning up” its texts and providing more obvious readings.

3. The “shadow” or “reflection” is of course the bridge reflected in the stream below.

4. Séi %@, “‘tiny,” first appears as an attribute of wind in the eighth century.

44842: CTs, p. 9251; Cjc 6.11b.
Rhymes: 1 ten, 2 tzien, 4 dzhiuen. Regulated, two “B” form couplets

1. For mung-lung % 4L, see note 05732, line 4.

2. Lek-lek 788 should describe the sound of water, but here, as an attributive of sunlit sands,
the binome is probably the homophonous & &, describing clarity or brightness. Tzien-tzien 3 X,
describes the swift lowing of water and is closely related to tsitn-tsitn ;3 ;31; see 06090, note to line 2.

3. Hid-njin 3 A, “winged being,” was a common kenning for an immortal, here referring
to Red Pine.

4. Though the supposed origin of these lowers is diffcrent, the image hereechoes numerous
earlier poems on Peach Blossom Spring.

44874: CTs, p. 9257; Cjc 7.3b-4a. ]
Rhymes: 2 gek, 3 hek, 4 chick (Cung-yiin); s ziang, 6 haeng, 8 bharg (t'ung-yiin); 9 njit, 10 it, 12 dzhif;
13 zhiok, 14 kiok, 16 tziok.

Title: Duan-gung 3% 2 was an alternative title for a Censor of the Court of General A ffairs # 8¢ .
With their duty toexercise moral judgment, censors were often associated with things o fautumn,
suchasfrost or, as here, hawks. The comparison of the poem suggests the image of Tu Fu’s 10857.12,
and near echoes of Tu Fu’s poetry occur throughout; e.g., for line 3, cf. 10814.4, 10864.4.

1. _fhin-tzuin 7% 8 is properly the “‘godlike and glorious steed,” and it would be just as possible
to take the line, “The ancients appreciated godlike and glorious steeds, but how can they compare
to ... ?” But zhuin 3, written also with the man radical 1, came to be applied to all forms of
excellence, and it is in that general sense I have taken it here: thus, the hawk s the highest example
within the larger category jhin-tzuin.

2. Gek #, translated as “‘on the kill,” is the “‘striking” of the bird of prey.

4. However one conceived its material composition, “Heaven” was thought of as a plane
above the “empty” sky, and thus very high things were said to be “near” it. Ji-chick &R, “an
inch or foot,” was commonly used to express close proximity.

6. These birds act out of fear of the hawk’s power.

8. Tseng-ha % & “blue clouds,” like tserg-hiuan % &, suggest spiritual and social “loftiness,”
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proximity to heaven and the court. Ha % alone usually suggests “rose clouds,” but ha basically
refers to shape, texture, and some color.

10. Bidn-it & i% suggests the rapid shaking of wings and soaring up.

11. [t is unclear whether hiuan-s3i % %, “cloud-passes,” refers to actual passes with clouds
in them or to formations of cloud that resemble passes. Gdu-iep mei 8% & is literally “disturbs
the leaves and is lost.” The “leaves” here are probably hiusn-iep &%, “cloud-leaves,” wisps of
cloud.

12. Xua j,, “flowers” and “snowflakes,” is the paraliel for leaves in the preceding line.

13. Zhiok &, 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 themselves.” The reason Wang’s feelings settle on the hawk is af-
finity, hence the translation “‘find fellowship of kind.”

16. One function of poetry is to ‘“‘exhaust” intent or emotions; however, the emotions
may be so great they “‘cannot be exhausted.” QiJ bist-tziok & 7 R suggests that the poet has some
surplus of emotion or that the connection between Wang and the bird is decper than he has expressed
in the poem.

’ »

44814: CTs, p. 9246; Cjc 6.6a-6b; Wyyh 159.5b.
Rhymes: 2 piong, 4 tziong, 6 djhiong. Regulated with strong violation in fourth position of fourth
linc.

1. Léu-luan 3% &L describes confusion and intermingling, here of the colors of the mountain.
For 8, Wyyh reads L.

2. To use the first-person pronoun here is strong and merits the playful *“my own middle

eak.”

P 3. The first hemistich may be conditional: “W hen there are no problems. ...”

4. Niep qgisu-tziong 3k éys& is literally “to tread in secluded traces,” i.e., to follow in the
footsteps of other recluses who have gone off into seclusion.

6. Literally, “Cold azure, even more layer upon layer.” Djiong-djiong & & refers to the
“layers” of mountains.

44845: CTs, p. 9251; Cjc 6.12a.
Rhymes: 1 gen, 2 hen, 4 guan. Regulated.
1. Literally, ““Raucous, contentious noises, together between ‘is so’ and ‘is not so.” The
people making such noises are caught up in the distinction between “‘true” and “false.”
44853 CTs, p. 9252; Cjc 6.13a.
Rhymes: 1 dhong, 2 bliang, 4 ghivang. Regulated.

1. Dimng # , **sweep over” or “sweep away,” carries implications of freedom from restraint

and of cleansing in compounds like this.

448s5: CTs, p. 9252; Cjc 6.13a.
Rhymes: 2 huan, 4 shren, 6 gen. Regulated.

1. QiSn-tziek f& 5 is literally “*hide my traces”; ie., hide the evidence and memory of what
I do.

2. Kiak #p, translated as “‘even,” indicates a reversal of expectations.

3. Kiuaém %, “lack,” is highly unliterary in this use in the T’ang.

6. Literally, “Truth is in its midst.” fin-gid & %, “true concept,” is as close as literary Chinese
comes to the abstraction Truth,

44856; CTs, p. 9252; Cje 6.13a.
Rhymes: 2 piaen, 4 susn. Regulated with permissible violation in the fourth position of the first
linc.



Notes to the Poems 417

1. Biat-hak ¥ may suggest not that he won’t try to learn the language but that he won’t
even try to form the sounds.

2. Tsiong # here is short for tsiong-lai £ & .

4. Lak-shraei #2 & is literally “‘please utterly.”

43155: CTs, p. 888s; Cjc 10.8b.

Rhymes: 1 jiou, 2 xiou, 3 dhou, 4 liou. Unregulated.

Title: A “Big Talk” fu was attributed to Sung Yii (Ywlc, p. 346), and a command series of “Big
Talk” and “Little Talk” shih from the Liang can be found in Ywlc, pp. 345-46. These pieces arc
exactly the same kind of amusing hyperbole found here.

2. The “roc,” bhang M, and “leviathan,” gusn 8, are the two fabulous creatures of immense
proportions found in the first chapter of the Chuang-tzu. That one mctamorphoses into the other

1s of no significance hcre.
3. Li O’s line is the weakest of the three.

43157: CTs, p. 888s; Cjc 10.8b—9a.
Rhymes: 1 xiJ, 2 zhf, 3 tzi), 4 zhi5. Unregulated.

1. The “River of Suffering,” ké-ha %3, was a conventional Buddhist emblem of the
suffering of the process of life.

4. Bigng-gd # 8 occurs much later as “‘to be on vacation™: clcarly the same meaning cxisted
in the T’ang as well.

43158: CTs, p. 8886; Cjc 10.9a.
Rhymes: 1 xiou, 2 liou, 3 siou, 4 liou. The homophones in closc proximity here would not be per-
mitted as rhymes in more formal poetry. :

1. Dusi §& are Szechwanese steamed dumplings.
2. Literally, *“ When something is about to be roasted, he stands and waits, the drool flowing
. %
Criss-Cross.
3. Dzhiak <& 1s to “grind one’s teeth together,” here to make gnawing motions. King #,
as often, here indicates a question.
4. | take this line as a mock example of the glutton showing shame.

43242: CTs, p. 8933; Cjc 10.2b. ~
Rhymes: 2 tsim, 4 djhim, 6 shim, 8 gyim, 10 njim, 12 lim. Regulated, though there is a violation
in the fourth position of the first line of Chiao-jan’s second couplet.

L For ui ik, see note to 11232, line 4. Biung-djhin @, f often suggests warfare, but here
the physical image would be associated with the vicissitudes of history.
2. Note here how that which actually does the “‘eating away,” tsim #£, is transferred to an

ibute of the nach
he sach,

3. Note that gigeng-leng % %, translated freely as “bright soul,” does not necessarily imply
one dead; it can also refer to a superior and living spirit, as in the Ho-yiieh ying-ling chititle. In ad-
dition to silence, dzhek-mak ¥ % implics loneliness and desolation.

