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        Preface

        
            One April afternoon I walked through a Dong Qichang exhibition at the Nelson-Atkins Museum of Art counting paintings on the wall and writing down numbers on a small notepad. For several years I had been contemplating Chinese poetic sequences; here I found their visual equivalent: all these album leaves, cut away from their bindings and arrayed on the walls, many in predictable numbers, but a majority of them “incomplete”—four of eight leaves, six of ten, eight of twelve, twelve of twenty-four.1 The predicable numbers were much the same as I had been seeing in the poetic sequences, especially eight, ten, and twelve.2 Although I realized that their incomplete condition was the result of the contingencies with which any exhibition must contend, at the same time I also began to wonder whether this fracturing of sets might offer a quality shared with the poetic sequences: the potential to have pieces of a set stand in full stead of their whole–what I would later think of as a synecdochic construction. I was especially pleased to come upon an album with all its leaves displayed in their full complexity, but still there was something nearly equally satisfying to find a diminished version of an album. The album seemed to maintain its integrity even with parts missing or, as I would later discover, with those parts differently arranged.
        

        I am here primarily concerned with poetic form and its epistemological significance, but it was that afternoon in the Nelson-Atkins galleries that brought the poetic form into focus. From that point on I began to think of the poetic sequence and the album of paintings as variations on one aesthetic shape, which I have come to call the “Chinese lyric sequence.” 

        Approach 

        
            My approach here is essentially a form of structural, or perhaps “constructural,” semiotics.3 I am interested in seeing what holds the literary text together in the face of its propensity to unravel. In this case I am interested in investigating the constructedness of the lyric sequence as a cultural object. Whereas multiplicity and contradiction are inherent in all cultural constructs, and I will be attentive to the texture that those ironic disruptions bring to a work of art, I am also drawn to our attempts to subdue those disruptions with aesthetic and other semiotic codes—what I think of a “call to order” from the work—a type of aesthetic interpellation. Here I hope to focus on attempts to hold the disorder at bay by bringing significant, if always finally insufficient, order to it—what Robert Scholes has called, “that fundamental human act of making the world intelligible: in a word, reading.”4 Tian Xiaofei has extended that to reading of classical Chinese literature in its specific contingencies when she says:
        

        
            Meaning is the way in which human beings negotiate with the world, and it is not stable. Historically and culturally conditioned, meaning is a constantly shifting ground, changing radically, appearing and disappearing. Therefore the act of reading almost invariably points back to the reader’s self. As we read the process of reading, we are also reading people who are engaged in the act of reading.5
        

        I am here very much interested in reading the reading of the Chinese lyric sequence, even as I hope to suggest a larger cultural meaning of its form. I want to consider how the poems call to us to find their “wholeness”: at times this is a call to which other readers, both historical and contemporary, have responded; at other times, I take up that call myself.

        This study echoes its own methodology: a constructed order laced with ironies of its own. Codes and grammars upon which human constructs are built are not only culturally and discourse specific but also often invisible to their users (in the sense that they seem “true,” “god given,” or “natural”). This makes engagement of these codes within the language of their own cultural system highly intertextual and self-referential, to such a point that one is often engaged in centripetal understanding that in the end celebrates the work by reproducing the very aesthetic code itself—poems about poems, for example. Although this form of knowing is culturally intimate and inherently pleasurable, it also is trapped in a circle of forever differed meaning, as we pursue each layer of understanding in its own self-defining terms until one ends up only being able to repeat the code one wants to “know”—in imitation and verbatim reading. One way to establish a sense of distinguishable, although exotic, understanding of such cultural codes is to search for interpretations that break the tautology of self-interpretive systems, that is to find a different way of knowing. 

        That is what I hope to do here: to look at a nearly invisible Chinese literary form in a comparative perspective. I want to bring one type of artifactuality (academic inquiry in English) to bear on a very different sort (Chinese lyricism), hoping to illuminate the dynamics of the latter in the cross-light of the former. This is in no way a dismissal of indigenous, culturally intimate ways of knowing the works, nor is it a denial of the cross-current of contradiction and divergence that is always working against the form, always preventing a final interpretation. I hope to find a middle ground where this methodological cross-light will show the aesthetic whole, along with its inherent disruptions, as a construction that fits patterns of meaning that are culturally and historically bound, even if unstated: the Chinese lyric sequence. 

        Definition of Terms 

        
            In this study I use several terms to describe the relationship among cultural works, primarily poems, that form an associated group. Since the term “sequence” is commonly used in Western studies of poetic sets, such as in the “sonnet sequence,” I have adopted it here, although the definitions and assumptions about how a sequence works are clearly distinct in these different literary and aesthetic cultures. I use “Chinese lyric sequence” as a term of highest order to describe a set of potentially independent texts/images that have come to be read as a related group, sometimes in a set order.6 That set and order are not, however, necessarily the way the works were initially produced or even intended to be read, but it is how they have been presented to readers in canonical or authorizing environments. It is the nature of the Chinese lyric sequence that those contexts, and the sets and orders they present, are extremely fluid and open to interpretation and editing. In this way the “sequence” of the Chinese lyric sequence is finally only a phenomenon, or better yet phenomena, of the individual reading/viewing experiences. In this way, I am not so much interested in original intention as in the practices of reception and reading.
        

        
            For poetry, the modern Chinese term for this literary form, zushi, which might be best translated as “suite of poems,” offers some insight into the way the Chinese lyric sequences are to be read. They are more webs rather than strings of materials; more constellations than chains. This leads to a rationale that gives the Chinese sets of poems their special aesthetic form and strength; this rationale is a complex of compositional modes that are deeply embedded in Chinese literary cultures. My task is to articulate that rationale in specific readings (and readings of readings) of the Chinese sequence of poems and album leaves.
        

        Throughout the study I use “poetic sequence” interchangeably with “sequence of poems.” Occasionally I use other terms to distinguish the internal architecture of a given sequence. For example, I use the term “cluster” to suggest the most loosely defined of these internal structures, relatively open-ended in size and in its intratextual relationships; “series” and “cycle” are terms for lyric sequences of a predetermined size; and I use “program” to describe sequences (often of a predetermined size) that have a relatively strong internal architecture, including “progressions” and “narratives.” I have reserved “group” and “set” as general, non-descriptive terms. 

        The Study 

        This study is of three parts: 

        
            1. It is framed by two theoretical considerations. Chapter 1 is a general comparative discussion of the underlying rationale for the Chinese lyric sequence, primarily as seen in sets of poems. It derives from a previous essay and draws on the work of others to construct a vocabulary for a discussion of both the sequence of poems and the album of paintings.7 The epilogue concludes the volume with a brief retrospective reflection on the Chinese lyric sequence, including speculations on broader cultural ramifications of the form.
        

        2. The central chapters, 2 through 6, introduce and analyze well-known examples of the poetic sequence in early Chinese literature. Four of these chapters focus on sequences composed of a “significant number” of poems (ten, nine, twelve, and eight, in that order), while chapter 5 looks at sequences of several different sizes. Given the volume of Chinese poetry available, the choice of sequences for discussion is somewhat arbitrary but included here are canonical examples from the early tradition, and ones that seem relatively stable even in their manuscript-circulation environment. Whereas all of these sequences have been discussed in the critical literature, this is the first time that they have been considered together as manifestations of a single related form. These chapters allow us to view the Chinese lyric sequence in its rich, early origins, which I suggest are generative of later practices. The materials discussed in these chapters are arranged generally chronologically. My analysis ranges from a few summary remarks to an entire chapter dedicated to one poetic sequence. In that analysis, I have also often drawn on the remarks of both traditional and modern commentators to show how the sets of poems have invited “constructual” readings. In the first four of these chapters I have also introduced important poetry anthologies wherein the sequences are found, sometimes in total, at other times excerpted. There I speculate on the power of the anthology as an important macropoetic structure that promotes and creates the lyric sequence. Although these central five chapters are not a formal history of early Chinese poetry, they do provide the reader with an introduction to that literature as viewed through the anthology and poetic sequence—a ribbon of developments within the tapestry of Chinese poetry. 

        
            3. Chapter 7, the last chapter before the epilogue, explores beyond these early canonical texts into the world of later and non-mainstream poetry, as well as the album of paintings. This is where I formally promote the concept of the lyric sequence as a wider aesthetic phenomenon in Chinese culture. In introducing these painters’ albums I have ventured away from my training in literature to also speculate on the visual arts. I do this in the hope of prompting discussion among my colleagues in art history who have been relatively silent on the general structure of the album.8 The poetic sequences in chapter 7 are ones that I have come to know from other research and reading, including an obscure set of ritual poems from the Tang dynasty. For the albums from the late imperial period, I have used examples that are well documented and that I could view firsthand. My last example, a poetic sequence and double-leaf album by a contemporary artist, is accompanied by a full set of plates.
        

        
            I have focused my attention on poetic sequences from the early tradition of shi poetry. This is a reflection of my training and reading not the lack of importance of the genre in later periods. Thus, I have not discussed any post-Song sequences, of which there are hundreds of examples. In recent years several scholars have drawn our attention to the riches of late imperial shi poetry. I hope that my work here will encourage others to extend this discussion and help clarify the history of the genre in later periods. I have also refrained from discussing song lyrics (ci), which also offer many examples of sets and sequences. This decision is in part a practical consideration of space, but also because I suspect that further investigation would show that the ci song cycles represent a somewhat different development of macropoetic structures, more related to performance arts. There are a number of colleagues who have been instrumental in bringing ci poetry into the mainstream of Chinese literary studies; I can only hope that what I have to say about shi poetry will be useful to their work.9
        

        
            With few exceptions, I have included a translation of the entire set of poems for each poetic sequence discussed. Given the thrust of my arguments, this seems warranted; moreover, this makes the study more accessible to readers without a background in Chinese literature. For the well-known poetic sequences, I have used available translations, with occasional modifications (as duly noted). Other translations are my own. Throughout the study I have used pinyin romanization, including in the transcription of materials in which other romanization systems were originally used. All Chinese characters are rendered in their full form, including in the bibliography.
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        In the past few months I have been very fortunate to have had the help and guidance of my colleagues at Cambria Press as we brought this decades-long project to completion. With Toni Tan’s early encouragement, unfailing goodwill, and sense of humor, this work has been a pleasure. And through all the trials presented by such a peculiar and complicated manuscript, Brendan Moore and his team have been outstanding in their attention, patience, and understanding—including (I am embarrassed to say) staying late at office one Friday night to prepare page proofs. For that and all things I thank them.

        In Memory

        This study is dedicated to the memory of William H. Matheson. Bill was my closest colleague and friend during my early years at Washington University in St. Louis. Bill was not just a dear companion, he was also a mentor, sage, and (especially in team-teaching) an inspiration. He combined extreme erudition (knowing most of the literatures of the world) with a playful and zany sense of humor; and yet there was always a somber undercurrent to Bill, just enough to impart tremendous profundity to his being. And then there was his elegant English, which punctuated everything he wrote, from funny notes scribbled on old library cards to complex poetic sequences. Those sequences include, not coincidently, his eight-part ekphrastic “Tung Ch’i Ch’ang’s Album.” Of which, the first poem “Drawing Water in the Morning” reads:

        
            … and all this glint advancing
            

            slicing cutting into marsh
            

            varying marginal indentations
            

            short mostly paragraphs
            

            that even deafened eye reads
            

            ear reads or skin reads
            

            even scars in skin read
            

            how “draw” water mornings
            

            or nightwise the night?
            

            surely with gourd pitcher
            

            ewer chalice goblet yes
            

            but go further yes
            

            cursively grassly painting it
            

            graving it, limning it: sleeves’
            

            folds as centuries would have them
            

            inkstone brush sable rat phoenix feather
            

            water for drawing drawing water
            

            but how much water do we draw no
            

            I mean do we sketch no
            

            water in the morning draws this salt
            

            marsh these hidden for all their candor
            

            herons this most blinding grace.10
        

        And so Bill weaves his way through the intersections of Dong Qichang’s painterly world and our own. 

        Yet it is Bill’s writing of another morning’s light that comes to me most. This was a note written one Saturday morning in the fall of 1988, after an evening walk in the Missouri Botanical Garden with friends, a note, carefully typed and punctuated, with both profundity and fun:

        Was it your note on tenure and friendship, that, and our night-wandering, the lanterns in the water, the discordant bullfrog, music unseen from an island, that led—how should it not be so? given so textured a beauty—to dreams so painful around daybreak? In them, my mother died, and I died, at least once but, now I think, several times, in a grey and formal setting. Surprisingly enough, once dead, I stayed on and the others went variously away, I persisted in a landscape increasingly void of the human. You and I, elegantly dressed, walked about and touched upon, calmly if not wittily, my demise and strange remaining. And then you, the last to go, were gone. Walls and empty streets echoed my calling you. I lingered on, even more dead. I saw myself in a mirror, in extreme old age—even the dead age—looking vaguely oriental.

        It is still with me, all this, now that light has begun and wind from the east blows it, through the oak tree, through the blinds, onto the red-and-black painting, suddenly aflame. Usually, I am moved to tears only when listening to late Schubert. And even that, rarely.

        
            In the final weeks of his life, Bill and I met on Sunday afternoons to translate (he translated, I transcribed) Victor Segalen’s Le fils du ciel: Chronique des jours souverains; those were wonder-filled afternoons of language and laughter, although they too had a necessary somber undercurrent. Then Bill was gone. Our work and our friendship would be forever incomplete, half-done, waiting for its proper conclusion—a strange remaining. It is in that spirit that I have chosen Lo Ch’ing’s “Curious Arhat” painting for the front cover. Lo Ch’ing and Bill were friends too, and although this is not a portrait of Bill, it could very well be. It not only captures a certain likeness, goatee and all, looking vaguely oriental, but even more, there is in the Arhat’s upward gaze the spirit of wonder that was Bill’s.
        

        Notes

        
            1. My count that afternoon was of thirty-five albums of paintings, with thirteen complete sets. But the Tung Ch’i-ch’ang Century catalogue has a total of thirty-eight albums (not counting calligraphy), with fourteen complete sets. I assume that this discrepancy is due to my lack of concentration under the onslaught of so much art. I would note that Dong Qichang had a predominance of the complete albums: eight of the fourteen, 61 percent of his works displayed.
        