4. long-hiuti % fi are guards, often—but not exclusively—applying to the guardians of
a tomb; cf. 06008. fong probably means “adorned” here. For an extensive discussion of this com-
pound, see Chao, p. 128.

o 5. Hsiang Yiibegan his struggle for the empire as warlord from the former region of Greater
u. :

7. In other words, when they submitted to Han Kao-tsu.

8. The tseng-shrij 4 %. are literally the “‘green histories,” so called because they were written
on dried slips of bamboo. In the T’ang the phrase had come to mean simply “historics,” and espe-
cially “ancient histories.” K

9. The “arraying of the stars,” seng-dzhid 2 %, can be an omen of the appearance of an
emperor, in this case Han Kao-tsu.
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10. That “Heaven destroyed”™ him was the complaint of Hsiang Yii before his death (Sc,
p- 334).

13621: CTy, p. 2940; KHyc 2.11a.
Rhymes: 2 ngiok, 3 tziok, s shiok; 6 zhigng, (7 seng,) 8 neng, 9 haeng; 10 biaet, 1 dzhiugt, 13 ngiuaet.

1. Kigng-bhak 38 % implies frivolity and lack of depth or scriousness; it is applied particularly
to the way a man treats women, but its application is broader.

2. “Jade” color is a mark of beauty.

3. The “purple lanes,” tzié-mack ¥ f&, were the strects of the capital.

s. Tsiek #1, “pierce,” describes embroidery on the gown. What the “snow’ might be is
uncertain unless it is rhino horn (rather than rhino designs). Shraeng sei shiok % & & is difficult:
shiok in this context probably refers to some kind of strapping or belting. If the line is taken in par-
allel to the preceding line, it becomes “living rhinos are strapped (in),” probably referring to a
design on the gown which is crossed by straps. It could, however, be some sort of strap made out
of rhino hide.

7. 1 have no idea what this line refers to, unless it is a metaphor for the trees.

8. “Rosy Resh,” hung-gyi #t ., might possibly describe the young man’s wine-flushed
skin or the youthful complexion of a young lady, but most likely it is “‘red meat,” asin Wi 35.18b.
In KHyc # is given as a variant for . (The same variant for neng appears in 20685.) Piat-piat ##
should describe the movement of somcthing in the wind, and unless another binome is meant,
its application here is uncertain. This line and the preceding line are most unusual; such obscurity,
when it is not simply a stylistic posture (as it may well be here), of ten marks a taboo sub ject, and
the taboo subject most appropriate in this case would be a sexual encounter.

13627: CTs, p. 2941; KHyc 2.2b; Ttcin TjhTs, pp. 495-96; Wyyh 200.9b (here and in KHyc the
scries is treated as one long poem, with this as the second stanza); Yfsc 71.2a.
Rhymes: 2 lisk, 3 jhisk, s shisk; 6 sieu, 7 deu, 8 myeu; 11 dhom, 13 xdu.

2. For % KHyc, Wyyh, and Yfic read #.

3. For # KHyc, Wyyh, and Yfsc read #.

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 limg-sicu % %, “trumpetflower,” was a climbing vine that blossomed from summer
into autumn. The rclation of climbing vines to trees was commonly a metaphor for one’s being
“elevated” and *‘given support’” by the powerful. A topical application of this and the following
lines would be that someone, perhaps the poet, has depended on a powerful person to elevate him
to a high position, but has met with a serious reversal that did not touch the one supported him;
furthermore, his need for support and inability to stand on his own is from his own nature. For
a possible application to Ku's life, see text, p. 299.

10. KHyc, Wyyh, and Yfsc include a repetition of 155 3.

11. KHyc reads T 4o at the beginning of this line.

13. For & KHyc, Wyyh, and Yfsc read %.

CHAPTER 16

09316: CTx, p. 1986; WCcc 8.1b-2a.

Rhymes: 2 luin, 4 sin, 6 bliyin, 8 djhin, 10 ghiuan ... (T’ung-yiin). The first ten of eighteen lines
are quoted.

Title: “In the Post of Assistant in Lo-yang: Asking to Be Rclieved” # 3%/ % 3 4.

1. A dzhak R is a hole or bore, usually man-made.

5. Jist-gien A%, “‘breaking the waist,” is a kenning for a respectful bow, which from its
carlier uses suggests running counter to one’s nature.

6. Emending K to 7. In the Jen-chien shili chapter of the Chuang-tzu (10/4/38) one ‘‘drinks
icc water,” qyim-biang $k 7 , in order to cool the “‘feverish™ anxicties brought on by court commands.
Biang 7 and shui 7K are often confused in textual transmission.
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7. Xiou-giu k4% is to resign from office.

. 9—10. These are common emblems of a creature fulfilling its own nature with others of
its kind.

09387: CTs, p. 1999; WCc 9.2a-2b; Wyyh 336.8a.
Rhymes: 1 maek, 2 chick, 4 kaek; 6 qinaén, 8 hiuaén; 9 ten, 10 ign, 12 Hjien; (13 Ii), 14 pidi, 16 mis;
(17 xiat), 18 i€, 20 djic.

3. Shriu 3 suggests openwork, here referring to the windows or screens. Leng-lung # %
originally described the sound of jade, but early it was transferred to sparkling and intricate patterns
of light, here shining through the shrin. Hom 4, originally meaning to “*hold in the mouth,” may
retain some of its original force here as the open spaces in the latticework seem to “‘contain’ the
spring wind.

4. For “Rose Phoenix Gates,” see note to 06057, line 1.

6. Lo-yu Park, founded in the Han, was one of the favorite places for outings from Ch’ang-
an.

8. For f& Wyyh reads #, probably a printing error.

9. lou-iang # 3% describes an expanse of sunlit scenery.

12. For # Wyylireads &.

13. In poetry mio-gi¢m & R usually means simply “‘never get tired of ”’; however, in this
case it is clearly used in its older, moral sense of “‘insatiable.” fiuen-Ii & 4} is literally to “‘monopolize
profits”; like mio-qiém it is a pre-Ch’in phrase which carries strong moral condemnation.

14. For this line, Wyyh rcads @At — 8258 %. The WCcc text is literally, “A hundred
measures in an instant, a single cup’s expenditure.”

15. Literally, “‘First the thick, afterwards the thin is a great theft.”

20. For 3 Wyyh reads #%.

08960: CTs, p: 1912; WCcc 2.10b.
Rhymes: 1 qim, 2 djhim, 4 jrhim, 6 tsim, 8 gyim, 10 kyim, 12 lim. First two couplets regulated, two
“A” form couplets.

1. Dom-dom % % is a binome describing the thickness and density of water, vegetation, etc,

2. This and the preceding line echo T'ao Ch'ien’s » % # £ % (CTsins 6.10b). Djhim .,
literally “sunken,” is both a mood and a visual quality of endfolding darkness.

s. Huen-mak 3 3 is the “‘dark silence” of the sage, a stillness and inaction.

8. Djhiung-gyim ##, literally “hollow lapels,” refers to a placid, unagitated mood. Gyim

is commonly used for one’s “‘state of mind.”

o9o12: CTs, p. 1922; WCcc 3.7b.

Rhymes: 2 djiuk, 4 siuk. Regulated with compensatory violation in fourth position of first line.

Title: Luit-shri # & was a title for a class of both Taoist and Buddhist monks, though in this case,
Ts’an is clearly a Buddhist.

12. The snow on pine and bamboo is an emblem of the resolute endurance of hardship.

09027: CTs, p. 1924; WCcc 3.9b; Wyyh 255.42a; Tscs, p. 714 (with answering poem by Ch’iu Tan).
Rhymes: 2 ten, 4 men. Unregulated.
Title: Literally, “To Auxiliary Secretary Ch’iu, Twenty-second of his Clan.”

1. The use of jiok & here is poetic, as in 03503.3.

2. Sin-bho $F, 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 earlier. Hiuaéng liang ten 3kig X can be “chant of the cool sky,” as well as chant
under it. As in hiuaéng-miat 34y, hiuaéng often takes the topic of a poem as its object.

08907: CTs, p. 1901; WCec 1.8b; Twt 15A.7a-7b; Wyyh 215.7a-7b; Tscs, p. 400.
Rhymes: 2 xiang, 4 liang, 6 dhang, 8 kang, 10 miang, 12 zhiang, 14 jiang, 16 ztang, 18 iong, 20 ghtang.
Only the seventh couplet is regulated.
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Text: In his Sheng-yen shili-hua 3t % 3% 3% (Hsii li-tai shih-hua cd. 8.1b-2a), Yang Shen #§ # expresscs
the opinion that the last lines arc a later interpolation by an cnthusiast of the Southeast; however,
such complimentary occasional closings were entirely consonant with T’ang poetic practice,
and an earlier closure at line 16 would be most unusual for a pocm of this sort.

2. Qen F is the same as & in the title (though the usc of &, the character used in the Wi
category, may have an air of formality). Qén-tsfm ¥ ¥ suggests a horizontal feast, like those the
Romans held.

s. Qa# suggests a genuine sickness, rather than simply poor spirits. For # Wyyh readsit.

8. Inthe use of d6 #, in the archaic sie-min # R,, and in the sentiment expressed, this linc
is graciously formal.

9-10. These lines represent a version of the principle of government by inaction.

11. Sien-bhisi #f fe. is literally “the fresh and fat”; i.e., meat. The line is literally, “The fresh
and fat belong to a seasonal prohibition.”

13—-14. Bid % and ngidng #p joined as a compound mean “‘in a brief time”’; the placement
of two characters in parallel position usually indicates their significance in compound form; this
“in onc moment . . . in thenext. . .. ” However, their basic meanings, “looking down’” and “‘looking
up,” arc physically appropriate to the actions described, and these semes arc also present in the
line. “Gold” and “jade” are common compliments for literary excellence.

17. Mian X, translated broadly as “culture,” is also more specifically “literature.”

18. Ngyén % is a person rich in talent and virtue. Quong-iang ;2 i¥ is a binome describing the
boundlessness of the ocean, and like many such water descriptives, it is transfcrred to the richness
of talent in literary composition.

19. The bhiaen i are the ““marches,” the border feudatories. The dhai-bliiaen X #§ are the
important border feudatories, though the application of this language of imperial feudalism to
Wu is singularly inappropriate.

20. Dzhai-bio ¥ 8, literally “property and taxables,” is a phrase from the Shu (11111 pt.i.
chap. 3.15): these are the factors given consideration in the capital’s ad judication of each region’s
taxcs.

08874: CTs, p. 1895; W Cec 1.3a.
Rhymes: 2 lim, 4 nom, 6 qyim, 8 gyim, 10 djhim, 12 sim (T'ung-yiin: despite the apparent diff erence
of nom, it belongs to an adjacent category).

3. Literally, “Not yet set, Heaven’s River stretches athwart (the sky).”

4. This signals the onset of autumn.

7. Literally, the *“‘shang gusts,” shang bcing the note associated with autumn.

11. An odd, elliptical construction, literally, “‘Human life—how can it be grasses or trees?”
A negative answer to the rhetorical question is implied.

12. Han-shiri E %, freely translated as “the season’s changes,” is literally ““(winter’s) cold
and {(summer’s) heat,” a common metonymy for the scasons.

09412: CTs, p. 2006; WCcc 10.42; Wyyh 332.5b—6a.
Rhymes: 2 guak, 4 xak; s dzhai, 6 kai; 7 jitng, 8 djiing; (9 leng), 10 tsieng, 12 giaeng; 13 hek, 14 gek,
16 paek; 18 tzuan, (19 djhin), 20 ngiaen; 21 gé, 22 mid.

2. The events described in the poem are expanded from a brief note on Wu-ti’s shooting
of a dragon during his journcy down the Yangtze in 106 B.c. in Han shu, p. 196. In the context
of another mention of the journey in Sc, pp. 400~401, ‘“‘southern fiefs,” nom-gusk # B, may be
a proper name Nom. Guan-ziok #§ 5 echoes the canonical exegesis of guan in Analects XVII.9:
“By the Shili one can observe™ 3 7 vA#t,. Guan is interpreted as “observe the fruition and decline
of customs” 8 M, % X & &. This echo reinforces the general theme of Wu-ti’s activeness: as he
personally shoots the dragon, so he personally goes out to observe customs.

3. Ngiat % describes the massive solidity of a mountain, here transferred to the immobility
of the emperor’s boat.

6. Lign-shren i\, “linked mountains,” is a variation on the standard metaphor of waves
as mountains. Chit #, is to “shout at” someone or something, rcbuking or insulting.
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7. Ngiok-njien 13 # describes the kind of fear that occurs when encountering somcthing
unexpected—‘‘startlc up in terror.”

10. Djhiuk-lo ##, “sterns and prows,” was a common synecdoche for boats. Djhiuk-lo
tsen-li5 4b M + £ is taken verbatim from the Han shu passage, immediatcly following the statement
that Wu-ti himself shot a dragon. The commentators explain the phrase as a hyperbolic description
of an unbroken line of boats (Hs, pp. 196-97).

12. The “sea god” is T’ien-wu (Ten-ngo X %), described in the Shan-hai ching as having
a beast’s body, cight human heads, eight tails, and cight legs.

13. TZ'u Fei (Tsi Bisi 4k 4 ) was a swordsman of Warring States Ch’u who, when his boat
was stopped by a pair of dragons, lcapt into the waves and killed them. Written # R, the namc
became the official title of a Han huntmaster, in charge of shooting with stringed arrows.

14. The referent of “orphan,” go-njie 3 ®,, is uncertain, though it may simply be an ex-
pansion of go as a conventional deprecatory term for imperial princes and nobility. ““‘Shooting
through hide (armor),” guan-gek & ¥, describes the graceless but powerful archery of a warrior
interested not in the fine points of the art but in the ability to penetrate a thickness of armor.

15. In other words, given that these others were present to kill the dragon for him, why
did Wu-ti kill it himself? The tsin $, “himself,” is also used in the Han shu sourcc passage.

16. Dlnmt-paek 8, is to causc somconc to losc spirit, in this casc to “overawe” the feudal
lords.

19. The hunts of the emperor are cclebrated in the great fu on his hunting park by Ssu-ma
Hsiang-ju.

20. This line could also be taken as a rhetorical question: “Of this day how could his atten-
dants not spcak ?”” implying that they did. But this seems to promise far more than the brief notice
in the Han shu, and it is probably best to have the poct wondering why they did not write more
of the feat. It would be very easy to read topical criticism into this line.

09236: CTs, p. 1970; WCcc 7.1b.

Rhymes: 1 ten, 2 cliugn, 4 nen. Regulated.

Title: A note, probably the author’s, is attached to the title: “The temple is at Wu-kung {about
90 kilometers west of Ch’ang-an|;  once stayed in the temple” ¥ £ & 25, § £3t.%. % is probably

a mistake for .

L Xiang-dhai % 4, “‘incense-terrace,” is a kenning for the main image hall of a temple.

2. In other words, in reflection.

3. Jiu & is a formal marker of a collective. Biat siang shisk 7~ 18 ¥, is, in this case, clearly “we
do not recognize each other.”

4. Rather than its full verbal meaning ‘‘sit,” dzhua % here might be onc of the particle
usages listed in Chang Hsiang, Shil tz'u citii yii-tz'u hui-shil, pp. 405—14; however, the parallel
word does not give any clue to the function of dzhui here. Gi3-nen 323 is to “chronicle,” but gi3
here might simply mean to “recall.” “Recording” in the translation is a weak attempt to preserve

the openncss of Wei's line, encompassing a metaphorical marking of the years by the bells and

the poet’s memory of bygone years.

09360: CTs. p. 1994; WCec 8.8b.

Rhymes: 2 shriu, 4 mio (Fung-yiin), 6 njin, 8 jrhiu, 10 xiu, 12 shiu. The fifth couplet is regulated;
however, the poem as a whole gives the impression of studied carelessness: in contrast to old-
style” avoidance of tone pattern, this poem in many of the couplets misses regulation only by
one character. :

Title: “‘Planting Melons” recalls the Ch’in marquis of Tung-ling, who after the fall of the Ch'in,
became a melon planter outside the Blue Gate of Han Ch’ang-an. In the ninth of Li Po’s Ku-
feng, the marquis’s changed status is used as an example of the wheel of fortune.

1. Lé-mang @ # is a compouna used in the Chuang-tzu (71/25/38-39) describing “care-
lessness” in government, transferred from carelessness of farming: commentators explain it as
“plowing shallow sowing thinly.” Shruit-sitng £14 is to following one’s inborn nature. Biang
7 here marks the apodosis of a conditional construction.
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2. Li3-shraeng 32 % has the sense of “‘putting one’s lif e in good order,” following the straight
and narrow (as in lif-sitng 32 4 ). Shriu ¥ is to be “remiss” or “lax.”

7. The “spring work” is, of course, weeding.

1. Ngo-jrhaei &% is literally “my kind,” though Wei is probably referring as much to
his ineptness as to his literacy, the mark of his social class.

09241: CTs, p. 19715 WCec 7.2b; Yisin TjhTs, p. 225.
Rhymes: 2 dha, 4 da. Regulated.

2. Tsa-dhx $¥ 3% primarily mcant to “stumble’; it was early cxtended to mean “‘miss an
opportunity” or to “fail.” With a time word such as “years” or ““days’ as the sub ject, tsx-dha means
that time “slips away”” from one. Qom # means that the poet was “unaware” of the passage of
time.

3. For thisuse of dz/ua %, see Chang Hsiang, Shilt tz"u ch’i yii-t="u hui-shih, p. 407.

09172: CTs, p. 1956; WCcc s.15a; Ylsin TjhTs, pp. 297-98.
Rhymes: 1 hen, 2 huan, 4 shren. Regulated.
Title: Yicreads 35 % & 7. 3%.