        2. These three numbers constitute twenty-two of the forty-two albums in the exhibition; even more dramatically, 53 percent (7 of 13) of Dong Qichang’s albums are composed of eight leaves.

        
            3. Robert Scholes, Protocols, 10, 49, refers to reading as a “constructive activity.”
        

        4. Ibid., 11.

        
            5. Tian Xiaofei, Tao Yuanming, 196.
        

        
            6. I should note that my usage of the term “lyric sequence” differs significantly from the term “poetic sequence” proposed by Dore Levy, Chinese Narrative Poetry, who reserves the term for strictly ordered texts; her “poetic series” is closer to my usage here.
        

        7. The chapter is derived, with significant divergences, from my “Macropoetic Structures” essay.

        8. Although we came to this comparison independently, Dore Levy, “Vignettism,” has also discussed the narrative sequencing of Chinese traditional painting.

        
            9. Both Kang-i Sun-Chang, Chinese Tz’u Poetry and Anna Shields, Crafting a Collection, discuss at length the ci collections and sequences.
        

        
            10. William H. Matheson, The Sufferings of Light, 55. Courtesy of Robert E. Hegel, William H. Matheson Estate. The opening ellipsis is the author’s. The sequence was first published in a limited-edition, hand-crafted chapbook, Tung Ch’i-ch’ang’s Album. To which the collopon says, in part, “The poems in this book were based on recollections of a viewing of paintings by T’ung Ch’i-ch’ang.” This would have been from the same exhibition that I menion at the beginning of my preface.
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        Chapter 1

        The Chinese Lyric Sequence in a Comparative Perspective

        
            Chinese poetry rises out of the sets of relatively short poems found in the early anthologies, The Book of Songs (Shijing) and The Elegies of Chu (Chuci).1 This distinguishes the literary tradition of China from the contemporaneous Greek-Roman one with its grounding in epic and drama,2 but aligns it more with the later-developing Japanese tradition, which begins with the Man’yōshū and subsequent imperial anthologies.3 In China that macropoetic environment, where a poem is read both as an independent unit and as part of a larger structure, is repeatedly reconfigured in the following centuries. Before exploring specific examples of those configurations from the history of early Chinese poetry, in this chapter I address more broadly how the form functioned within the Chinese literary system, especially how it opened avenues of expression otherwise unavailable to the poet. In this discussion I offer comparisons from studies of poetic sequences in Japan and the West, which allow us to isolate characteristics that are special to and distinguishing of the Chinese macropoetic form. I conclude with a brief consideration of the Chinese album of paintings (hua ce) as another form of lyric sequence, suggesting that these two forms share an aesthetic construction within the Chinese literati culture.
        

        Overview

        
            Among the lyric sequences scattered throughout Chinese literary history one finds many of China’s finest poems. These sequences can occur in broad clusters such as the Airs of the States (Guo feng) of the The Book of Songs where groups of poems are only loosely gathered together; or they can be in delimited sets such as the “Nine Regrets” (Jiu huai) in The Elegies of Chu where nine poems occur in what one would assume is an author-intended series. Extrapolations and variations on these basic models continue throughout the history of Chinese poetry, including in contemporary poetry from China and Taiwan.4 No one would claim that each of these sets must be read in its entirety; in fact, most of them have been excerpted in anthologies and for comment in both Chinese and Western sources. One could argue, however, that a poem’s identification with the group, whether the group is present or not, invites us to understand the poem as part of that special environment, what Neil Fraistat calls its “contextural poetics.”5 And when so considered, the poem takes on a complexity and range of meaning not otherwise available to it.
        

        
            In the most loosely defined of these macropoetic structures, such as the clusters of “Airs” in The Book of Songs, any poem can easily be read by itself. Its apparent meaning does not require looking beyond the borders of the poem—not to the collection as a whole, or to the Airs, or even to its subset of poems. Yet the gathering of those poems together has often induced readers to glance beyond the poem to see what the neighboring texts bring to bear. That glance can be a simple nod to the Guofeng-ness of the example, a disparaging remark about the “Airs of Zheng,” or it can be the detailed application of the Parry-Lord theory of oral formulation such that one concludes that The Book of Songs is “conceivably oral, and demonstrably formulaic.”6 Each time we lift our eyes, even momentarily, from the circumscribed poem to its closest intertextual setting, that is, each time we acknowledge its contextural poetics, we allow it another range of reference.
        

        
            There are sets of poems in the Chinese tradition that are more inviolable and susceptible to macropoetic analysis. One would assume that the number if not the order of the various “nines” in The Elegies of Chu, for example, is not subject to expansion or subtraction. That order and number induced Chen Shih-hsiang to read the “Nine Songs” as a dramatic progression—what he called a “theatrical program” for the royal court, adapted from shamanistic performances of the southern Chu area.7 Moreover, almost no one would ask us to read anything less than all eight poems in Du Fu’s “Autumn Meditations” (Qiuxing bashou) and certainly never in a different order—as we shall see, Mei Tsu-lin’s and Kao Yu-kung’s elaborate analysis of Du Fu’s sequence comes in a long tradition of thoughts on the integration of that set.8 Furthermore, the numerous sets of poems that are arranged programmatically according to rubrics such as the months or seasons are even more insistent that one consider them as structures of a higher order than mere aggregates of poems—this is what Dore Levy and Wu Chuan-cheng reserve to be called the Chinese “poetic sequence” and what Earl Miner calls the “integrated collection.”9 That is the form I call the “programmed lyric sequence.”
        

        
            Finally we might note that in modern Chinese literature these macropoetic structures, by whatever name, become increasingly strong. This appears to be primarily due to the modern poet’s self-conscious use of the poetic sequence as a structuring mechanism. Some of that self-consciousness results from the poets’ exposure to non-native, particularly American and European, literature. The argument by Rosenthal and Gall that the poetic sequence is the primary macropoetic form of Western modernism makes that influence especially clear—many of the examples they offer are no doubt models for the modern Chinese poet, especially on Taiwan since 1950 and the People’s Republic since the late 1970s.10 However, I would suggest that whereas the influence of the traditional lyric sequence on the work of modern Chinese poets has been largely unstudied, it is still important. In contrast to Rosenthal and Gall’s arguments about the modern poetic sequence in America and Europe, the strength of the Chinese modern lyric sequence results in part from the quiet legacy of that form in Chinese classical literature and art, a legacy that casts a long but subtle shadow.
        

        
            There are times when one must wonder whether a certain group of texts, poems, or paintings falls within the parameters of the Chinese lyric sequence or not: that is, whether it is just a collection or is it a sequence of some sort. For purposes here, I have restricted my consideration to sets of poems that have been either created in or received with a sense of “wholeness.” Does the artist ask us, either explicitly or implicitly, to see each poem or painting both as an independent unit and as part of a larger structure? Or, conversely, has the set of poems called out to the reader through some structural or institutional interpellation to be read in that way, whether authorially intended or not? In the latter case, this often involves the power of the specific literary history of the set. For example, different relatively small sets of poems by the early poet Tao Qian (365–427) have been named and configured in early anthologies, collections, and commentaries as sequences (see chapter 4); whereas his predecessor Ruan Ji (210–263) has a set of eighty-two yonghuai (singing my cares) poems that, despite their individual strength and shared prosody, have not emerged as a readable sequence. That is, I would argue, because of several somewhat arbitrary factors: the number eighty-two, or its divisions, do not bear cultural weight to induce the reader to think of the set as a “whole”; also there never was a firmly established order for the poems to reinforce its intentionality; and because of the vicissitudes of its literary history, Ruan Ji’s collected works, including the set of yonghuai poems, did not attract sustained critical attention whereby an interpellation could develop.11 There are many other sets of poems with similar fates, but broadly speaking the lyric sequence is found in number and strength throughout the Chinese literary tradition.
        

        Beyond Modesty

        
            One may wonder why the lyric sequence has so permeated the Chinese literary tradition over the centuries and across a spectrum of poets. What does that macropoetic form offer the Chinese poets and their poetics? This question is particularly intriguing since the sequence, in any of its specific forms, was never a recognized genre or subgenre in premodern times.12 Chinese poets apparently wrote unconsciously and naturally in what appears in retrospect to be a major literary form. The epistemological power of that genre is interwoven with its apparent invisibility to those who used it.
        

        
            Chinese poetry, for all its history and volume, is a relatively homogeneous literature. Any collected works or anthology of shi poetry will appear to be composed of relatively uniform texts, both within the work itself and in comparison to other works of its kind. Moreover, shi poetry tends to describe familiar territory; there are numerous themes and personae within which to write, but over the centuries there seldom are radical departures from an expected range. For the early medieval period, in which canonical shi poetry arose, Stephen Owen has argued that there is just “one poetry” created from shared practices and language, and those poems that are extant for our reading are just specific contingent realizations of that one poetry.13 Part of that familiarity is found in the poetry’s “modesty,” that is, in its lack of grandeur.14 This modesty is to some extent a function of the actual size of the Chinese poem, which tends to run its prosodic course in a handful of end-rhymed lines (often in couplets). Even in precursors to “regulated verse” (lüshi) or in the belated “old style poetry” (gushi), Chinese shi poetry tended to be brief. And longer verse forms, such as the narrative yuefu and the “extended regulated verse” (changlü), always remained rather peripheral to the mainstream poetic tradition. The restrictive prosodies formulated in the Tang dynasty (618–906) made this penchant for brevity a prescribed convention, thereby reinforcing the physical slightness of the poem.
        

        
            More important to this modesty is, however, the poetry’s air of immanence. It is modest not only in size but also in vision and intention: modest in its perspicuity and modest in its occasional settings. Most Chinese poetry was written with a reader in mind who was present and ready to respond in kind, and this occasionality is interwoven with the poetry’s pervasive nonfictional, non-metaphoric nature.15 Pauline Yu concludes her study of imagery in Chinese poetry by noting,
        

        
            …constant throughout was a belief that the meaning elicited [from a poem] was anchored firmly in the lived world of the poet. Although opinions about the degree to which images themselves were literal varied, there was little question as to their ultimate reference to the poet’s historical world and not some fictional construct.16
        

        Arguing for a similar reading, Stephen Owen has suggested that the absence of metaphor is a basic principle in the act of reading in the Chinese tradition, which he contrasts with reading assumptions in the West where more often “truth is a metaphorical rather than historical truth.” Of Chinese poetry, he says: 

        
            The tendency to avoid metaphoric reading…is linked to the traditional Chinese reader’s presumption that most shi subgenres were nonfictional. Poems were read as describing historical moments and scenes actually present to the historical poet. In contrast, “Ode to the West Wind” may have been occasioned by an actual experience of Shelley’s, but the particularity of that historical experience is not essentially relevant in modern Western modes of literary reading….The traditional Chinese reader had faith that poems were authentic presentations of historical experience. Poets wrote, as readers read, under those assumptions.17
        

        
            Those assumptions encouraged a poetry that did not expand metaphorically or symbolically from the specificity of the biographical moment, but rather one that reached beyond these limits by a type of synecdochic association, where the text was restored to a fullness of its own kind not to the “otherness” of metaphor.18 This expansion followed paradigmatic patterns of association that were inherent to the literary milieu, patterns that define the very nature of the cosmos. Again Owen argues for this special quality of the Chinese literary world:
        

        
            The natural cosmos, of which the historical empire was the institutional reflection, was a system of processes, things, and relations. Between systems, correlations were made by a principle which might be called analogy, if analogy did not presume some fundamental difference. The most apposite term in Chinese is lei, “natural category”: these correlations of pattern were not made by willful act of analogy but rather occurred because their elements were, in essential ways, “of the same kind.”19
        

        
            Pauline Yu also argues for the grounding of the poem’s imagery in lei, which she calls “categorical correspondences,” that form a pre-existing network upon which the poet draws.20 By drawing on these lei correspondences, the poem remains of the same kind, even as it reaches beyond the borders of its specific moment. Regardless how patterns of association might allow the poem to expand, its essential reading remains the occasional, nonfictional one. To read any other way is to negate the basis for synecdochic reading.
        

        
            Certainly the essential modesty of Chinese poetry is one of its most powerful traits; yet one can also see how there might be an urge to break through the conventions of modesty to leave behind the specifics of one’s circumstances and soar into “other worlds” of amplitude and fictionality. The Chinese literary tradition has provided certain forms for that release, the epideictic fu (rhapsody) and the fictional yuefu (and its related yongwu poetry) being the most obvious poetic ones. I would argue, however, that the lyric sequence was a more subtle and successful vehicle for transcending the limits of the poetry’s inherent modesty.
        

        
            The lyric sequence achieves its release from modesty in several essential ways. First, it provides Chinese poets with a larger arena in which to explore and expand their ideas. By allowing a multiplicity of views and articulations within its larger structure, the sequence of poems rises like high ground above the flat terrain of the volumes of shi poetry. At a basic level, multiplicity is simply the result of the congregation of the separate poems with their clean starts and full stops. Even with a unity of perspective and voice throughout a set of poems (which there seldom is in Chinese lyric sequences), multiplicity exists in the mere repetition of the lyrical unit. By adding variation to this repetition, multiplicity is assured and strengthened. Moreover, the multi-vectored structure found in most Chinese lyric sequences increases this sense of variation by allowing wide swings between the individual texts. Such variation is inherently immodest because it allows different points of view within a unity; it allows a complexity of moments that defies occasionality; it allows the artist many voices instead of one. This alone provides the lyric sequence a privileged position in the poet’s repertoire.
        