1. Officials regularly got one day offin ten. Kio-djhic 8% is literally to “gallop” a horse;
it was somctimes transferred to public service (as were many horse words), implying a person
must “‘rush around” at the behest of others.

3. Shis-sis 35 % is the process of thinking which leads to a poem.

09263: CTs, pp. 1975—-76; WCcc 7.6a—6b; Wyyh 319.12a.
Rhymes: 2 shi, 4 ki3, 6 li3, 8 shuf, 10 xi, 12 i¥, 14 li}. Unregulated.

9. Gyi-ghio $%%) is to bc forced to hard labor out of hunger. )
11. Tsang-lim A arc simply “granarics,” but thc compound is usually used for those
granarics kept by the government. Siuk-djhiu 75 8 is literally “accumulation Icft over from earlier.”

09003: CTs, p. 1921; WCcc 3.6b; Twt 17B.11a—11b; Wyyh 228.5b—6a; Tscs, p. 400.
Rhymes: 2 kack, 4 zhick; 6 zick, 8 tziek. Unregulated, except for the second couplet.
Title: Ch’ilan-chiao Mountain was near Wei’s post in Ch’u-chou (in modern Anhwei).

t. The “chill,” first noticed this morning, marks the advancc of autumn and oncoming
winter.

4. This recalls the reclusc “Master White Stone” & % %4, who boiled white stones as
his food.

6. For & Wyyh and Tscs read % .

7. For 3% Twt, Wyyh, and Tscs read .

09369: CTs, p. 1995; WCcc8.9b; Yisin TjhTs, p. 225; Yhcin TjhTs, p. 398; Ticin TjhTs, p. 467;
Wyyh 164.7b-8a.

Rhymes: 1 shracng, 2 miaeng, 4 huaeng. Regulated, two “A” form couplets in sequence.

Title: Yhe and Ttc read simply & if.

2. For & Ttc reads @
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EARLY ANTHOLOGIES AND SOURCES FOR TEXTS

A serious student of T’ang poetry must be concerned with texts and their sources. The
circulation of poems in manuscript, the probably reconstitution of poems from memory,

* the upheavals of the late ninth and early tenth centuries, and a cavalier attitude towards
textual integrity on the part of many anthologists have resulted in a rich range of variant
texts for many of the best-known T’ang poems. An equally disturbing probability is that
variants once existed 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 the history of a work between 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 of the source of a poem is of crucial importance in evaluating the
credibility of a text and its attribution.

Most of the poets discussed at length ifi this book have collections that have sur-
vived independently. Two exemplary studies of the history of printed editions are
recommended:

Hung, William. Preface to A4 Concordance to the Poems of Tu Fu. Harvard-Yenching
Institute Sinological Index Series, Supplement 14. Reprint. Taipei, 1966.

Bryant, Daniel. The High T’ang Poet Meng Hao-jan: Studies in Biography and Textual
History. Diss., University of British Columbia, 1978.

Early anthologies are also important, not only as sources of texts and variants, but
also assources for the history of taste. Hiraoka Takeo ¥ B & #, Ichihara Kokichi ¥ R ¥ &
and Imai Kiyoshi’s 4 &, Todai no shihen B X 0%, T'ang Civilization Reference
Series 11-12: Institute for Humanistic Studies (Kyoto, 1964—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 shih-hua, anecdotal collections,
encyclopedias, stories, gazetteers, and the Japanese sources that went to make up the

Ch’itan T’ang shih yi % B3 %.
T’ang Anthologies
Sou-yii hsiao-chi i %% : 1 chitan, compiler unknown, but probably put together in the
second quarter of the eighth centuty. The Syl contains primarily pocts of the late

seventhand early eighth centuries. There is a study by Itd Masafumi fF # £ X, Sogyoku
shoshi ni tsuite 3 F %122+ T, in Chiigoku bungaku ho 15 (1961).

427
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Ho-yiieh ying-ling chi T # £ % #: 3 chiian, compiled by Yin Fan 83§ and completed in
753. This is the best known of the T’ang anthologies and contains an important general
preface and prefaces for the individual poets included; the latter are important sources
for contemporary evaluation of High T’ang poets. There is a study by Nakazawa
Mareo ® 34 5, Kagaku eireishii k6 TR FE R 3%, in Gumma Daigaku kiys 1 (1951);
and a study of the preface by Wang Yiin-hsi £i® B, Shih Ho-yiieh ying-ling chi hsii
lun Sheng-T'ang shih-ko T A E R AR L B ¥ %K, in T ang-shih yen-chiu lun-wen-
chi (Peking, 1957).

Kuo-hsiu chi B % 4: 3 chiian, compiled by Jui T’ing-chang %##% in the late 750s or
carly 760s. The emphasis in this anthology is on regulated forms and on euphony.
Thereis a study of the text and dating by Nakazawa Mareo ¥ F % %, Kokushiishii ko
B % % 3%, in Nihon Chiigokugakkai hé 3 (1951).

Chieh-chung chi &  #: 1 chitan, compiled by Yiian Chieh 4%, with a preface dated
760. This is a tiny collection of fu-ku poets, many of whom are otherwise unknown;
see discussion in chapter 12.

Chung-hsing hsien-ch’i chi M &% : 2 chiian, compiled by Kao Chung-wu &% & in
the late 780s with a general preface (missing in sorne editions) and prefaces to the in-
dividual poets. The Chhecis ananthology of poets famous in the 760s and 770s. Modeled
on the Hyylc, this anthology is an important source for capital taste in the later eighth
century.

Chi-hsiiar}tl chi 4% 4 : 2 chitan, compiled in the early ninth century by Yao Ho 4. The
Che provides short biographical notes on the poets and begins with Wang Wei to
cover the poets of the later eighth century.

Yii-lan shih # % % : 1 chiian, compiled by Ling-hu Ch’u 43 # by imperial command in
the Yiian-horeign (806—20). The Yls is made up primarily of poets popular in the later
cighth century.

Yu-hisitan chi 2% 4 : 2 chilan, compiled by Wei Chuang % 4, with a preface dated 9oo.
The Yhe contains a wide representation of poets from the eighth and ninth centuries
and includes poems by monks and women.

Ts’ai-tiao chi & # 4 : 10 chiian,compiled by Wei Hu % 4% in the Five Dynasties. Thisis a
large 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-yiin, 61 poems; Wang Wei, 2 poems; Meng Hao-jan, 2 poems; Kao Shih,
1 poem.

The nine anthologics above have becn published together with a fragment of
red—from Tun-huang as Tang-jen hsitan T’ang-shih BA®K
E 3 (Hong Kong, 1958). A larger collection of T’ang poems recovered from Tun-huang
materials has been made by Wang Chung-min £ € &,, Pu Ch’iian T ang shih # & 5 ¥,
reprinted in T’ang-shih yen-chiu lun-wen chi, ed. Chou K’ang-hsiech & & % (Hong Kong,
1971).

Sung Anthologies Important as Sources for T’ang Poetry

Wen-yiian ying-hua X 3%.% % : 1000 chitan, completed in 987 by Li Fang % 8} and the
other compilers of the T"ai-p’ing encyclopedias. The Wyyhis a textual nightmare with
errors, “‘corrections,” misattributions, and duplications (often under different titles),
but it remains pcrhaps the single most important source for T’ang writing. The Wyyh
was based on the model of the Wen hsiian and begins in the end of the Liang, where the
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Wen hsiian left off. The Wyyh includes fu and prose, as well as poctry. Later editions
include corrections of some errors, and there is a Wen-yiian ying-hua pien-cheng X %,
A ¥4 8% by the Sung scholar P’eng Shu-hsia # & L.

T’ang wen ts'ui B X #: 100 chiian, compiled by Yao Hsiian 44 (968—1020). The Twt was
also modeled on the Wen hsiian and contains fu and prose, but it was compiled with
a strong fu-ku bias and contains much material not in the Wyyh.

T’ang pai-chia shih-hsiian & & K3 & : 20 chilan, compilation dubiously attributed to
Wang An-shih ££%.

Wan-shou T’ang-jen chiieh-chii ¥ # & A#.%): 101 chiian (though there are very different
editions), compiled in 1192 by Hung Mai # .

Yiieh-fu shih-chi # F# 4 100 chiian, compiled by Kuo Mao-ch’ien 3§ %4 in the Sung.
The Yfsc contains most of the yiieh-fu through the T’ang as well as some earlier material
on yiteh-fu.

T’ang-shih chi-shih /& ¥ 12, ¥: 81 chiian, compiled by Chi Yu-kung 3% 37, earliest pub-
lished edition from 1224. Thereis a typeset, collated edition put out by Taiwan Chung-
hua (Taipei, 1970). Though much of its material comes from extant earlier sources, the
Tscs also contains important anecdotes and biographical material.