        
            More importantly the lyric sequence achieves that release while remaining essentially “of the same kind” as the modest poems from which it is formed. We assume that a whole set of poems can be read within the conventions with which we read the single poem. That is to say, one can read each poem in its separate “modesty,” leading to a cumulative but not qualitatively different “modesty” for the set as a whole. This assumed modesty of the entire set is reinforced by the often-seen independent identity of the individual poems as they are excerpted and quoted. Thus, this way of reading the poetic sequence mimics on a macropoetic level the synecdochic or analogical reading that Owen suggests for the single poem. Yet at the same time the presence of the macropoetic structure complicates that “modest” reading; the structure is a constant reminder of the possibility of a larger vision, which calls to the reader’s sense of, and the critic’s speculations on, the integrated identity of the sequence. This has a perhaps coincidental but analogous relationship with what Owen describes as the “segemental composition” of the poem created within the fluid manuscript culture of early medieval China in which set elements are (in various manners) brought together into a manifestation of the poem.21
        

        On a more profound level the Chinese poetic sequence challenges the conventions of modesty by moving the referent of the set, and therefore each poem of the set, beyond mere occasion. The poems of the sequence not only ground themselves in the phenomenological world that might have occasioned them but also take their bearings off each other. In its most intense forms (such as those that follow a conventional program), the Chinese lyric sequence rests firmly on a foundation of an intensified intertextuality (Fraistat’s “contexturality,” my “intratextuality”) where meaning reverberates between the texts of the set, not just between the text and an extra-textual referent. This disparity between occasionality and contexturality joins with the tensions that exist in the dual presentation of the texts both as discrete units and as elements of a larger, immodest whole to create a richer, more complex reading. 

        
            Finally, I would argue that this reading of the Chinese lyric sequence leads to a type of fictionality that sets it apart from the predominantly nonfictional shi poetry of which it is composed. This fictionality is interwoven with the sequence’s inherent “size” and its challenge to modesty.22 The contextural references of the lyric sequence releases the lyric sequence from a fixed biographical or historical perspective, inviting a fictional reading. This is especially true with the highly programmatic sequences where the structuring rationale is imposed from outside—seasons, months, magic numbers—such that the author and the specific occasion of the set’s composition are secondary to its shape. These rationales can, of course, lead to conventions that have a special monotony of their own—one thinks of the poems to the seasons that were popular during the Six Dynasties and later. But certainly the best of these programmatic sequences are those where prescribed conventions are interlaced with marks of specificity, thereby creating another tension, that between the program and its instantiation.
        

        
            Thus in conclusion I can offer one answer to the question of why the lyric sequence is so important to the Chinese poetic tradition: this macropoetic form offered escape from the severe limits of a modest size and vision that were assumed for shi poetry, the mainstay of the Chinese poetic tradition. More importantly, for the Chinese poet, the set of shi poems served as a natural vehicle for transcending the restrictions of the poetry while still basking in its rays; for becoming something more than a lone, modest voice, while maintaining contact with that occasional, nonfictional poetry.23 Like the sequence itself, the poet’s voice within it is always caught in the tension between the modest and the immodest. Since the poetic sequence creates its immodesty by synecdochic increases, it becomes more than itself, but it never becomes something other than itself. It is within that dynamic tension that the Chinese lyric sequence grows, building its immodest structure on the shoulders of the modest poem.
        

        Reading the Lyric Sequence

        
            Faced with the thematic, structural, and linguistic diversity of the Chinese lyric sequence in its various forms, to say nothing of the inherent tensions that fill every instantiation of it, there is obviously no possible single rationale to describe and analyze the genre, which ranges from the “Airs” of The Book of Songs to the postmodern sequences of Lo Ch’ing. One might be able to offer, however, a “dynamic” for reading these sequences that is somewhat transportable from example to example. Our models in the search for such a way of reading are studies of similar structures in other literary traditions. The most immediate are those studies of different types of sequencing in Japanese literature, as investigated by Konishi Jin’ichi, Earl Miner, Ueda Makoto, and Steven D. Carter. These studies are especially important because of the cultural contact, including literary forms, between China and Japan, which allows the qualities of the two literary systems to stand in relief. That contact and contrast is highlighted in Helen McCullough’s study of the Kokinwakashū for example. In the West, studies of sonnet sequences by such poets as Petrarch, Sidney, Shakespeare, and Rilke are the most obvious models—David McCraw explicitly compares the poetic sequences of Du Fu with the sonnet sequences of Shakespeare and the quartets of Beethoven.24 Carol Thomas Neely’s essay on the English Renaissance sonnet sequence is particularly useful since it discusses the structure of a number of examples. For the modern poetic sequence, there is Rosenthal and Gall’s study of the genre in English, beginning with Whitman and ranging widely through the various Modernisms, including a variety of contemporary poets. Our primary model must be, however, Roland Greene’s study of the vernacular lyric sequence in Europe and the Americas, wherein he describes the underlying dynamic for a wide range of poetic sequences, from Petrarch to Neruda.
        

        
            What do these studies of Japanese and Western poetic sequencing offer to our considerations of Chinese macropoetic structure? Sequential structures in Japanese literature are dominated by the renga mentality that Miner and Carter have described in detail.25 Whereas in its earliest, fushimono, form, the renga sequence entertained a “sense of unity and coherence,” the mature renga sequence (especially the hundred-verse hyakuin) is built of elaborate linkages on several rhetorical levels that connect any one poem in the chain to the poems on either side of it but only to those poems.26 This structure, which is accompanied by an elaborate set of prosodic rules, is what Miner calls a “plotless narrative or narrative with many constantly shifting miniplots.”27 In the mature form of the genre, the movement in the renga is inexorably forward, with almost no glancing back and no future design—the lack of design is particularly obvious since the text was formed while it was performed. Renga is what one might call a performed poetic sequence with short-term memory loss; it forgets what it said shortly after it said it. In this way, its analogue in the visual arts is the handscroll, which reads as moments linked only to the contiguous sections of the scroll as it is unrolled.28
        

        Renga shares some basic structural principles with the other Japanese sequencing techniques described by Konishi and Ueda. Foremost among them is their linearity (often described in terms of a “progression”), which is maintained by a number of types of linkages, usually more associative than narrative. Ueda is especially clear about the relatively minor role plot plays in all Japanese sequential structures. Yet although the Japanese structures may not draw toward a plot-driven climax or resolution, they do move forward, always drawn on by the possibility of the next link.29 That forward-linking leads to a nearly self-generating structure, which is terminated only by arbitrary interruption, for example, after thirty-six, fifty, and especially a hundred verses.
        

        
            As an aside, one should note that Chinese linked-verse (lianju), from which renga originally derived, existed for centuries, but it never attained a significant position in the literary canon, remaining for the most part merely a game of the literary salon, which led David Pollack to comment, “in China linked-verse poetry was usually thought of—if it were thought of at all—as a game rather lacking in that element of high seriousness which was supposed to distinguish good poetry from mere playing at words for its own sake.”30 Stephen Owen has described Chinese linked-verse as “an ill-defined genre, having no limitations other than being a poem in which two or more poets take part.”31 In any event, the interpersonal or inter-personae linked-verse, which was so important in the Japanese tradition, never appealed to the mainstream Chinese poet.32 That lack of interest may have resulted from historical circumstances: the earliest forms of the Chinese genre were associated with the much-disparaged court poetry. Or there may be a more inherent reason: the Chinese emphasis on the autobiographical nonfictionality of poetry may have discouraged the poet from participating in a poetry that asked him to sacrifice his personal voice to the composite persona that emerges in linked-verse (at least in the Japanese form of the genre).
        

        
            The central principles of Chinese lyric sequence differ in several other ways from the Japanese ones. First, there rarely is a sense of amnesia in the Chinese sequence; the Chinese artist is always willing to link to the farthest parts of the set. Moreover, whereas there is linearity in some Chinese sequences, their primary driving force does not seem as unidirectional as that of the Japanese renga, or even that of the associative progressions of the imperial anthologies described by Konishi. The Chinese macropoetic structure is more likely to expand two dimensionally, to explore complementary regions of association, and to cycle between nodes of emphasis. Thus, closure often eludes the Chinese poetic sequence, as it does the Japanese, but this is not because of the ceaseless pull of forward linking seen in the renga and haikai sequences, but rather because there often is no sense of forward movement to bring to an end. There is, instead, a sense of constant, agentless flux that keeps the structure reproducing itself. We shall see, however, that there are programmatic shapes, particularly manifested in the form of significant numbers, that bring some external structure to the Chinese lyric sequence.
        

        
            Turning to the premodern poetic sequences of Europe, one finds that they occur in a multitude of forms, although none with a clear set of renga-like conventions. Among those many forms, the sonnet sequence is primary, with amatory progression its abiding rationale. One might even argue that courtship is the heuristic model for all these sequences, whether “consummated” or not, or whether they even involve romantic pursuits. Carol Neely’s description of the English sonnet sequence openly engages this rationale, arguing that the “opening sonnets present the narrative beginning of a love experience and look ahead to its happy conclusions,” and “poetry seems to become a substitute for the breeding which is the real goal.”33 The problem of closure for the sonneteer can thus be seen in terms of the desire, even need, to bring the amatory progression to a (happy) conclusion. In this sense the sonnet sequence is also a linear progression but one with a presupposed conclusion, and thus closure is a “problem” only in the sense that the rationale naturally needs it. This means the dynamics of closure of the sonnet sequence are fundamentally different from the Japanese and Chinese self-generating sequential systems. The Western sonnet sequence desperately seeks its own end, whereas the renga always hopes to go on just one more link, and the Chinese lyric sequence enjoys the suspension of ending. One might say that the first is a pilgrimage, the second an open-ended journey, and the last more akin to a ritual itinerary.
        

        
            Roland Greene’s study looks far beyond the sonnet sequence and its amatory progression, but he does believe that “the Western lyric sequence from Petrarch to the present day is a single form with a more or less constant set of principles.”34 For Greene those principles are not found in prosodic, stylistic, or structural conventions but rather are encased in the sequence’s phenomenological modes. They are located in the interplay between what he calls the ritual and fictional modes of apprehension.35 The ritual mode, which is aligned with performative and liturgical language, allows readers to possess the text in their “performance” of it; it is what allows us to quote lines of poetry as if they were our own. The ritual mode is open, public, and transportable from reader to reader; it joins a community of readers together. Its power lies primarily in language as an infinitely repeatable act; in its most ritualized form this language is pure sound that does not refer to anything beyond itself. The fictional mode, on the contrary, offers readers a world apart, a world into which they can enter, not as participants but as observers of something closed off from them. Accordingly, whereas the ritual mode is “another reality” of the world in which the reader/participant partakes, the fictional mode is the depiction of “the reality of another world.”36
        

        Whereas the ritual and fictional modes of apprehension are ever present in the Western lyric sequence, Greene argues that the fictional, with its represented “unities of process and person,” overshadows the ritual mode in the creation of the lyric sequence from Petrarch up to the Modernist poets of the early twentieth century. The Modernist lyric sequence, on the other hand, calls into question the unitary selfhood and the individual psyche that lies behind the humanist fictionality of the premodern sequence. It does this by enlisting multiple voices and heterogeneous fragments in the creation of a composite whose unity is located only in its own artifactuality, in its own making. In this way the Modernist lyric sequence re-engages the ritual side of the dialectic.

        
            Greene’s description of this dialectical relationship of ritual and fiction seems quite inappropriate for a discussion of the mature Japanese renga, simply because renga is not motivated by a vision of uniformity and association.37 But one might use it more fruitfully as a methodological model to explain the Chinese lyric sequences, which are more involved in the creation of wholes out of disparate parts. These wholes, however, are less likely to be linear in shape or progressive in nature and more likely to fold out of themselves; they are less likely to construct a world for the reader to enter and observe and more likely to present the reader with a text that is interrupted by re-utterance.
        

        
            I would suggest that Greene’s distinction between ritual and fiction has an analogous counterpart in early Chinese poetics—that is, in the xing and fu modes of composition and reading. These terms have extremely complex histories, much of which has been reviewed and evaluated by Pauline Yu (especially for xing) and Dore Levy (especially for fu).38 Yu and Levy argue that although the terms xing and fu have hoary origins and vague, multivalent definitions, they nonetheless become central to the functioning of Chinese poetry. For Yu, xing composition is a critical manner by which shi lyric poetry maintains its central quality of immanence; for Levy, fu composition is the defining manner by which Chinese narrative poetry is constructed.
        

        Xing originally referred to a method of composition found in The Book of Songs often translated as “evocative image” or “stimulus” (xing basically means to rise up, to begin). In this usage, an image (xing), usually derived from nature, is invoked at the beginning of the poem or stanza but remains quite detached from the main thrust of the poem. In later manifestations this imaging became associated with lei categories and the evocation could be seen either as that of the poet’s emotion rising from the stimulus of the moment or the emotions of the reader rising under the stimulus of the poet’s image. Yu describes xing in its most mature manifestation in these terms:
        

        
            By the Tang dynasty poets had perfected the skill of integrating images together to present coherent scenes functioning on different yet equally important levels. On the one hand, the vividness and perceptual accuracy of the imagery seemed to attest to their powers of observation and descriptions and to the putative empirical origins of the poems. . . . Yet, on the other hand, it seems clear—and certainly was to traditional critics—that the imagery was not important for what it presented directly but for what it concealed and evoked in the reader. . . . Such a method then came to be defined as in fact the method of bi xing and the quintessentially “poetic” one, a position remarkably similar to the ideas about the metaphor in the West.39 (my emphasis)
        

        
            Thus the nature of xing composition allowed the Chinese poem to be both grounded in the occasionality of its composition and extended in the emotional correspondence of the reader.
        