OTHER IMPORTANT LATER COLLECTIONS AND ANTHOLOGIES:

San-t'i shih =3 : compiled by Chou Pi A% in 1250. 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’i are the heptasyllabic and pentasyllabic lii-shil: and the pentasyliabic
chiieh-chii. Within these three large divisions, poems are further subdivided according
to Chou Pi’s theories of regulated poetry. Most of the poems are from the later eighth
century and from the ninth century. There is a Japanese translation and study by
Murakami Tetsumi # E# B,, Santaishi =1k, Chiigoku koten sen 16-17 (Tokyo,
1969).

T ang-shih p’in-hui & ¥ s % : 100 chiian, compiled by Kao Ping & 4% in 1393.

T’ang shih hsiian & 3 & : 7 chitan, published in 1570 after the death of its reputed compiler,
Li P’an-lung % £ 4. This has been the most important anthology of T’ang poetry in
Japan. 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 Japanese translations and studies, including Maeno
Naoaki # ¥ & B, Toshisen K34 (Tokyo, 1970) and Saitd Sho # ik oy, Toshisen

%%, Kanshi taikei 6—7 (Tokyo, 1970).

Tang-yin t'ung-chien & %% & : 1033 chiian, compiled by Hu Chen-heng 1 & ¥ in the
seventeenth century. This massive compendium was one of the primary bases for the
Chitan T ang shih. The last section, the T’ang-yin k’uei-chien & % % #,isa large com-
pendium of traditional comments on T’ang poetry, random philological notes, and
comments on anthologies and editions.

Chitan T’ang shih 2 & 3 : 900 chiian, compiled by ten Ch’ing scholars in response to an
edict of 1705, and completed in 1706, then published in 1707. It was reissued in 1887,
and Chung-hua published a typeset, punctuated edition in 1960. The typeset edition
has corrected some misprints.

Clritan T'ang shih yi (Zen Toshi itsu) 2 B ¥ & : 3 chiian, compiled by Ichikawa Seinei
M # % . This work contains T’ang poems that werc prescrved in Japan and left out
of the CTs. This is included in modern editions of CTs.
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GENERAL STUDIES:

Chao Wen-tsao # X # . T ang-shih chiang-yi & ¥ #% &,. Taipei, 1956.

Cheng-chung Book Company. T’ang-tai shih-hsiieh /& %3 % . Taipei, 1967.

Fang Yii ¥%#. Tang-shih hsing-ch’eng te yen-chiu fE# % i ¢y &t %. Taipei, 1975. On
development of genres.

Hsi Han-ching & . T ang-jen ch’i-yen chin-t'i-shih ko-lii te yen-chiu & A+t 3 it 3
184 & 5t X . Taipei, 1976.

Hsia Ching-kuan L $ #. T ang shih shuo £ # ¥ . Taipei, 1975.

Hu Yiin-yi ¥1€ {. Tang-shih yen-chiu A& ¥ & %. Hong Kong, 1959.

Huang Sheng-hsiung % % . T ang-jen chiieh-chii te yen-chiu/% A £ 6)# 5t . M.A. thesis.
Taiwan Shih-fan ta-hsiieh, 1972.

1t6 Masafumi P #iE X. SeiT 6 shijin to zendai no shijin % & #% ANX #X 0¥ A . Chigoku
bungaku h 8 (1958) and 10 (1959).

Lin Keng # & . Sheng T’ang ch’i-hsiang % B R, %.. Pei~ching ta-hsiieh hsiieh-pao 2 (1958).

Liu K’ai-yang $| A13. T ang-shih lun-wen chi B 3 % 3 4. Shanghai, 1961. ’

Liu Ta-mei $l & #. T ang-tai shih-jen fen—che chi yen-chiu & R ¥ A% & 8t £ . Taipei,
1976.

Maeno Naoaki # ¥ & 8. Todai no shijintachi & X, » i A% . Tokyo, 1971.

Ogawa Tamaki s NISEB. Toshi gaisetsu /5 i B . Chiagoku shijin senshi. Tokyo. 1958.

Ogawa Tamaki. Tédai no shijin—sono tenki B X 0% A —2% n {43&. Tokyo, 1975.

Su Hsiieh-lin % & # . T ang-shih kai-shuo /& 3 # & . Reprint. Taipei, 1967.

Suzuki Shiji #A&#X. Todai shijin ron B3 A%. 2 vols. Tokyo, 1973.

Tu Sung-po ##246. Ch’an-hsiieh yii T'ang-Sung shih-hsiteh % ¥ 8 & £ 3% % Taipei, 1976.

Wang Shih-ching £+ %. T’ang-tai shih-ko /& 1% 3} . Peking, 1959.

INDIVIDUAL POETS

Ch’en Yi-hsin k@ ¥ . Lun Wang Wei te shih 3% L4 693 . Wen-hsiieh yi-ch’an 3 (1956).

Wang Wei sheng-p’ing shih-chi ch’u-t'an T 8% ¥ $h#piE. Wen-hsiieh yi-ch’an

6 (1958).

( l/V)ang Wei te shan-shui shih ¥ 8 #) 0, 3% . Wen-hsiieh p’ing-lun (1960.5).

Chuang Shen #¢. Wang Wei hsing-lii k’ao I 847354 . Hsin-ya hsiieh-pao 1969.9.1.

Wang Wei Tao-chia ssu-hsiang yii sheng-huo T 4 K K &8 ft4 % . Ta-lu tsa-chih

33-8(1966).

Wang Wei yen-chiu I 4 &t . Hong Kong, 1971.

Harada Kenyii & W4 #8 and Kobayashi Taiichird s # k % Ef. Oi X ##. Kanshi taikei vol.
10. Tokyo, 1964.

Hsii Hsien-te £% . Wang Wei shih yenchiu X 4 38t £. Taipei, 1973.

Iritani Sensuke X\ &k 4+. Oi kenkyii £ # 5 %. Tokyo, 1976.

Kobayashi Taiichird s # & % B8. Oi no seigai to geijutsu X #& 0 % ¥ ¢ ##i. Osaka, 1944.

Teng K’uei-ying 38 J %. Wang Wei shih chien-lun 8 3 # 3. T ang-shih yen-chiu lun-wen
chi. Peking, 1959. _ )

Tsuru Haruo A @ %38. Oi X #. Chiigoku shijin senshii 6. Tokyo, 1958.

Tsuru Haruo et al. Oi shi sakuin X483 % 3). Kyoto, 1952.

Wagner, Marsha. Wang Wei. Forthcoming.

Meng Hao-jan

Bryant, Daniel. The High T’ang Poet Meng Hao-jan: Studies in Biography and Textual
History. Diss., University of British Columbia, 1978.
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Ch'en Yi-hsin B gt ¥. Meng Hao-jan shih-chi k’ao-pien E % R FEskAH. Wen-shih 4
1965).

( )T’an Meng Hao-jan te yin-yi % F %% #yk&. Tang-shih yen-chiu lun-wen chi.
Peking, 1959.

Frankel, Hans. The Biographies of Meng Hao-jan. Chinese Dynastic Histories Translations 1.
Berkeley, 1961.

Hsiao Chi-tsung & 8% . Meng Hao-jan shih-shuo & 7% % 3 .. Taipei, 1961.
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until 1962. The following is a short list of some books that are important, recent, or in
English: )
Ch’en Yao-chi #3438, Tu-shih 'e-chih yiian-yiian k’ao #3345 #&*. Taipei, 1978.
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MISCELLANEOUS
Bibliography

In addition to the major bibliographies of Chinese studies, the journal Chiigoku koten
kenkyii has put out two bibliographies devoted to T’ang literature. No. 13 (1965) : 82-99
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covers Japanese scholarship from late 1953 until 1965. No. 20 (1973): 74-91 covers both
Chinese and Japanese scholarship from 1965 until 1973.

Middle Chinese Reconstructions

The most convenient work for finding Middle Chinese reconstructions is Hugh M.
Stimson’s T ang Poetic Vocabulary (New Haven, 1976). This work containsallthe characters
used in seven hundred T’ang poems, including all the T ang-shih san-pai-shou ¥ =& &
and the T’ang poems from the T’ang-Sung shih chii-yao B ¥ 3% % . Stimson uses his
own romanization system, which is much more convenient than the modified Karlgren
system used in the Kuang-yiin sheng-hsi. For characters not in T’ang Poetic Vocabulary, see
Shen Chien-shih 3t # 3-, Kuang-yiin sheng-hsi % # % #% . 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 Index to the
Ho Collection of Twenty-Eight Shih-hua (San Francisco, 1973) provides access to the discus-
sion of T’ang poets in that select collection. Also of use is Shen Ping-hsiin's #.¥% % Hsii
T’ang shih-hua *% B 3 3%, reprinted in Li-tai shih-shih ch’ang-p’ien, series 1, ed. Yang
Chia-lo K B (Taipei, 1971). This 100~chiian work gathers shih-hua from a wide variety
of sources and arranges them under the heading of individual T’ang poets.