        Fu (often translated as “narration” or “description”) also derives from the poetics of The Book of Songs where it refers to a description in language that approached mimesis. It too evolves into an important concept in Han and post-Han poetics particularly as it becomes used as a term for the genre: Han fu (rhapsody). The term’s various usages derive from the original sense of unfolding or display. For fu as a compositional principal Levy suggests the translation “enumeration,” which certainly fits our purposes very well. Levy’s final reference is the use of enumeration in the creation of narrative structures, but she notes its wider usage, including in the sequence of poems:
        

        
            Enumeration includes the idea of counting or organizing units [tableaux] in order, and its usage in literary criticism relates to the organization of such units as stanzas (in the case of the Shi jing), descriptive catalogues (as in fu [rhapsody]), or even units of action suggestive of temporal sequence. . . . It can be seen as comprising the basis of all [Chinese] poetic structures which involve a logical and considered ordering of elements; in short, the sequences which underlie the textual integrity of any self-conscious work of literary art. Enumeration allows for sequences made up of units of any kind: from phrases and compounds ordered according to set patterns of tonal values and rhyme, to the ordering of elements in a catalogue, to poems in a unified poetic sequence or events in a narrative poem.40
        

        
            Levy also aligns this type of composition (as opposed to xing) with a more public, descriptive voice and with the vicarious experience of a reader. In a more recent study she extends this formal consideration to both the Chinese novel and to the Chinese painting, developing the concept of the “tableaux” and the overarching theory “vignettism,” under which the earlier concept of fu/enumeration is contained.41
        

        
            Occasionally Levy uses the fu mode to discuss poetic sequences of the most programmatic kind (see for example her analysis of Cao Zhi’s “Poems Presented to Prince Biao of Baima” (Zeng Baima Wang Biao),42 but I want to employ it more broadly and suggest that it is the intersection of the fu and xing modes, analogous to Greene’s ritual and fictive modes that produce the most vital form of the Chinese lyric sequence. If one were to cast this in terms of the Chinese dialectic of xing and fu, we would say that whereas fu composition is essential to the creation of the Chinese lyric sequence, it always works against the free-standing, emotive xing: that is, enumeration is interwoven with the interjection of associative correspondences that resist integration into patterns of ordered display. In some lyric sequences there is powerful enumeration that draws the poems into an internal architecture; in others there is an overpowering evocative mode that forces the poems away from each other. There is always ambiguity on either end of this spectrum, where extremely strong enumeration creates a seamless single text, such as the long descriptive poem, or where strong evocativeness creates separate, unrelated units, such as in the randomly collected poems. I believe, however, that one of the essential qualities of the early Chinese lyric sequence is its persistent evocative nature within the enumerated whole, which artist and reader both expect and celebrate.
        

        In this sense, the Chinese poetic sequences are more infiltrated with Greene’s ritual mode of apprehension than with his fictionality. I would go so far as to suggest that this “ritual” quality of Chinese macropoetic structure reflects a bias of the Chinese aesthetic, just as the “fictional” quality of the premodern Western lyric sequence assumes, according to Greene, a privileged type of thought.

        The Ritual Circuit

        
            In his 1976 discussion of the classical Chinese novel Dream of the Red Chamber (Hong lou meng), Andrew Plaks outlined a distinction between the Chinese and Western mythic structures that is useful to our discussion, despite the risk of the essentializing nature of some of these arguments. Arguing for the narrative character of the Western archetypes, Plaks suggests that one might explain that basic narrativity “as a reflection of the centrality of syntactic logic, and hence dialectical progression, to many of the most abiding forms of Western civilization.”43 This he contrasts with the “spatialized” nature of Chinese archetypal patterns, which he sees as detemporalized forms of vision that with their “apparent lack of logical development or dialectical progression must be reinterpreted with reference to an aesthetic system within which the poles of temporal opposition are contained as complementary possibilities rather than antithetical forces” (my emphasis).44 This vision, Plaks argues, accounts for the fact that “Chinese literary civilization has tended to draw upon formal patterns that we naturally associate with ritual—balanced forces, periodic rhythms, and cyclic sequences—as structural principles for artistic creation.”45 Plaks is not arguing that the West has none of these spatialized, ritual forms or that the Chinese have none of the temporalized, narrative ones, but rather he sees these as the “preferred forms of the two traditions.”46
        

        In European literature, narrative seems natural. Faced with a fragmentary text, the primary interpretive strategy is to provide a narrative overlay for that text, to eke out the “story line” with its causality and readability. Robert Harbison clearly embraces the primacy of narrative order over ritual when he writes: 

        
            Rituals are rarely as complete as stories, as if they were only part of a lost perfection, were misreported stories. We meet them damaged by use, like furniture carried through doorways until excrescent bits are knocked off. They wake one, though, to powers dormant in fiction because they coerce the participant in a different way. So they challenge the onlooker at narrative to work out the consequences for thought in general of the oddities of the tale.47
        

        
            The American poet Mary Oliver is even blunter in this assumption when she says, “Narrative is at the center of all literature.”48 In that vein, one should recognize that behind Roland Greene’s discussion of the Western lyric sequence lies the assumed primacy of narrative thought, from which the lyric sequence always differs and against which it is measured.49 The fragmentary text, especially those that enlists ritualistic modes of apprehension, resists that reading but when readers seek to align the “fragments” of the lyric sequence into a “whole,” they are expected to assume the whole is something akin to narrative, if not exactly a story.
        

        
            This assumption can also be seen in Neely’s discussion of the sonnet sequence and her emphasis on the strong beginning and ending, which surround a less well-formed center. She says these structures are not “straightforward narrative progression from sonnet to sonnet,” but still there is “an overall formal, narrative, and thematic development broad and loose enough to embrace digression, retreat, and recapitulation.”50 From this perspective we can argue that in the West it is the ritual side that maintains the sequence as a lyric sequence in the face of the overwhelming tendency to create a narrative. In the dialectic of ritual and fiction, the fictional may dominate the premodern lyric sequence in the West, but it is the presence of the ritual mode, with its interjection of another way to organize thought, that ensures the lyric sequence’s existence as a sequence. Without the ritual mode, we return to mere narrative. Conversely one can say that the Chinese lyric sequence is maintained by the presence of the fu expositional mode within the dominant xing poetic environment of correspondences. Without the fu mode, we return to the entirely xing composition. Just as without the xing correspondences, the fu would become a simple descriptive display, such as one sees in the famous catalogues of the Han rhapsody.
        

        
            As Dore Levy’s studies show, in the Chinese equation of fu enumeration, narrative is a relatively weak force; not until the twentieth century is it a dominant feature in the dynamics of the Chinese macropoetic structures. For the Chinese reader, the story is not the assumed unity from which the fragments have fallen and which are read as shards of a prior whole. Using Greene’s terminology, I would argue that Chinese lyric sequences are more artifactual in nature; the separate integers of the cluster build their “wholes” rather than represent parts of prior ones. Moreover, I would argue that this artifactuality operates in a distinctly Chinese way—one that parallels but essentially differs from the dialectic method described by Greene.
        

        
            The relevance of Plaks’ thesis to our analysis of the Chinese lyric sequence is now obvious. It not only accounts for the distinctive ritual quality of the sequence but also suggests the areas where one might find normative forms for the specific artifactual shapes of those sequences, such as in the cycle of the seasons and the alternation of the five elements. For Plaks’ purposes, the Chinese aesthetic system is based on four structural principles: (1) [complementary] bipolarity, (2) ceaseless alternation, (3) presence within absence, and (4) infinite overlapping—principles that are “equally basic to a major portion of the Chinese literary tradition.”51
        

        
            I would agree with Plaks that the basic structuring dynamic of the Chinese lyric sequence is the bipolar interplay of complementary elements. That is to say, the separate integers of the Chinese sequence tend not to describe progressive vectors toward and away from something, or to answer and respond to each other in sequence, or to modify each other by contrastive power. Rather, the integers are held in a state of “play” where they share space and time and maintain each other, like the constituent parts of a molecule. One place that the bipolar shape is most clearly seen is in the ubiquitous parallelism of Chinese poetic forms. This is especially evident in parallel couplets: encased not only in formal poetic forms, such as regulated verse, but also in more popular examples, such as spring couplets for the door entrance (duilian), common aphorisms (chengyu), various ditties and songs (geyao), and even modern commercial advertisements. This type of complementary pairing underlies much of Chinese shi poetry and provides an analytical model for many lyric sequences.52 In the following discussions I will use various forms of this parallelism to analyze the dynamics of the Chinese lyric sequence, often casting them into structures that range between the compositional modes of xing and fu.
        

        Bipolarity not only identifies the lyric sequence as part of the Chinese aesthetic system but also distinguishes it from sequences of other traditions. Because of the dynamic interrelationship of its individual parts, the poetic sequence is a particularly vital environment for this “preferred form” of the Chinese tradition. A Chinese poem, standing alone and unattended, might also exhibit a bipolar structure, but the sheer brevity of the poem does not allow room for a full display of the ceaseless interweaving of complementarity. On the other hand, unlike the novel, which even in its Chinese form leads toward linearity, the separate integers that form the poetic sequence allow a rapid and powerful interchange of bipolar states. In this sense the Chinese macropoetic structure is all about the shifts that these openings allow. Roland Greene has said of his project: 

        
            If this book is often about unities (as any study of fiction must be), it is also about junctures, or the white spaces that separate poem from poem, stanza from stanza, utterance from utterance in the body of Western lyric sequences. Any reading of lyric as fiction must accommodate discontinuity as well as continuity, allow for the spatial dimension of lyric temporality, and offer a means of getting into and over the white gaps between the poems without brutally closing them.53
        

        This is even truer for the Chinese poetic sequence, where the alternation of poem and gap, text and white space, is itself an embodiment of complementary bipolarity. Within the frame of the poetic sequence, neither texts nor the spaces between them can be considered without full acknowledgement of the other. And in the Chinese macropoetic structure, the interplay between the textual gap and its fulfillment does not seek resolution, but rather attentiveness. The complementary elements, first manifested in the text and gap but which can include any number of other thematic or structural pairs, remain in agitated suspension, allowing the other to exist, implying the other’s presence, and together creating a ceaseless alternation. In that sense, the lyric sequence is the Chinese “preferred form” incarnate; any narrative version of it would be “only part of a lost perfection.” 

        Analogous Shapes

        The “preferred form” that the Chinese poetic sequence represents can be seen in other manifestations of the culture as well. In the following chapters I offer analogous shapes drawn from the aesthetic world of the Chinese literati. First, along with individual sequences of poems, in the opening chapters I also discuss important literary anthologies, both as vessels in which the sequences are found and as constructions that form and manipulate the sequences. The introduction of those anthologies also helps plot the early literary history of the genre and Chinese poetry in general. In the last chapter, I introduce several albums of paintings, which I believe offer another version of the Chinese lyric sequence. That discussion also helps sketch the trajectory of the lyric sequence in late imperial and modern times.

        
            For early Chinese poetry the power of literary anthologies as canonizing vehicles cannot be overstated.54 Nearly every important, valorized text has emerged from or been given definition by its incorporation in these anthologies, and this has included many poetic sequences. More importantly, the anthology has been the single most important instrument of Chinese literary epistemology, both in its accompanying critical apparatus (prefaces, annotations, etc.) and in the contextualizing structures that the anthology has imposed on the body of discrete literary texts. Chinese literary anthologies have defined literature in terms of history and geography; they have given us the classification of literature by genres; they have reinforced categories of knowledge in their thematic groupings of the subgenres; and they have made radical selections within their collections. It is in this last function that the anthology interacts most dynamically with the poetic sequence, both confirming and questioning its integrity as a literary form, particularly in its power to quote or select from the sequence.
        

        
            As we shall see, over time the literary importance of the anthology is challenged by the emergence of the collected works of individual authors. This new context moves the poetic sequence closer to mainstream biographic interpretations and drives it away from a more fictional reading. Stephen Owen refers to such a literary collection as a “non-narrative biography” that lets “a life story unfold in the author’s sequence of responses.”55 At the same time this context is very conservative in its preservation of the poetic sequence, reinforcing the sequence as an integrated whole.
        

        
            The other analogous form of lyric sequence discussed here, the album of paintings, offers a different dynamic in its relationship to the poetic sequence. The relationship between Chinese painting and poetry has often been discussed in both theoretical terms and specific manifestations;56 yet in those discussions the role of the album of paintings has not often been addressed, particularly at a generalized level.57 In offering the album as an aesthetic construction analogous to the poetic sequence, I am not arguing for the influence of one form on the other, although that is clearly true in some cases, but rather I want to suggest that they have evolved out of parallel systems in a Chinese aesthetic tradition. Here my arguments are in line with Dore Levy’s discussion of the poems and handscroll, Eighteen Songs of a Nomad Flute (Hujia shibapai) as an example of visual “vignettism.”58
        

        
            Of the three painting formats, the album is most recent, dating from the Song period and related to development of the modern book form.59 Like the handscroll, the album is an intimate format for personal viewing, but it is much more flexible in that the viewer does not have to proceed from beginning to end as in the handscroll, but rather can “flip through the pages” in an un-programmed fashion. This flexibility in the reader’s viewing of the album mirrors the artist’s relative freedom in composition, particularly when one works with loose leaves on an open topic, as can be seen in Nelson Wu’s description of how one should read the album format:
        

        
            An album may be a collection of unrelated individual leaves, or a programmed sequence of images to be read with regular cadences. In the latter case, an alert viewer reading an album from cover to cover, aided by the memory of what he has seen and in anticipation of what is to come, transforms the comfortably proportioned rectangular leaves to a scroll, horizontal or vertical, making it much more than the sum of all the leaves it contains.60
        

        This protocol of reading an album clearly echoes the manner by which Chinese poetic sequences were commonly read: composed of both independent and integrated poems. Moreover, the active role that Wu’s reader plays in the “construction” of the album also mirrors the role of anthologist, editor, and reader of the poetic sequence. 

        
            In the post-Song period the relationship between the three painting formats was somewhat fluid. For example, there are handscrolls that foreshadow and mimic the album leaf in size and structure, and there are even examples of handscrolls being folded and turned into album formats.61 Moreover there are examples of scrolls being cut apart and mounted as album leaves, and, conversely, albums being dismantled and remounted as a series of scenes in the handscroll format or as separate hanging scrolls.62 A painter could work either from separate sheets of paper that would later be mounted into an album, or he could work from pre-constructed albums, which came in a standard number of leaves. Albums were also sometimes retroactively built out of separate leaves, including paintings by various artists.
        