Names and Biographical Material

Hiraoka Takeo @ # % and Ichihara Kokichi W& ¥%&. Todai no shijin B N #A.
T’ang Civilization Reference Series 4. Kyoto, 1960. Index of the poets in Ch’itan
T’ang shik. Todai no shihenalso has an index at the end of names referred to in the poems.

Hsin Wen-fang ¥ X 8. T’ang ts’ai-tzu chuan & & F 14 : 10 chitan, completed in 1304. This
is an important source of biographical information on many T’ang poets, though it
includes much apocryphal information. Nunome Chofu’s #% B ## and Nakamura
Takahashi’s P53 & & Tozaishiten no kenkyit & & F {80 8t K. (Osaka, 1972) traces the
sources of the material Hsin Wen-fang used.

Ogawa Tamaki JINEB. Todai no shijin—sono tenki /& X 0¥ A— % o 4i2. Tokyo,
1975.

Ts'en Chung-mien £1¢#. T’ang-jen hang-ti lu B A 47 $4%. Shanghai, 1962. Index
identifying or trying to identify individuals referred to in poem titles by their clan
number.

!

Metrics, Grammar, and Poetic Usage
Chang Hsiang #%#8. Shih tz’u chii yii-tz'u hui-shih %% &35 # E#. Shanghai, 1962.

Wang Li ¥ 7. Han-yii shih-lii hsiieh % 35 # # ¥. Shanghai, 1958. Still the standard study
of metrics, rhyme, and the poetic language.
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Agrarian poetry. See Themes and subgenres:
agrarian

Allegory: topical, 8, 94, 133—34, 207-08,
210—11, 241, 244—4S$, 270, 310-12, 316

Amplification. See Rhetorical amplification

An Lu-shan Rebellion, 34, 64, 134, 156, 166,
185, 197-99

Biography: role in reading, 24-25, 94, 185—
86, 235—-36

Bravo. See Types: bravo

Buddhism in poetry, 65, 282-83, 291-92; in
Wang Wei’s poetry, 38, 42—46

Bunkyé hifuron, 96, 280

Canon: formation of poetic, 253—56, 265

Capital poetry, 52-53, $6-59, 77, 79, 81, 166,
253-58; defined, xiii—xiv

Chang Chi, 217

Chang Chien, 296-97

Chang Chiu-ling, s, 13, 20-21, 22-26, 59,
133; the Kan-yii of, 23; and Chiao-jan, 24,
288; and Wang Wei, 32-33; and Meng
Hao-jan, 72, 74, 84, 87; and Wang Ch’ang-
ling, 95

Chang Hsieh, 194

Chang Hsi, 16, 107, 113

Chang Jo-hsii, 15-16

Chang Piao, 238

Chang Wei (High T'ang poet), 190, 250

Chang Wei (Late T’ang critic), 241, 304

Chang Yiieh, s, 7, 11-13, 15, 20-22, 30, §5,
98, 193

Ch’ang Chien, $3, 59, 88-90

Ch’ang Tang, 257 i

Ch’ang-an, 15, 186, 215 passim; image in
poetry of, 81

Ch’ang-ho chi, 281

Character sketch, 106—08

Chao Cheng-ming, 238

Ch'en Tzu-ang, 3, 23-24, 288, 293; the
Kan-yii of, 8, 23, 122, 133-34, 241; and Li

Po, 112—14; and Kao Shih, 149-50, 153~
54, 160; and Meng Yiin-ch’ing, 241

Chi-hsien tien, 21

Chi-hsiian chi, 256-57, 261, 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, 250-51

Chiang Yen, 295

Chiao-jan, 24, 166-67, 280-85, 287-95,
206-98, 304, 310, 312; and Wei Ying-wu,
305, 308

Clrieh-chung chi: poets of, 225-26, 229, 231,
238—43; preface of, 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 of, 65, 145, 194

Ch’in Hsi, 255

Ch’in Shih-huang, 133-34

Ching (*scene’), 266

Ch’ing (“‘emotion”), 147, 266

Ch'’ing (modal category, ““lucidity”), 84, 97,
120

Ch’ing-chiang, 282, 285-87

Ch’ou Chao-ao, 221

Chu Fang, 270, 299

Chu Hsi, 303

Ch’u Kuang-hsi, 49, 54, 60, 63—70, 102, 130,
177-78

Ch'u song style, 37-38, 63, 118

Chu-tz’u: tradition of, 38, 48, 141; of “Nine
Songs,” 37, 230; of “The Fisherman™ (Yii-
fu), s8, 67, 89; of “Summons to the Soul”
(Chao-hun), 123; of “Summons to the Re-
cluse” (Chao-yin-shih), 172, 268

Ch’ia Yiian, 37, 219

Chii-tn, 277

Ch’tian Te-yii, 258

A2K
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Chuang-tzu, 118, 160, 194, 224, 236

Chung Jung, 48

Chung-hsing hsien-ch’i chi, 241, 255, 280, 308.
See Bibliography: T’ang Anthologies

Chung-tsung, xiii, 15, 20-21, 55

Confucian values in poetry, 22—-24, 65, 226,
232, 234, 237, 304

Convention: role in composition, 18485

Couplet: craft of parallel, 14-15.-57, 243, 259,
263, 266, 277; in Wang Wei, $1; in Meng
Hao-jan, 84-8s

Court poetry, xiii—-xiv, 3-7, 11-12, 19-21,
33, 39, 55— 56, 108, 145, 165

Didactic poetry, 8, 245

Early T’ang style, 144—45, 165, 289; relation
to High Tang, 3-1o, 13; poetic con-
ventions of, 13—-15, 47—48; social occasions
for poetry in, 19; and Tu Fu, 219-20

Eremitism. See Themes and subgenres: re-
clusion

Exile: poetry of, s—6, 30, 37

Fan Ch’uan-cheng, 120

Fang Huang, 216

Fang Hui, 258

Fang Kuan, 106, 156, 179, 199

Feng (*“wind”), 97, 132

Feng-ku (“wind and bone”), 97

Fu, 118, 141, 189, 210

Fu-ku, xiii, 4, 64, 89, 112, 114, 144, 253, 270;
and ku-feng, 8, 132; and yiieh-fu, 10; in
Chang Chiu-ling, 23-24; view of literary
history, 96, 133, 288—89, 293—94; view of
poetry, 113; in Tu Fu, 209-11, 219-20; in
Yiian Chieh and mid-century revival, 166,
225—46; decline in later eighth century,
255—56; in Ku K’uang, 300; in Wei Ying-

Index

Ho Chao, 15-16

Ho Chih-chang, 1516, 114, 120-21

Ho Hsiin, 255, 310

Ho-lan Chin-ming, 249

Ho-yisieh ying-ling chi, 54, 88, 95—96, 118, 132,
136, 147, 169, 238—40, 249. See also Yin
Fan; Bibliography: T’ang Anthologies

Hsia-hou Shen, 257, 269, 274, 307

Hsiao Ying-shilh, 2¢43—45, 263, 270, 300

Hsieh Ling-yiin, 48, 68, 172, 304, 310; and
Chiao-jan, 287, 289, 293

Hsieh T’iao, 48, 84, 141

Hsien-jen shih-chih. See Themes and sub-
genres: hsien-jen shih-chih

Hsin-ch’i (“novel and arresting”), 258, 261,
263, 267

Hsing Chii, 15-16

Hsii An-chen, 21, 37 .