        
            I too am interested in the relationship between the different painting formats, and I might suggest this analogy. As I have posited three basic shapes in the Chinese poetic system—1) the xing-based shi poem, 2) the fu-based rhapsody, and 3) poetic sequences that are fu-like constructions of xing-like elements—likewise, I would suggest that in the visual arts we have 1) the hanging scroll (xing), 2) the handscroll (fu), and 3) the album of paintings (xing-fu). This shared form of album and poetic sequence is suggested by James Cahill when he says:
        

        
            The poetic albums [of paintings] at their best did much more, stimulating in their viewers responses akin to those aroused by lyric poems. The form of the album, moreover, by dictating the viewing of successive leaves in temporal sequence, unlike the extended but ultimately redundant experience of the single-field hanging scroll, could deliver a series of sharp poetic sensations for cumulative effect.63
        

        That “series of sharp poetic sensations” also describes the essential nature of the poetic sequence, with its shifts and variations between poems.

        
            The analogy of poetic-to-album sequence suggests several structural parallels between the two media. First, as with other formats, there is the physical relationship of painting and poem: both with the painting-as-illustration of the poem and the poem-as-comment on the painting. But with albums, that relationship is complicated by the doubling of the intertextual connections—between not just text-and-image, but also text-to-text, and image-to-image. The relationship between the two forms is also seen in more abstract ways. For example, there are albums where the leaves are in a lei (“of-a-kind”) relationship, as well as those that are more progressive and transmorphological—that is, there are analogous uses of the xing and fu modes of composition. In either form one finds a fluidity in the sequence of paintings that is similar to that found with the poems. Moreover, as with the sequence of poems, there are cases where the construction of an album is an ex post facto activity of a compiler. Finally, parallel to the selectivity of the anthology, there are albums where leaves are viewed separated from their set, both in the traditional remounting of leaves as hanging scrolls, and in the world of modern exhibitions and publications. Thus, in several ways the album of paintings mirrors the structural principles of the sequence of poems and of the literary anthology. They are all forms of the Chinese lyric sequence.
        

        Conclusion

        The Chinese lyric sequence is a poetic tradition built on “invisible” forms, immodest complications of its deeply modest poetry, and oscillations between modes of composition: open structures filled with bipolar play and external shapes built on ritualized forms. Although these phenomena are not easy to describe and ask us to accept a very high level of generalization of form, in this case, however, the delight is in the details of the art not in its abstraction. In the following pages, I will consider an array of works that offer testimony to these abstract protocols of reading the Chinese lyric sequence. Not every example will draw on each of the protocols, but the accumulative effect of those readings will allow us to see how the protocols interact and allow the possibility of the others without dictating their configuration. For these are generic conventions that arise from the deep assumptions of the poetic language and are not self-conscious formulations imposed on literary expression. 

        Notes

        
            1. The Shijing, a text of several layers, is generally dated from 1000–600 BCE. The division of the text into four main sections, more or less related to the type of poetry included therein, and into subsections by locale for the Airs of the States (Guo feng), is found in the earliest references to the text. The Chu ci is also a multilayered but more clearly structured text, whose layers perhaps cover a span from fourth century BCE to the second century CE. These two anthologies are featured in chapters 2 and 3.
        

        
            2. The comparison of classical China and classical Greece has attracted numerous studies. Most recent are those by Shankman and Durrant, Early China, and specifically for the Shijing and Homer, the various essays in Mutscher, The Homeric Epic. Largely, these comparisons are contrastive rather than analogous.
        

        
            3. The Man’yōshū (ca. CE 600–759), an anthology of lyric and narrative poems, is divided into twenty books organized in a somewhat haphazard manner. Later imperial anthologies focus on themes and progression within them for their structure, eventually becoming interwoven with the renga aesthetic. A succinct discussion of the Man’yōshū and the shared poetics of the Chinese and Japanese traditions can be found in Miner, Odagiri, and Morrell, Princeton Companion, 192–193, et passim.
        

        
            4. In the original article from which this chapter is derived I offer a list of wide-ranging examples, all of which were available, at least in part, in translation; see “Macropoetic Structures,” 306. I discuss a number of those in detail in the following chapters. I have discussed only one example from modern poetry—in the closing chapter—but there are many examples from the twentieth century, including from contemporary poetry. For example, the later poetry of Gu Cheng (1956–1993) contains many important, extended sequences; see his Sea of Dreams.
        

        
            5. Neil Fraistat, Poems in their Place, 4, et passim. Whereas Fraistat is especially concerned with the “book” as a whole, he suggests, “Such a poetics . . . would study a wide range of forms, including paired poems, sonnet and other types of sequences, poetic works published in parts . . . , individual collections—as well as clusters of poems within them, and the shape of the poet’s canon.” (4)
        

        
            6. Comments on the naivete and “feudalism” of the Airs abound in the critical literature, especially in the modern period; Marcel Granet’s (Festivals and Songs) anthropological analysis of rural customs in the Airs is a more complex form of that thinking. Confucius, Analects, XV.10, claims that “the tunes of Zheng are licentious.” C. H. Wang, The Bell and the Drum, analyzes the formulaic nature of a wide range of poems from The Book of Songs; citation, x. I discuss the “licentiousness” of the “Airs of Zheng” in chapter 2.
        

        7. Chen Shih-hsiang, “Structural Analysis,” 7. I have discussed Chen’s study and the structure of “nines” in chapter 3.

        
            8. In that analysis Mei Tsu-lin and Kao Yu-kung, “Tu Fu’s ‘Autumn Meditations,’” speak of a bifurcated structure that is interpenetrated by lines of progression. The numerous traditional commentaries on the sequence that inform their comments are collected in Ye Jiaying’s Du Fu Qiuxing bashou jishuo, wherein one commonly finds references to the structure of the set. Wu Chuan-cheng’s, “Comparative Study,” also discusses the sequence as an “organic unity.” Clearly Du Fu’s sequence is considered the climax of the early tradition, thus I make it the focus of our attention in chapter 6.
        

        
            9. Dore Levy, Narrative Poetry, 108; Earl Miner, “Some Issues,” 18.
        

        
            10. M. L. Rosenthall and Sally M. Gall, The Modern Poetic Sequence, say the poetic sequence is “the modern poetic form from within which all tendencies of more than a century of experiment define themselves and find their aesthetic purpose.”
        

        
            11. The literary history of the yonghuai poems, including these several factors, has been reviewed by Stephen Owen in his The Poetry of Ruan Ji, especially 13–23. Neither Owen nor Donald Holzman (Juan Chi) entertain the set as some architectural whole; in fact they use different sequences for the poems. Moreover, of the ten traditional critics whom Chen Bojun (Ruan Ji, 207–209) cites, none engage the set as a sequence; within them, it is noted that the number and sequence of poems are not established, and one critic writes, “Read each poem singularly as they were written, there is no need to look for a pattern (zhangfa) throughout them” (209).
        

        
            12. As far as I can determine the term zushi, which is now used to refer to the poetic sequence and its related forms, is a modern one derived from exposure to similar terms in Western literature. In the premodern period there was a term (lian zhang) for the song cycle of ci poetry, which I have excluded from consideration here. Kang-i Sun Chang, Chinese Tz’u Poetry, 19–20, has discussed these song cycles in terms of their dramatic and narrative structure, including their contribution to the development of drama in China.
        

        
            13. Stephen Owen, The Making, 3, and explored fully in his chapter 2, “A ‘Grammar’ of Early Poetry.”
        

        
            14. Stephen Owen’s chapter, “A Modest Poetry” in his Traditional Chinese Poetry, 231–236. I have, however, taken his thoughts far from their context and applied them to my own purposes.
        

        15. One should note that modern Chinese poetry often does not fit the pattern of modesty seen in classical poetry. “Immodesty” is part of the modernism of Chinese poetry in the twentieth century, which has included experimentation in a number of macropoetic forms, not the least of which is the lyric sequence.

        
            16. Pauline Yu, Imagery, 218.
        

        
            17. Stephen Owen, Traditional Chinese Poetry, 57.
        

        
            18. Stephen Owen, Traditional Chinese Poetry, 60, says, “Reading becomes a process of restoring fullness: the text is a synecdoche for the world (not as substitution, but as diminishment and loss). It leads not to the “other” meaning of metaphorical reading and the fictional text, but to the whole of which we see only a part in the text.”
        

        
            19. Stephen Owen, Traditional Chinese Poetry, 18. Later, Owen re-deploys this term, “of the same kind,” in more mundane terms is his arguments about the manuscript-culture of early Chinese shi poetry, The Making, 16.
        

        
            20. Pauline Yu, Imagery 41–43.
        

        
            21. Stephen Owen, The Making, 92–100.
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            23. Other traditions have created this grandeur in a variety of literary forms. In the Greek-Latin classical world and Europe there were not only such large forms as the epic, drama, and romance, with their accompanying unities of time and place, but also the large visions of devotional and metaphysical verse. Whereas the Japanese also had large narrative forms, the poetic sequence, especially the renga (which I discuss later), was another example of this rise above modesty. The renga was meant to transcend the limitations of the two-verse, thirty-one syllable tanka by creating a continuous poem out of multiple voices, voices that lost their individuality to the communal voice of the poem.
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            25. Earl Miner, Linked Verse, Steven Carter, The Road.
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            27. Earl Miner, Linked Verse, 5.
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        Chapter 2

        Decades in The Book of Songs

        The Book of Songs stands alone at the very beginning of the Chinese poetic tradition.1 Nothing seems to have foreshadowed its coming and nothing seems to account for its lyrical strength when it appeared.2 If the Chinese had claimed a literary muse, they might have attributed this text to divine inspiration, but China’s celebrated humanism is as interwoven with The Book of Songs as it is with more stodgy texts of historical record and ritual prescription. What is special about the Songs is the ringing clarity of the voices captured in the 305 poems that compose the collection. Under the layers of annotation, commentary, and academic obfuscation that have become attached to the Songs over the last two thousand years,3 one can still hear the voices of the hopeful lover, the abandoned woman, the suffering soldier, the boisterous celebrants of the clan feast, and the solemn, awe-filled singer of the ancestral rituals.
        

        
            The Chinese were always well aware of the special, if not divine, nature of The Book of Songs. This regard was not restricted to the haunting quality of individual songs, however. Equally there was an acknowledgment of the sense of order and completeness of the entire text, which suggested an inspired, guiding hand. By the time the text was falling into its normative shape, that hand had been named; it was not divine, but given the Chinese humanistic tradition, it was of analogous importance—the hand of Confucius himself. The Grand Historian Sima Qian (145–90 BCE) wrote the definitive description of Confucius’s contribution to the formation of The Book of Songs:
        

        
            In ancient times there were more than three thousand compositions associated with the Songs. From these Confucius eliminated the duplicates and selected texts that could be used with ritual propriety. The oldest materials deal with the dynastic founders, Xie and Hou Ji; the materials from the middle period describe the glory of the royal dynasties of the Yin and Zhou; and the latest texts deal with the deficiencies of King You and King Li of the Zhou. It began in banquet hall celebrations, therefore it is said “The pattern in the ‘Ospreys Call’ (no. 1) forms the beginning of the Airs section; ‘Deer Call’ (no. 161) is the beginning of the Minor Odes; ‘King Wen’ (no. 235) is the beginning of the Major Odes; and the ‘The Pristine Temple’ (no. 266) is the beginning of the Hymns.”
        

        
            Confucius put all three hundred and five of these compositions to the music of strings and voice, and in doing so sought to fit them to the sounds of the Shao, Wu, Ya and Song. From this, the ritual music can be learned and performed; with this the kingly virtue is complete and the six arts are formed.4
        

        
            This passage raises many issues related to study of The Book of Songs, but for our purposes it serves as testimony that at least by the second century BCE the Songs was seen as a text intentionally constructed and named as a whole (whether or not one wants to attribute that work to Confucius or not). Stephen Owen has affirmed that aggregate shape when he said, “the anthology constitutes a whole without possessing any simple unity.”5
        

        Furthermore, I argue that this “wholeness without simple unity” might also be applied to the constituent parts of the collection: first, the four general divisions named by Sima Qian and then their subsections. In those subsets of poems we approach the earliest version of a macropoetic shape that can be identified, if somewhat tentatively, as a Chinese lyric sequence. In understanding and describing those sequences, I am here particularly interested in the way readers, both traditional and modern, have sought to construct that wholeness out of the complexity of individual texts. In those readings one finds testimony of the sets’ power to call on the reader to find something in them more than a random collection of poems, something that suggests an emerging, but still integral, wholeness. From this early moment in Chinese literary history, the interpellation of the Chinese lyric sequence will grow and diversify over the centuries.

        The Collection 

        
            First let us consider the collection “as a whole.” During the Han Dynasty there were four competing versions of the Songs, but available evidence indicates that these versions did not differ substantially in composition, only in interpretive strategies.6 The version to emerge and remain central to the Chinese literary tradition and political life from the Han Dynasty onwards was the Mao text, which embodied the tradition of annotation and allegoresis that is common in conservative Confucian scholarship.7 That version has, and presumably the others had, the quadpartite structure mentioned earlier, a structure that is essential to the way the Songs have been viewed throughout the centuries.
        

        
            The Mao text gathers 305 poems into four sections: the Airs (Feng), the Minor Odes (Xiaoya), the Major Odes (Daya), and the Hymns (Song).8 There has been a great deal of discussion of these terms, but suffice it to say that they are generally considered to be genre types and the texts collected under each do share general characteristics, especially distinguishable at the farthest ends of the spectrum.9 There is also general agreement for the dating of the poems from the earliest Hymns (ca. 1000 BCE) to the latest Airs (ca. 600 BCE).10
        

        
            This grouping of like poems is articulated further in the Airs, which are subdivided into fifteen sections based primarily on geo-political regions—eleven are named for the various vassal states of the Zhou monarchy, whereas four are associated with the royal house itself. There is compelling evidence that attests to the existence of those subdivisions (but with no certainty of their contents) as early as the fourth century BCE (reporting on events of the sixth century). According to the Zuo zhuan, Ducal Son Zha of the southern state of Wu paid a visit to Confucius’ home state of Lu in 543 BCE (when Confucius would have been eight years old). During that visit Zha asked if he might observe a performance of the “Zhou music,” which was said to have been best preserved in the state of Lu. During the performance Zha offered his comment and criticism on each section. Those comments name the subsections of the Airs in number and order very close to the current ones, followed by comments on the Minor and Major Odes, and on the Hymns, also in that order.11 Zha’s brief comments seem to be mostly related to the music of Songs rather than to texts, as would be expected given the primacy of music in the gestalt of performance of that early time.12 Occasionally his comments do seem to include reference to the song-texts as well but not with the specificity seen elsewhere in the Zuo zhuan. Nonetheless, the grouping of songs according to these divisions was an early (if not original) association of the anthology. Unfortunately for us (and for all readers after the Zhou) those groupings exist only in their textual form; the music and performance environments having been lost long ago.
        

        
            The assumed intentional construction of the Airs subsets is also affirmed when one looks more closely at their individual configuration and size. Although there is no sense that numbers control the shape of the sets, there is a general pattern toward uniformity. The ten-song group is the most common (5 examples), also with a set of 11 and one of 12; two sets might be seen as near “double” of this pattern (one with 19 poems, the other with 21); the remainder deviate more but not radically (two of 4 poems, two of 7, and one of 14). Although these are obviously not by programmatic numbers, there is here in the earliest strata of Chinese poetry what appears to be conscious, intentional clustering of poems—that there is a tendency toward ten is of course not coincidental.13
        

        
            But does this assumed intentionality extend to the actual structure of a given set? Although there is clearly no internal architecture to these sets, one might sense general thematic continuity and “amplitude” that emerge from the grouping and contribute to the reading of individual poems in the group, and there are occasionally linked sub-clusters of poems within the set. Simple frequency counts reveal some of this linkage and amplitude: for example, of the thirteen poems where the term Wen wang (King Wen) appears, six are in the “King Wen Decade” of the Major Odes (nos. 235–244), while another six are in the “Zhou Hymns” (nos. 266–295); likewise, the Minor Odes, which are noted for their songs of feasting, have a concentration of poems that refer to ale (jiu)—fifty-two percent of the entire collection. In the Airs we often find language that identifies the poems with certain geographical regions (such as the names of rivers) and draws them together as a group. Although none of that implies a unified structure, there is an appeal to some sense of shared identity.14 William Nienhauser tentatively suggests that “reading one poem in the context of another, often contiguous text proves useful.”15 And this has led Chen Zhi and Nicholas M. Williams to suggest that the opening five poems of the Daya could be read as a musical suite, akin to a sonata.16 Pauline Yu is even more positive in this search of unity, noting that some sets have “a topical or quasi-narrative structure,” others “trace a rough chronology,” and others even offer a “narrative sequence [that] comes close to creating the functional equivalent of the epic in the West.”17 This suggests that there are some conventional groupings strong enough to infer an overall design. The set of “Zhou Hymns,” for example, stand apart from rest of the text and might allow us to posit a very early example of the Chinese lyric sequence with a tentative wholeness.
        

        The Pristine Temple Decade 

        
            Given the acknowledged antiquity of the “Zhou Hymns” (poems no. 266–296), along with the conventional wisdom that the Zhou dynasty gave essential definition to what it meant to be “Chinese,” this set of thirty-one poems has often drawn the attention of readers.18 In the twentieth century a group of Chinese scholars have scrutinized the set as a repository of ancient ritual programs. The early work of Wang Guowei (1877–1927) and Fu Sinian (1896–1950) has recently been reprised and extended by C. H. Wang and Edward Shaughnessy.19 The early studies, particularly that by Fu Sinian, argued that there were sub-clusters embedded in the “Zhou Hymns” that had accompanied ritual programs, and, with close attention to the dramatic details of the texts, these programs could be retroactively isolated.20 Shaughnessy correlates two of those sets with descriptions of actual rituals in other early, primarily prose texts. In doing so he argues for a “thematic progression of the song suite” that one could fully understand only by placing the poems within a narrative that describes their ritual context.21 C. H. Wang’s essay, on the other hand, builds on the speculations of Fu Sinian and Wang Guowei to elaborate a structure for the entire thirty-one poem set. He argues that the “thirty-one hymns hold together with some detectible common themes and stylistic features” and that the set “possesses a grand style and is thematically unique.”22
        

        
            C. H. Wang argues for three interlocking and unifying themes in the “Zhou Hymns”—the Early Kings, Solidification, and Agriculture. To establish those three themes, he ranges throughout the thirty-one poems and reconstructs subsets of poems. For example, in his consideration of “Agriculture” he adds four new poems to the three poems suggested by Fu Sinian, creating an expanded “Dance of Agriculture” sequence—nos. 275, 276, 277, 290, 291, 279, 292. His other two thematic groups are similar in their construction, including a drive to present the poems in their “proper” order. Here and elsewhere Wang often speaks of beginning, progress, and climax—at one point even arguing that his “Early Kings” set is an “epical progress that reaches a climax in the phenomenal military adventures [of King Wu].”23 Clearly these reconstructions reveal an underlying assumption of a narrative structure that Wang seeks to recover from the text. In part this is because Wang’s structures are generated by a drive for narrativity, which in the context of Chinese literature and criticism is primarily a twentieth-century concern. It is easy to see the shadow of Homer falling over such readings of the “Zhou Hymns,” suggesting that Wang, not Confucius, is the agent of the sequence.
        

        
            Needless to say, the assumption of an inherent, to say nothing of intentional, structure within a set of poems as old as the “Zhou Hymns” is problematic; if Wang’s sequence of poems are reader-generated, so is any sequence. But if one allows the poems to remain as they are found in collection, to read them as they are “enumerated,” resisting the temptation to extract and rearrange them into a new structure, one can perhaps find a “wholeness” of the group that would have been available to the traditional reader, if not actually the intent of the editor. For example, let us consider the first decade of the “Zhou Hymns,” which Shaughnessy has also discussed.24
        

        The Pristine Temple Decade25 清廟之什
        

        266. The Pristine Temple 清廟

        
            Yes, serene and pristine the temple,
            

            Solemn and reverent, the brilliant aides,
            

            Well-ordered are the many officers
            

            Carrying out the virtue of Wen.
            

            A response is proclaimed in heaven, (5)
            

            Swiftly they pass through the temple.
            

            Such brilliance, such continuity,
            

            With no distain for these people.
        

        
            Title/line 1: The Pristine Temple (qing miao) was the ancestral temple of the Zhou royal family.
        

        Line 6: It is unclear who or what pass through the temple, some say it refers to the participants in the ritual, others say it is the spirits of the ancestors worshipped. 

        於穆清廟、肅雝顯相。濟濟多士、秉文之德。對越在天、駿奔走在廟。不顯不承、無射於人斯。

        267. See How the Mandate of Heaven 維天之命

        
            See how the mandate of heaven
            

            Is so serene and without end.
            

            Yes, so very brilliant
            

            Is the purity of King Wen’s virtue.
            

            His fortune is with us fully, (5)
            

            And it we do so receive.
            

            This benevolence is from King Wen,
            

            And his progeny do revere him.
        

        Line 4: King Wen was the designated founder of the Zhou dynasty, although he died before his son, King Wu, defeated the Shang.

        維天之命、於穆不已。於乎不顯、文王之德之純。假以溢我、我其收之。駿惠我文王、曾孫篤之。

        268. See How Clear 維清

        
            See how clear and luminous
            

            Are the judgments of King Wen.
            

            Begun with sacrifice,
            

            And thus ending in success.
            

            These are the omens of Zhou.
        

        維清緝熙、文王之典。肇禋、迄用有成、維周之禎。

        269. Ardent and Refined 烈文

        
            Ardent and refined, the ruling lords,
            

            Conferred with these blessings and fortunes,
            

            Favor us without bounds.
            

            Sons and grandsons will preserve him.
            

            Make no great trespass in your state (5)
            

            And the Kings will revere it.
            

            Recalling these great deeds,
            

            Carry onward to glorify him.
            

            Oh, powerful is this person,
            

            The four quarters will bring support. (10)
            

            Very brilliant is his virtue,
            

            The hundred rulers will model him.
            

            So it is, the former kings shall not be forgotten.
        

        烈文辟公、錫茲祉福。惠我無疆、子孫保之。無封靡于爾邦、維王其崇之。念茲戎功、繼序其皇之。無競維人、四方其訓之。不顯維德、百辟其刑之。於乎前王不忘。

        270. Heaven Created 天作

        
            Heaven created the high mountain,
            

            King Tai took it under his control.
            

            He created it,
            

            King Wen sustained it.
            

            They all went to Qi, (5)
            

            For there was an easy road.
            

            Sons and grandsons protect it.
        

        Line 2: King Tai, also known as Danfu, was grandfather of King Wen, and brought the Zhou people to their homeland near Mount Qi (line 5).

        天作高山、大王荒之。彼作矣、文王康之。彼徂矣岐、有夷之行、子孫保之。

        271. Lofty Heaven Has a Perfect Mandate 昊天有成命

        
            Lofty heaven has a perfect mandate,
            

            And the two lords received it.
            

            King Cheng dared not be at ease,
            

            Day and night he set commands wide and fixed.
            

            Oh, luminous, (5)
            

            Stalwart his heart.
            

            Indeed did he bring them to peace.
        

        Line 3: King Cheng was son of King Wu, grandson of King Wen.

        昊天有成命、二后受之。成王不敢康、夙夜基命宥密。於緝熙、單厥心。肆其靖之。

        272. We Bestow 我將

        
            We bestow, we present,
            

            Here sheep, here oxen,
            

            Please, heaven, do support them.
            

            In bearing, rule, and model: the judgements of King Wen
            

            Daily quell the four quarters. (5)
            

            Yes, grand is King Wen,
            

            Having supported and feted them.
            

            Day and night we do
            

            Hold in awe the power of heaven,
            

            And hereby protect it. (10)
        

        我將我享、維羊維牛、維天其右之。儀式刑文王之典、日靖四方。伊嘏文王、既右享之。我其夙夜、畏天之威、于時保之。

        273. Now He Journeys 時邁

        
            Now he journeys through his states,
            

            As lofty heaven has made him its son.
            

            Indeed it supports and orders the Zhou.
            

            Come see how he moves them,
            

            None are not moved or awed. (5)
            

            He approaches, appeasing the hundred spirits,
            

            Reaching to the River and towering peak.
            

            Indeed the King is lord,
            

            Bright and radiant is the Zhou.
            

            So ordered are their stations. (10)
            

            Then storing the shields and halberds,
            

            Then sheathing the bows and arrows.
            

            We seek lauded virtue,
            

            To be promoted in the Realm.
            

            Truly the King safeguards it. (15)
        

        Line 14: Xia (Realm), an early name for the entire kingdom, sometimes translated “China.”

        時邁其邦、昊天其子之。實右序有周。薄言震之、莫不震疊。懷柔百神、及河喬嶽。允王維后。明昭有周、式序在位。載戢干戈、載櫜弓矢。我求懿德、肆于時夏。允王保之。

        274. Controlling the Powerful 執競

        
            Subduing his rival was King Wu,
            

            And without rival in his ardor.
            

            Very brilliant were Cheng and Kang.
            

            God-on-high found them august.
            

            From the time of Cheng and Kang, (5)
            

            Extending over the four quarters,
            

            Fair and far was their brightness.
            

            Bells and drums ring and resound,
            

            Stones and flutes chime and trill,
            

            Fortunes rain down full and flourishing, (10)
            

            Fortunes rain down many and much
            

            With awesome bearing, cautious and careful,
            

            They are now drunk, now sated,
            

            Fortunes and riches come in reply.
        

        Lines 1, 3: King Wu, son of King Wen was conqueror of Shang; King Kang was son of King Cheng, grandson of King Wu.

        執競武王、無競維烈。不顯成康、上帝是皇。自彼成康、奄有四方、斤斤其明。鐘鼓喤喤、磬筦將將、降福穰穰。降福簡簡、威儀反反。既醉既飽、福祿來反。

        275. So Cultured 思文

        
            See how Lord Millet is so cultured,
            

            A worthy companion of heaven.
            

            In producing grain for all our people,
            

            None do not see this as your best.
            

            Bestowing on us wheat and barley, (5)
            

            God mandated this spread of sustenance.
            

            Nothing compares to the extent of your work,
            

            It spreads throughout the Realm.
        

        Line 1: Lord Millet (Hou Ji ) is the earliest, semi-divine ancestor of Zhou people, associated with the advent of agriculture in China.

        Line 8: Xia (Realm) refers to the ruled world, sometimes translated as “China.” 

        思文后稷、克配彼天、立我烝民、莫匪爾極。貽我來牟、帝命率育。無比疆爾界、陳常于時夏。

        
            Although one would be hard put to suggest a clear internal architecture to this set of poems as we now find it—such as a progression, frame, or dialog—it is obvious, even in translation, that the poems are generally “of a kind,” in both tone and structure. The poems are solemn, awe-filled praises of, and prayers to the Zhou founding kings; they are relatively short and prosodically similar, with enough shared language to suggest kinship. Martin Kern writes that some poems of this set of hymns “are closely interrelated: they share entire lines and even couplets with one another but not with other poems, marking them as a single larger unit.”26 Most importantly, this tone and structure is accumulative through the set, creating amplitude in the replication of themes and forms. The earliest hermeneutical level of the text, the Mao-Zheng commentaries, affirms this sense of wholeness by bringing almost every poem back into the aura of the virtue (de) of King Wen and his royal consort. The Mao Preface to the first poem (266) says:
        

        “The Pristine Temple” is a sacrifice to King Wen. After the Duke of Zhou finished building Luo City, he held court with the feudal lords, leading them with this in sacrifice to King Wen.

        To which Zheng Xuan elaborates:

        
            The pristine temple is a grand hall where they pray to one who has pristine and bright virtue; this refers to prayers for King Wen. In heavenly virtue, pristine and bright, is the image of King Wen, thus they pray to him, singing this poem. This describes the appearance of the temple. The spirit of the deceased can in no way be seen, but based on his residence while he was alive, they erect a grand hall for him to resemble its appearance. The building of Luo city took five years’ time.27
        

        
            The official commentaries of Kong Yingda and Zhu Xi follow suit. Furthermore, Bruce Rusk has pointed out that this type of ritual sequence, especially those associated with the Zhou royal house, provided material, both linguistic and structural, for later ritual sequences of imperial dynastic houses.28 (We will consider a Tang example of those in chapter 7.)
        