Hsiian-tsung, 20-22, 28, 30, 34, 85-86, 115—
17, 140, 156, 197, 199, 251, 311

Hsiieh Chi, 150

Hsiieh Chi, 177, 249-50

Huai-ku. See Themes and subgenres: huai-ku

Huang-fu Jan, 245, 254—58; 267-69, 273, 275,
281-82

Huang-fu Shih, 298-99, 301

Huang-fu Tseng, 257-58

Imitation, 165—66, 190

Immortals. See Themes and subgenres: im-
mortals

Indefinite occasion: poetry of, 217-18

Informal occasional poetry, 7-8

Jen Hua, 216
Juan Chi, 293

Kan-yii. See Chang Chiu-ling: the Kan-ysi of;
Ch’en Tzu-ang: the Kan-yii of,

wu, 304, 306-07

Han Hung, 257-58, 269~70

Han-lin Academy, 21, 115-17

Han-shan, 45, 283, 291

Han Yi, 32, 119, 226, 242, 277, 296, 300—02;
recognition of Tu Fu, 216-17; and Wei
Ying-wu, 30, 312-14

Han Yiin-ch’ing, 245-46

Heptasyllabic songs, 3—4, 8-9, 13, 16, 18, 28;
in Ts’uiHao, §9-63; in Li Ch’i, 104; in Kao
Shih, 151, in Ts’en Shen, 173, 177; in Tu
Fu, 190-92, 199; in Ta-li poets, 277-79; in
Chiao-jan, 288-91; in Wei Ying-wu, 304

High T’ang: evolution of period style, xii~
xiii, 3—11; sense of craft, 170; breakdown
of poetic values, 313-16

Kao Chung-wu, 241, 255—38, 261, 263-05,
267-69, 271, 308. See also Chung-hsing
hsien-ch’i chi

Kao Li-shih, 117, 144

Kao Shih, §3, 91-92, 136, 147~61, 165—66;
and Wang Wei, 33; and Ch’u Kuang-hsi,
67; and Li Po, 117; and Ts’en Shen, 169—
70, 175, 177, 180; and Tu Fu, 188-89; and
Hsiieh Chii, 250; and Han Hung, 269

Kao-ku (“lofty and ancient”), 97

Keng Wei, 257, 274, 276, 279, 280-81, 284,

. 295

‘Ko-shu Han, 155-56, 190

Ku (“*bone”), 97, 147, 271

Ku Fei-hsiung, 299

Ku-feng, 3,8-9, so, 56, 145, 170, 225-26, 230,
245, 255; in Ch’u Kuang-hsi, 68—69; in Li
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Po, 132, 134; in Kao Shih, 147-50, 153-54,
157, 159; in Ch’ieh-chung poets, 238, 241; in
Hsiieh Chij, 250; in Wei Ying-wu, 309-10

Ku K’uang, 298-302, 309-10

Kiikai, 280

Kung Tzu-chen, 119

Kuo Chen, 11

Kuo P’u, 145, 215

Kuo-hsiu chi, 95, 118, 181. See Bibliography:
T’ang Anthologies

Lang Shih-yiian, 25758, 264—65, 269, 282

Late T’ang, 24, 272

Li Ch’i, 53, 59, 103-08; and Li Po, 103, 143;
and Tu Fu, 190

Li Chia-yu, 258, 265-67, 269, 273, 275,
281-82

Li Fan, prince of Ch’i, 11, 20, 29, 60

Li Ho, 6, 133, 301-02

Li Hua, 243, 245—46, 255

Li Hun, 299

Li K’ang-ch’eng, 255

Li Kuei-nien, 116

Li Lin-fu, 21, 155, 189—90, 229, 244, 248

Li Mj, 299

Li O, 295-97

Li Pai-yao, 150

Li Po, 6, 9, 13, 24, 36, 53, 108, 109—43, 145,
165~66, 250—51; and Tu Fu, xii, 186, 188—
90, 209, 216—17; Ku-feng of, 8, 132-35, 140,
144, 240; and Ts’ui Hao, 60, 62-63; and
Meng Hao-jan, 71~72, 78, 82, 84, 115; and
Wang Ch’ang-ling, 96; and Kao Shih, 153,
155; and Ts’en Shen, 171-75, 179-81; and
Ts'ui Kuo-fu, 248; and Chang Wei, 250;
and Ku K’uang, 300-o1

Li Shan, 60

Li Shang-yin, 47-48, 272

Li Shu, 246, 266, 295
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Liu Tsung-yiian, 260, 303
Liu Yi-hsi, 282, 284-85

Lo Pin-wang, 47, 210, 263
Lu Chao-lin, 6, 47, 196, 210
Lu Chij, 113

Lu Hsiang, 54-55, 56, 58

Lu Lun, 254, 257, 270, 274-75, 277—80, 284
Lu T'ung, 302

Lu Y4, 295

Lii-shih. See Regulated verse
Lun-wen (Ts’ao P'i), 113

Ma Yj, 302

Mei Sheng, 81

Mencius, 65, 187

Meng Chiao, 64, 217; and the poets of the
mid-century fu-ku revival, 226, 239, 241-
42; and the poetry of the Southeast, 281,
294, 296; and Ku K’uang, 301-02; and Wei
Ying-wu, 304-06, 308, 313

Meng Hao-jan, $3-54, 59, 68—69, 7188, 94,
120-21, 204, 249; and Wang Wei, xii, 36,
so—si; and Li Po, 129, 143; and Ts’en
Shen, 171-72; and Yiian Chieh, 233; and
Wei Ying-wu, 303

Meng Yiin-ch’ing, 238, 240—43, 304—05

Miao Fa, 257, 274, 280

Mid-T’ang, xii-xiii, xv, 167, 170, 242; pro-
test yiieh-fu of, 10, 271; and Tu Fu, 216-18;
poetic values of, 277, 281, 284-8s5, 288,
294, 302; and KuK’uang, 298-99; and Wei
Ying-wu, 30S, 313-14, 316

Mood, 14, 24, 97-98, 192-93; categories of,
54, 84, 120-21; in Wang Ch’ang-ling, 98—
103; in Li Po, 127; in Kao Shih, 151,
159—-60

“New VYiieh-fu,” 10, 154, 217, 304, 310-11
Nineteen Old Poems, 87, 242

Li Yang-ping, 118-19, 265

Li Yi (early-eighth-century court poet), 20

Li Yi (late eighth-, early-ninth-century poet),
254

Li Yung, 60, 188, 190

Liang Huang, 252

Liang Su, 246

Lien-chii. See Linked verse

Ling-ch’e, 282, 284-85

Ling-yi, 282, 28384

Linked verse, 281, 295-98

Liu Ch’ang-ch’ing, 258-61,
281-82

Liu Hsi-yi, 16-18, 55, 61

Liu Shen-hsii, 249

Liu T’ai-chen, 303-04, 308-09

265-66, 275,

Occasional poetry, xiv—-xv, 3, -8, 19, 5§,
253; general referents in, 92-95; heptasyl-
labic song used in, 104, 106, 173, 177; in Li
Po, 135-38

Orthodoxy, 253, 261

P’ai-lii, 93, 103, 261

P’an Shu, 295, 297-98

Pao Chao, 48, 141-42

Pao Chi, 258

Pao Ho, 258

Pao Jung, 15-16

Peach Blossom Spring. See Themes and sub-
genres: Peach Blossom Spring

Pei-chuang (‘*‘manly and resolute pathos”), 97,
147-48, 170
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P’ei Chi, 295

P’ei Ti, 34, 55, 59

P’i Jih-hsiu, 75

Pien Kung, 170

Po Chii-yi, 44, 119, 300; “New Yiieh-fu’ of,
10, 154, 217, 304, 310-11; and Wei Ying-
wu, 304, 308, 310-11, 313, 315

Poem sequences, 214, 218

Poet-monks, 281, 282—-95

Poetry: concept of, 113, 14849, 203, 209

Preface, use of, 228-29, 231, 244, 300

Quatrains, 16, 70, 251, 278—79; series, 32, S5,
$9; in Wang Wei, 38; in Ch’u Kuang-hsi,
69-70; in Meng Hao-jan, 86; in Wang
Ch’ang-ling, 93-95; in Ts’en Shen, 179; in
later capital poets, 256, 260, 264, 270,
272-73, 278-79; in Chiao-jan, 289; in Wei
Ying-wu, 308, 312, 316

Reading tradition, 24-25, 93-95

Regulated verse, 3, 155, 187, 260 passim; aes-
thetics of, 14, 174; heptasyllabic, 61-62;
rules of craft in, 82, 89, 262—63; Tu Fu’s in-
novations in, 200, 211, 213

Rhetorical amplification, 122, 202, 246

Satchel Anthology. See Ch'ieh-chung chi

Shang-kuan Wan-erh, 7, 120

Shang-kuan Yi, 28

Shen Ch’ien-yiin, 238-39, 241

Shen Ch’tian-ch’i, 11, 104, 120, 165; exile
poetry of, 6, 30; and Chang Chiu-ling, 25;
place in poetic canon, 25455

Sheng-p’ing, princess, 257, 269-70

Shih-ching, 94, 234, 279; in Wang Wei, 43, 48;
HighT’ ang perception of, 54; “Great Pref-
ace” of, 72, 227, as a model for fu-ku
poetry, 154, 230, 244

Shih-chung  mi-chih (Wang Ch’ang-ling),
95-96

Shih-jen chu-k’o £'u (Chang Wei), 240-41

Shih-ko (Wang Ch’ang-ling), 95-96

Shih-p’in (Chung Jung), 48

Shih-p’ing (Chiao-jan), 292

Shih-shih (Chiao-jan), 292-94

Shih-yi (Chiao-jan), 292

Shu Hsi, 154, 230

“Song-lyric” (t2’u), 93, 99

Songs, 60—61, 93—94, 130 passim; in Li Po,

119. See also Heptasyllabic songs
Southeast (lower Yanguwee region), 15—16, 64,
112, 131, 166—67, 281
Southern Dynasties: High T’ang image of,
61; poetry of, 281-82, 289, 293, 296, 303