        Other ways to quantify the evidence of that amplitude would be to revisit Arthur Waley’s radical reformation (one must say re-reading) of the anthology into his own thematic categories, or to look more closely at C. H. Wang’s analysis of the “Zhou Hymns,” or note Edward Shaughnessy’s attention to the first decade of those hymns.

        
            In his restructuring of the Songs, Waley assigned nine out of the ten poems from the “Pristine Temple Decade” to his “Dynastic Song” group. The results are similar if one looks at the “Zhou Hymns” at large: seventy percent of the poems (22 of 31) are in Waley’s “Dynastic Song” category; and conversely, nearly ninety percent of that category (21 of 24) is composed of “Zhou Hymns.” This is the highest correspondence between the grouping of poems in the original text and Waley’s reconstruction, attesting obliquely to the integrity of the set.
        

        C. H. Wang’s analysis offers similar testimony; this is especially seen at the decade level in his discussion of the “Early King” theme: 

        
            The heroes extolled are King Wen and King Wu in particular, and there are fourteen poems [of the 31] specifically in praise of their virtuous deeds climaxing with the conquest of the Shang in 1111 B.C. It is a tortuous way because the fourteen poems divided into three categories involve a drastic conflict in the concept of heroism….These poems are: first, 266, 267, 268, 270, 272, and 282 which concentrate on the virtue of the Zhou exemplified in the meekness of King Wen; second, poems 271, 285, 293, 294, 295, and 296 which offer another dimension of the virtue exemplified by the rage of King Wu; and third, the poems 273 and 274 which confirm the virtue of King Wen in repudiating the rage in order to define cultural heroism.29
        

        The correspondence between the three traditionally delineated decades of the “Zhou Hymns” and Wang’s categories is clear. This is especially so with the correspondence between our “Pristine Temple Decade” and Wang’s first grouping, his King Wen poems. Not only do five of his six poems come from that decade, but so do the two in the third category (which are also essentially King Wen poems), accounting for seventy percent of the decade. Likewise, of the six poems Wang identifies with King Wu (group two), four are from the third decade. This also argues for the basic integrity of the decades.

        
            Edward Shaughnessy argues even further that “Pristine Temple” has a special identity that separates it from the rest of the “Zhou Hymns.” In terms of specific language use, rhetorical patterns, prosody, and point of view, he sees in nine of these ten poems evidence of the earliest form of a performance environment of the Songs in which the liturgical prayers were chanted by those performing the rites.30 He argues that this environment changes radically around the end of the 10th century BCE when the performance of the rites became “professionalized” and the participants were transformed into an audience of the spectacle. In support of this, Shaughnessy offers archeological evidence of a new style of ritual bronze ware of the time that suggests that it was constructed to be viewed rather than handled. He believes an analogous change can be seen in poetry. Thus, later poems (including no. 274 of this decade) were not part of the ritual performance but rather descriptions of it, which led to an increasing separation of poem and performance.
        

        
            If there is general identity and integrity of the decade, what about internal composition or order? Here we are on much shakier ground. If one plots the internal shape of the first decade using C. H. Wang’s tripartite analysis of his “Early Kings” theme (Wen’s meekness, Wu’s rage, and the final affirmation of Wen’s virtue), the first thing one notices is that although the virtue of King Wen is highly represented, all three aspects are present in the decade. Moreover, there is a general but not linear progression toward the reaffirmation of King Wen. That progression is interrupted, however, by the bipolar play of the wen and wu (civil and martial) virtues. What if one looks further to Wang’s other thematic groups—Solidification and Agriculture? There again, they are both in play within the first decade (no. 269 and no. 275, respectively), further complicating any linear shape. Thus, using Wang’s categories and themes, one can perhaps argue that the “Pristine Temple Decade” represents a sense of wholeness with a larger interplay of culturally defining elements. There is even a suggestion of closure to the cluster of ten poems: the reaffirmation of King Wen in poems 273 and 274 and the summary of early kings in the penultimate poem lead to the final poem with its theme of agriculture that predominates the second decade. In the complex configuration of the decade, I believe we can view the nascence of the enumeration (fu) of evocative elements (xing), which is central to the Chinese lyric sequence and gives us, to use Stephen Owen’s terms, “a different vision of wholeness.”31
        

        Airs of Zheng

        
            Having argued for the identity of the “Zhou Hymns,” the oldest texts in the Book of Songs, one might wonder whether similar identities are found in other parts of the collection, especially in the sets of Airs of the various feudal states, which are the latest and best known poems in the Songs. In fact, although the 160 Airs as a group tend to distinguish themselves from the other parts of the Songs, it is often difficult to distinguish between the Airs clusters. There are exceptions, however, and the infamous double decade of the “Airs of Zheng” is the best known example of a cluster with distinguishing features.
        

        
            “Airs of Zheng” have been maligned for millennia, beginning with Duke Zha’s comment during his 543 BCE audience. After hearing the singing (ge) of Zheng music, he said, “Beautiful Indeed. The fine points (xi) are extreme, and the people will not be able to bear it. This must be the one that will perish first.”32 This comment must have been primarily a criticism of the Zheng music (i.e., instrumentation), but it leads eventually to a tradition that disparages the content of the songs as well. In other words, it quickly becomes conventional thinking that this group of poems is held together by its decadent content as well as by its (now lost) extreme music.
        

        
            According to the Analects, Confucius himself also contributed to this criticism with his famous comments, “The tunes of Zheng are licentious” and “I hate to see the tunes of Zheng corrupting Court music.”33 Confucius was also talking about the tunes (sheng) of the “Airs of Zheng,” but it is exactly the terms he used, “excessive/licentious” (yin)34 and “corrupting/disorder” (luan) that have come to be used repeatedly to characterize the set of poems long after the music was lost. In fact, the very term “Zheng sheng” becomes a metonymy for licentiousness.35 For example, when in 7 BCE Emperor Ai of the Han Dynasty wanted to dissolve the Music Bureau he found an easy excuse and ready language: he said, “The music of the state of Zheng was licentious (yin) and disordered (luan), thus the sage kings shunned it. I shall therefore abolish the Music Bureau.”36 Eleven centuries later the arch neo-Confucianist Wang Bo (1197–1274) combed the Airs for licentious poems (yin shi); of the thirty-one he deemed offensive enough to be excised from the collection, thirteen (forty percent) were from the “Airs of Zheng.” By Wang’s time yin shi had become nearly a subgenre of poetry with the “Airs of Zheng” always the first in any list.37
        

        Certain poems in the “Airs of Zheng” are extremely well known and the subject of extended comment and discussion (particularly no. 76), but these poems are discussed almost always singularly, extracted from the set. What I propose we do here is consider the entire set together to see what this legacy of “licentiousness” has yielded, and to see how it contributes to the identity of the group as a whole.

        Airs of Zheng38
        

        75. Your Black Silk Jacket 緇衣

        
            Your black silk jacket is so fitting,
            

            When worn out, I will sew you a new one.
            

            Off you go to the office.
            

            Returning, I will offer you a fresh one.
        

        
            Your black silk jacket is so fine, (5)
            

            When worn out, I will make you a new one.
            

            Off you go to the office,
            

            Returning, I will offer you a fresh one.
        

        
            Your black silk jacket is so broad,
            

            When worn out, I will fashion you a new one. (10)
            

            Off you go to the office,
            

            Returning, I will offer you a fresh one.
        

        緇衣之宜兮、敝、予又改為兮。適子之館兮、還、予授子之粲兮。緇衣之好兮、敝、予又改造兮。適子之館兮、還、予授子之粲兮。緇衣之蓆兮、敝、予又改作兮。適子之館兮、還、予授子之粲兮。

        76. Please, Zhongzi, Please 將仲子

        
            Please, Zhongzi, please,
            

            Don’t come into our village,
            

            Don’t break down our willow trees.
            

            How could I care about them?
            

            It is my parents whom I fear. (5)
            

            You are indeed endearing,
            

            But the talk of parents,
            

            Is also something to be feared.
        

        
            Please, Zhongzi, please,
            

            Don’t climb over our wall, (10)
            

            Don’t break down our mulberry trees.
            

            How could I care about them?
            

            It is my brothers that I fear.
            

            You are indeed endearing,
            

            But the talk of brothers (15)
            

            Is also something to be feared.
        

        
            Please, Zhongzi, please,
            

            Don’t climb into our garden,
            

            Don’t breakdown the sandalwood trees.
            

            How could I care about them? (20)
            

            It is the gossip of others that I fear.
            

            You are indeed endearing,
            

            But the gossip of others
            

            Is also something to be feared.
        

        Note: The walls and trees map movement progressively closer to the woman’s home.

        將仲子兮、無踰我里、無折我樹杞。豈敢愛之、畏我父母。仲可懷也、父母之言、亦可畏也。將仲子兮、無踰我墻、無折我樹桑。豈敢愛之、畏我諸兄。仲可懷也、諸兄之言、亦可畏也。將仲子兮、無踰我園、無折我樹檀。豈敢愛之、畏人之多言。仲可懷也、人之多言、亦可畏也。

        77. Shu Has Gone Afield 叔于田

        
            Shu has gone afield,
            

            And no one is home in our lane.
            

            How could there be no one home?
            

            There is just none like Shu,
            

            So fine and kind is he. (5)
        

        
            Shu has gone ahunting,
            

            There is no ale to drink in the lane.
            

            How could there be no ale to drink?
            

            There is just none like Shu,
            

            So fine and good is he. (10)
        

        
            Shu has taken to the wilds,
            

            There is no one driving horses in the lane.
            

            How could there be no one driving horses?
            

            There is just none like Shu,
            

            So fine and brave is he. (15)
        

        Note: Shu in this and the next poem is said to be Shu Duan (aka, Tai Shu Duan), younger brother of Duke Zhuang. His story (see note 39) is one of the most famous of the time. 

        叔于田、巷無居人。豈無居人、不如叔也、洵美且仁。叔于狩、巷無飲酒。豈無飲酒、不如叔也、洵美且好。叔適野、巷無服馬。豈無服馬、不如叔也、洵美且武。

        78. Shu Has Gone Afield, II 大叔于田

        
            Shu has gone afield,
            

            Driving his team of four,
            

            He holds fast their reins,
            

            So the two flanking horses dance.
            

            Shu is in the lowlands, (5)
            

            The fire rises all around.
            

            Bare armed he wrestles the tiger
            

            To present to at the ducal estate.
            

            Please Shu, don’t be lax,
            

            Watch that it not harm you. (10)
        

        
            Shu has gone afield,
            

            Driving his team of bays,
            

            The center two hold high their heads,
            

            The flanking two sweep along like geese.
            

            Shu is in the lowlands, (15)
            

            The fire flutters all around.
            

            Shu is such a skilled archer,
            

            And such a fine driver too.
            

            Now he pulls them up so,
            

            Now he sends them running so. (20)
        

        
            Shu has gone afield,
            

            Driving his team of dapple grays,
            

            The center two are head to head,
            

            The flanking pair are like two hands.
            

            Shu is in the lowlands, (25)
            

            The fire explodes all around.
            

            Shu’s horses are slowing down,
            

            Shu’s shots are fewer too,
            

            Now he opens the quiver,
            

            Now he stores the bow. (30)
        

        
            Title: The inclusion of da (big) in the title “Da Shu Yu Tian” is often understood as “Shu Has Gone Afield: The Longer Version.” Yet, Shu (which literally means younger brother) was also known as Da/Tai Shu, “eldest younger brother” of Duke Zhuang.
        

        Note: the fire mentioned in lines 6, 16, 26 refers to the fire set by the hunters to drive prey into range of the archers.

        叔于田、乘乘馬、執轡如組、兩驂如舞。叔在藪、火烈具舉。襢裼暴虎、獻于公所。將叔無狃、戒其傷女。叔于田、乘乘黃、兩服上襄、兩驂雁行。叔在藪、火烈具揚。叔善射忌、又良御忌、抑磬控忌、抑縱送忌。叔于田、乘乘鴇、兩服齊首、兩驂如手。叔在藪、火烈具阜。叔馬慢忌、叔發罕忌、抑釋掤忌、抑鬯弓忌。

        79. Men of Qing 清人

        
            The men of Qing are in Peng,
            

            With barding solid and strong,|
            

            And two lances fully decorated,
            

            North of the River they drift.
        

        
            The men of Qing are in Xiao, (5)
            

            With barding ready for war,
            

            And two lances with full plumage,
            

            North of the river they ramble.
        

        
            The men of Qing are in Zhou,
            

            With barding well-formed and fitting, (10)
            

            Turning to the left, striking to the right,
            

            The army is in good shape.
        

        Lines 1, 5, 9: Qing is a city in the state of Zheng, whereas Peng, Xiao and Zhou are north of the Yellow River in the neighboring state of Wei. Traditionally this is said to describe an incursion in 662 BCE.

        清人在彭、駟介旁旁、二矛重英、河上乎翱翔。清人在消、駟介麃麃、二矛重喬、河上乎逍遙。清人在軸、駟介陶陶、左旋右抽、中軍作好。

        80. Fleece Garment 羔裘

        
            Fleece garment soft and smooth,
            

            It is truly right and fine.
            

            You of all the others
            

            Risks his life without hesitation.
        

        
            Fleece garment trimmed with leopard, (5)
            

            It is bold and full of power.
            

            You of all the others
            

            Is director of the state.
        

        
            Fleece garment so warm,
            

            With three stripes glowing so. (10)
            

            You of all the others
            

            Is such a model for the state.
        

        羔裘如濡、洵直且侯。彼其之子、舍命不渝。羔裘豹飾、孔武有力。彼其之子、邦之司直。羔裘晏兮、三英粲兮。彼其之子、邦之彥兮。

        81. Along the Highroad 遵大路

        
            If along the highroad
            

            I happen to grab hold your sleeve,
            

            Don’t hold it against me,
            

            One does not forsake old friends.
        