Index

Ssu-k’ung Shu, 257, 274, 277, 278, 280

Ssu-k’ung T’u, 24, 272

Ssu-ma Ch’eng-chen, 114

Ssu-ma Hsiang-ju, 47-48, 74; and Li Po,
111-14, 141

Su Shih, 75

Su T’ing, 20, 111, 114

Su-tsung, 34, 117, 156—57, 179, 197, 199, 251

Su Yiian-ming, 231

Subgenre, 56, 217. See also Themes and sub-
genres

Sung Chih-wen, 11, 16, 37, 68, 120, 165; exile
poetry of, 6, 30; place in poetic canon,
254-55

Szechwan: as regional mode, 112-13, 133

Ta-li Reign, 253, 294. See also “Ten Talents
of the Ta-li”

Tai Shu-lun, 269, 270-73

Tai-tsung, 27-28

T’ai-tsung, 21, 28

Tan-yang chi (by Yin Fan, lost), 64

T’ao Ch’ien, s6, 75, 106, 172, 200, 237; re-
vival of interest in poetry of, 6-7, 53, 171;
in Wang Wei, 38, 44-45, 48-50; in Ch’u
Kuang-hsi, 54, 60, 63-66; in Meng Hao-
jan, 86—87; in Wei Ying-wu, 310, 313

T’ao Han, 249

Taoism in poetry, 140, 144—46

T’ang Heng, 295, 298

“Ten Talents of the Ta-li,”” 257, 269, 27380

Themes and subgenres: agrarian, 43—44, 49,
64—66, 232, 315§

—barren tree: 210-12

—boudoir poetry: 102, 252

—the capital: 47, 60

—the frontier: 13, 33, 89, 133; in Wang
Ch’ang-ling, 96, 98, 100-01; in Kao Shih,
150—53, 155, 159; in Ts’en Shen, 174-76,
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, 133, 225-26, 238

— huai-ku, 122, 139, 150, 213, 227, 276, 285,
297, 312

—immortals, 68, 133, 140—41, 144—46

—impermanence, 9, 18, 6263, 124-26

—music, 104-06; heard from an unseen
source, 98

—painting, 222-23, 240

—Peach Blossom Spring, 4546, 49, $8, 122,
136

—reclusion, $2, §5, 78—79, passim

—return, 41—46, 79, 262—-63

—tao-wang (elegy for one’s wife),
305-06

196,
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—temple visiting, 59, 78—79, 103—04, 177—
78, 312

—visiting the recluse, §s; and not finding
him in, 110-11, 314

—yu-hsien shih (“wandering immortals”),
145§

—yu so ssu, 128

—yung-huai, 132

—yung-wu, 4,9, 21, 133, 188, 218, 261, 264,
296-97

‘Tripartite form, 26, 58, 188

Ts'ang-lang shih-hua, 170, 253

Ts’ao Chih, 48, 218

Ts’ao P’i, 113

Ts’en Shen, 165, 16982, 276—77; and Li Po,
121, 143; and Kao Shih, 14748, 151, 153,
155, 158—59;and TuFu, 190, 192, 197, 199;
and Yiian Chieh, 231

Tsu Yung, 55-58

Ts'ui Hao, 13, 20, 29, 53, 59, 60-63, 70, 301;
place in poetic canon, 254

Ts'ui Kuo-fu, 53, 248—49

Ts'ui Shu, 249

Ts'ui Tung, 257, 274

Tu Fu, xv, 10, 56, 166, 183—224, 225; and Li
Po, xiii, 109, 117, 119, 121, 141; and Meng
Hao-jan, 75, 77, 84; and Li Ch’i, 104; and
Kao Shih, 153, 155, 157—58; and Ts’en
Shen, 177-80; and Yiian Chieh, 234, 238;
and Meng Yiin-ch’ing, 240—41; and Ts’ui
Kuo-fu, 248; and Hsiieh Chii, 249-50; and
poets of the later eighth century, 259, 265,
279; and Ch’ing-chiang, 285-86; and
Chiao-jan, 288, 292; and Wei Ying-wu,
305

Tu-ku Chi, 243, 245, 25456, 293

Tu Shen-yen, 30, 186

Tu Tui, 169, 171, 181

Types, 66, 102, 107

—abandoned woman, 9, 101-02

—*“bravo,” 9, 112, 124

—eccentric, 4, 27, 106—07, 113, 116—17, 144,
189, 207, 211, 236-37

—fisherman, 67—68, 87, 107, 215, 260

—frontier soldier, 9. See also Themes and
subgenres: frontier

—recluse, 27, 71-75, 78—79. See also Themes
and subgenres: reclusion

—southeasterner, 131. See also Southeast

—young noble, 9, 13, 60, 112, 115, 301

Tz’u. See “Song-lyric” '

Vignette, 16, 60, 65, 69-70, 122-23, 128-30,
178-79, 194, 208, 279. See also Quatrain

Wan Ch’i-jung, 15-16
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Wang Ch’ang-ling, 36, 53-54, 59, 70, 72, 88,
91-103, 153, 279; and Li Po, 137, 143; and
Ts’en Shen, 173, 175, 178-79; and Ku
K’uang, 300

Wang Chao-chiin, 69-70

Wang Chi, 12, 28, 48, 63, 87, 138

Wang Chi-yu, 238—¢0

Wang Chih-huan, 91-92, 149, 24748

Wang Chin, 28, 34, 36, 55

Wang Fan-chih, 45, 283, 291

Wang Han, 13-14, 31, 175, 248

Wang Po, 6, 18, 62

Wang Shih-yiian, 74-76, 78, 84, 120

Wang Stream Collection ( Wang-ch’uan chi), 32,
39, 59; influence in later eighth century,
256, 264, 275

Wang Wan, 14—15

Wang Wei, xiv, 20, 27-51, 52-56, 94, 165—66,
284; and Meng Hao-jan, xii, $0—51, 72,
74—79, 82, 84—88; and Chang Chiu-ling,
23; and Ts'ui Hao, 60-61; and Ch’u
Kuang-hsi, 63-65, 68-69; and Wang
Ch’ang-ling, 96-97; character sketches in,
106-07; and Li Po, 110, 136-37, 139—40,
143; and Kao Shih, 153; and Ts’en Shen,
171-73; and Tu Fu, 185, 188, 199—201, 204,
215, 217; and Yiian Chieh, 231, 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’uang, 300; and Wei
Ying-wu, 303, 310, 314-15

Wei Cheng, 150

Wei Hao, 117, 119

Wei T"ao, 76

Wei Ying-wu, xv, 166, 240, 282, 297, 299,
30316

Wen-fu, 113

Wen-hsiian, 8, 48, 60, 145, 154, 160, 308

Wu Yiin, 115, 14346

Yang Hsiung, 24, 47, 112-13

Yang Kuei-fei, 116, 197

Yang Kuo-chung, 244

Yao Ho, 261, 263

Yao Tzu-yen, 24

Yen Chao-yin, 20

Yen Chen-ch’ing, 225, 282, 295-97

Yen Fang, 249

Yen Wei, 258, 282, 284-85

Yen Yii, 170, 253

Yin Fan, 64, 209, 238—40, 248-50; on Lu
Hsiang, s4; on Tsu Yung, $6; on Chi-wu
Ch’ien, $8; on Ts’ui Hao, 60; on Meng
Hao-jan, 75, 84; on Ch’ang Chien, 88-89;
on Wang Ch’ang-ling, 95-97; on Li Po,
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Yin Fan (continued)
111, 118, 123, 132, 136; on Kao Shih, 147-
48; on Ts’en Shen, 169-70, 173, 181

Yu-hsia. See Types: “bravo”

Yii Hsin, 19, 48, 210, 219-20, 263

Yii-lan-shih, 267. See Bibliography: T’ang An-
thologies

Yii-t’ai hou-chi, 252

Yi T'i, 238

Yiian Chen, 10, 183, 217

Yiian Chi-ch’uan, 238

Yiian Chieh, 166, 225-38, 239—-43, 263, 288,
300, 306; and Kao Shih, 154; and Hsiao

Index

Ying-shih, 244

Yiian Te-hsiu, 227, 243-44

Yiieh-fu, 9—10, 13, 104, 199, 248, 288; protest
and social criticism, 9-10, 245, 250, 270—
71, 304; Southeastern mode, 15-16; and
song, 93, 130; general referents of, 94; in
Wang Ch’ang-ling, 96, 99-100; in Li Po,
119-30, 132; of Pao. Chao, 141; in Yiian
Chieh, 229-30; in Meng Yiin-ch'ing, 241;
in Ku K’uang, 302; in Wei Ying-wu, 310

Yiin-hsi yu-yi, 265

Yung-huai (Juan Chi), 8, 132. See also Themes
and subgenres: yung-huai