        
            If along the highroad, (5)
            

            I happen to grab hold your hand,
            

            Don’t take offence with me,
            

            One does not forsake loved-ones.
        

        遵大路兮、摻執子之怯兮。無我惡兮、不寁故也。遵大路兮、摻執子之手兮。無我醜兮、不寁好也。

        82. The Woman Says 女曰雞鳴

        
            The woman says, “The rooster crows”
            

            The man says, “But it is not yet dawn.”
            

            “Get up and look at the night sky,
            

            Only the brightest stars still shine.”
            

            “I will go roving, go roaming, (5)
            

            Shooting ducks and geese too.”
        

        
            “Shoot, then bring them here,
            

            And for you I will prepare them.
            

            Prepare them, and with wine to drink,
            

            I will grow old with you.” (10)
            

            Lute and zither in harmony
            

            Nothing not in sweet accord.
        

        
            “Knowing that you will come,
            

            Sash jewels, I will bestow.
            

            Knowing that you will follow, (15)
            

            Sash jewels, I will present.
            

            Knowing of your love,
            

            With sash jewels, I will requite.”
        

        女曰雞鳴、士曰昧旦。子興視夜、明星有爛。將翱將翔、弋鳧與雁。弋言加之、與子宜之。宜言飲酒、與子偕老。琴瑟在御、莫不靜好。知子之來之、雜佩以贈之。知子之順之、雜佩以問之。知子之好之、雜佩以報之。

        83. A Woman Shares the Carriage 有女同車

        
            A woman shares the carriage,
            

            Her complexion soft and pink.
            

            To go roving, go roaming,
            

            With sash gems of jasper.
            

            That beautiful eldest Jiang girl (5)
            

            Is truly beautiful and elegant.
        

        
            A woman shares the road,
            

            Her complexion soft and rosy.
            

            To go roving, go roaming,
            

            With sash gems jangling. (10)
            

            That beautiful eldest Jiang girl,
            

            Her reputation never forgotten.
        

        有女同車、顏如舜華。將翱將翔、佩玉瓊琚。彼美孟姜、洵美且都。有女同行、顏如舜英。將翱將翔、佩玉將將。彼美孟姜、德音不忘。

        84. In the Mountains Are Broad-Branched Trees 山有扶蘇

        
            In the mountains are broad-branched trees,
            

            In the swampland are lotus blossoms.
            

            I don’t see my good Zidu,
            

            But only that crazy one.
        

        
            In the mountains are towering pines, (5)
            

            In the marshland are flowing reeds.
            

            I don’t see my good Zichong,
            

            But only that sneaky boy.
        

        山有扶蘇、隰有荷華。不見子都、乃見狂且。山有橋松、隰有游龍。不見子充、乃見狡童。

        85. Dry and Fallen Leaves 蘀兮

        
            Oh, dry and fallen leaves,
            

            The wind blows you about.
            

            Oh, father’s brothers both,
            

            I sing to you in rejoinder.
        

        
            Oh, dry, fallen leaves, (5)
            

            The wind lifts you up.
            

            Oh, father’s brothers both,
            

            I sing to you an invitation.
        

        蘀兮蘀兮、風其吹女。叔兮伯兮、倡予和女。蘀兮蘀兮、風其漂女。叔兮伯兮、倡予要女。

        86. Sneaky Boy 狡童

        
            Oh, that sneaky boy
            

            Will not talk to me.
            

            You are the reason
            

            That I am unable to eat a thing.
        

        
            Oh that sneaky boy (5)
            

            Will not dine with me.
            

            You are the reason,
            

            That I am unable to get any rest.
        

        彼狡童兮、不與我言兮。維子之故、使我不能餐兮。彼狡童兮、不與我食兮。維子之故、使我不能息兮。

        87. Lift Your Hem 褰裳

        
            If you love and care for me,
            

            Lift your hem and wade the Zhen.
            

            If you don’t care for me,
            

            How could there not be others?
            

            Oh, you craziest of crazy boys. (5)
        

        
            If you love and care for me,
            

            Lift your hem and wade the Wei.
            

            If you don’t care for me,
            

            How could there not be others?
            

            Oh, you craziest of crazy boys. (10)
        

        子惠思我、褰裳涉溱。子不我思、豈無他人。狂童之狂也且。子惠思我、褰裳涉洧。子不我思、豈無他士。狂童之狂也且。

        88. Handsome 丰

        
            Oh, you were so handsome,
            

            Waiting for me at the door.
            

            I am sorry I was not sent to you.
        

        
            Oh, you were so stalwart,
            

            Waiting for me in the hall. (5)
            

            I am sorry I was not presented to you.
        

        
            Wearing a brocade blouse and jacket,
            

            Donning a brocade skirt and smock.
            

            My father’s brothers both
            

            Will drive me on my way to you. (10)
        

        
            Donning a brocade skirt and smock,
            

            Wearing a brocade blouse and jacket.
            

            My father’s brothers both
            

            Will drive me there to my new home.
        

        子之丰兮、俟我乎巷兮。悔予不送兮。子之昌兮、俟我乎堂兮。悔予不將兮。衣錦褧衣、裳錦褧裳。叔兮伯兮、駕予與行。裳錦褧裳、衣錦褧衣。叔兮伯兮、駕予與歸。

        89. The Clearing at East Gate 東門之墠

        
            The clearing at East Gate,
            

            Has madder on its slopes.
            

            His house is nearby,
            

            But he is far far away.
        

        
            In the chestnut trees at East Gate, (5)
            

            The home of a fine family.
            

            How could I not miss you?
            

            But you do not come my way.
        

        東門之墠、茹藘在阪。其室則邇、其人甚遠。東門之栗、有踐家室。豈不爾思、子不我即。

        90. Wind and Rain 風雨

        
            Wind and rain, chilly and cold,
            

            The rooster crows and crows,
            

            I have now seen my gentleman,
            

            Oh, why then am I not at peace?
        

        
            Wind and rain howls and pounds, (5)
            

            The rooster calls and calls.
            

            I have now seen my gentleman,
            

            Oh, why then am I not improved?
        

        
            Wind and rain darken the sky,
            

            The rooster sounds without end. (10)
            

            I have now seen my gentleman,
            

            Oh, why then am I not happy?
        

        風雨淒淒、雞鳴喈喈。既見君子、云胡不夷。風雨瀟瀟、雞鳴膠膠。既見君子、云胡不瘳。風雨如晦、雞鳴不已。既見君子、云胡不喜。

        91. Your Lapels 子衿

        
            Dark dark blue are your lapels,
            

            So much longing in my heart.
            

            Even if I can’t go see you,
            

            How could you not send word?
        

        
            Dark dark blue is your sash, (5)
            

            So much longing in my thoughts.
            

            Even if I can’t go see you,
            

            How could you not come here?
        

        
            Back and forth, and back again
            

            In the tower on the wall. (10)
            

            One day not seeing you
            

            Is like three-months long.
        

        
            青青子衿、悠悠我心。縱我不往、子寧不嗣音。青青子佩、悠悠我思。縱我不往、子寧不來。挑兮達兮、在城闕兮。一日不見、如三月兮。
            

                .
        

        92. Even Rising Waters 揚之水

        
            Even rising water
            

            Will not float bundled brush.
            

            Seldom seen are my brothers,
            

            Now it’s just you and me.
            

            Don’t trust what others have to say (5)
            

            They will certainly deceive.
        

        
            Even rising water
            

            Will not float bundled wood.
            

            Seldom seen are my brothers,
            

            Now it’s just now the two of us. (10)
            

            Don’t trust what others have to say,
            

            They will certainly deceive.
        

        揚之水、不流束楚。終鮮兄弟、維予與女。無信人之言、人實迋女。揚之水、不流束薪。終鮮兄弟、維予二人。無信人之言、人實不信。

        93. Going Out East Gate 出其東門

        
            Going out East Gate,
            

            Women there are like clouds.
            

            Although they are like clouds,
            

            The one I miss is not among them.
            

            With plain white blouse and grass-green scarf, (5)
            

            I would have her pleasure for a while.
        

        
            Going out of the outer gate,
            

            Women there are like rushes.
            

            Although they are like rushes,
            

            The one I miss is not about. (10)
            

            With plain white blouse and madder scarf,
            

            I would sport with her for a while.
        

        Lines, 5, 11: Clothes that are said to belong to a woman of humble background.

        出其東門、有女如雲。雖則如雲、匪我思存。縞衣綦巾、聊樂我員。出其闉闍、有女如荼。雖則如荼、匪我思且。縞衣茹藘、聊可與娛。

        94. In the Wilds Creepers Grow 野有蔓草

        
            In the wilds creepers grow,
            

            With dew falling heavily upon them.
            

            And there is a fair one too,
            

            With delicate and graceful features.
            

            A chance encounter was our meeting, (5)
            

            Just as I had wished.
        

        
            In the wilds creepers grow,
            

            With dew falling dense and damp.
            

            And there is a fair one too,
            

            With features graceful and delicate.(10)
            

            A chance encounter was our meeting,
            

            And you and I both felt it good.
        

        
            Lines 3, 9: “Fair one” (meiren) could refer to a man (see Waley’s translation) but here I follow Cheng and Jiang who understand this is as a women, especially given the description in following lines.
        

        野有蔓草、零露漙兮。有美一人、清揚婉兮。邂逅相遇、適我願兮。野有蔓草、零露瀼瀼。有美一人、婉如清揚。邂逅相遇、與子偕臧。

        95. The Zhen and Wei 溱洧

        
            Just when the Zhen and Wei
            

            Are flowing hard and high,
            

            Boys and girls
            

            Come carrying fragrant plants.
            

            A girl says, “Have you gone to look?” (5)
            

            The boy says, “Yes I already have.”
            

            “Let’s go for another look.
            

            The other side of the Wei
            

            Is truly spacious and fun.”
            

            The boys and girls (10)
            

            Laugh and tease each other,
            

            Giving each other a forget-me-not.
        

        
            When the Zhen and Wei
            

            Is flowing deep and clear,
            

            Boys and girls (15)
            

            In crowds fill the banks.
            

            A girl says, “Have you gone to look?”
            

            The boy says, “Yes, I have already have.”
            

            “Let’s go for another look.
            

            The other side of the Wei (20)
            

            Is very spacious and fun.”
            

            The boys and girls
            

            Laugh and tease one another,
            

            Giving each other a forget-me-not.
        

        Lines 1-2: Zhen and Wei are major rivers in the state of Zheng, tributaries to the Yellow River. It said that these festivities take place in the third month of spring. 

        
            Line 4: “Fragrant plants” (jian) are associated with bathing and warding off ill omens.
        

        
            Lines 12, 25: The flower shaoyao was given at partings as a keep-sake.
        

        溱與洧、方渙渙兮。士與女、方秉蕑兮。女曰觀乎。士曰既且。且往觀乎。洧之外、洵訏且樂。維士與女、伊其相謔、贈之以勺藥。溱與洧、瀏其清矣。士與女、殷其盈兮。女曰觀乎。士曰既且。且往觀乎。洧之外、洵訏且樂。維士與女、伊其將謔、贈之以勺藥。

        
            The highly interpretative Prefaces of the Mao school (ca. first century CE) have described these poems as criticisms of the state of Zheng, especially regarding the rule of Duke Zhuang and his brother Shu Duan (the latter called “Shu” in the commentary). According to the commentary, the events referred to in the poems date from around 750–650 BCE and the references occur (thus do the poems) largely in chronological order. The primary complaint is against the general “disorder” (luan) that bad government has brought to society. As an example, this is the Mao Preface to poem no. 76:
        

        
            The poem “Pease, Zhongzi, Please” is a criticism of Duke Zhuang. He did not control his mother, which brought harm to his younger brother. His younger brother, Shu, strayed from the correct way, but still the Duke did not correct him. At that point the minister Cai Zhong remonstrated the Duke for this, but the Duke did not heed Cai’s advice. A small thing left uncorrected can turn into a large problem; this is whence came the disorder (luan).39
        

        As an example of more general criticism not tied to specific events in Zheng, there is the preface to poem no. 95, the last in the set:

        
            “The Zhen and Wei” poem criticizes the disorder (luan) of the state. The weapons of war were constantly being used; men and women were separated from each other, and excessive/licentious (yin) ways were widely practiced. No one could save them from this.40
        

        Almost all the Mao Prefaces to the “Airs of Zheng” read in this fashion, particularly in their criticism of Duke Zhuang and the common characterization of his rule as “disordered.” In outline form the subjects (upper preface) and details (lower preface) of those criticisms are found in table 1. 

        
            Here we can see that the concern with disorder is particular prominent in the later part of the sequence. Although one may find these comments farfetched, they are clear testimony to the reading of the “Airs of Zheng” as a unified set of poems, especially since the poems are read more or less in chronological order. In fact there is here a relatively clear example of the narratization of the lyric sequence into a commentary on historical events.41 One might want to argue, however, that this is not narratization in a strict sense of the “telling of a story” (especially with the interruptions of poems 77–78 and 84–85) but rather something more akin to the enumeration (fu) of events and their evocative results.
        

        
            [image: ]
            

        

        
            This would still lead to a strong identity for the sequence but one built of an accumulation of related events—a catalog with “of-a-kind” (lei) references rather than a plot. As such, this aligns the sequence with the formulation of later Chinese narrative poetry described by Dore Levy.
        

        The Licentious Cluster 

        
            During the Song dynasty (960–1260) the Mao Prefaces were the subject of some skepticism by a group of radical thinkers who came to suspect the orthodox exegesis of the Mao-Zheng school of The Book of Songs. This thinking is reflected in part in Zhu Xi’s new commentary, the Shi jizhuan, which in turn became the textbook version of the Songs for later generations. These iconoclastic thinkers of the twelfth century disparaged some of the Mao Prefaces as farfetched and not in the spirit of the original intent of the editor. This reevaluation had substantial consequences for understanding and interpretation of the Songs; the poems themselves had to be revisited and their nature regarded anew. This included the problematic “licentious” texts of the “Airs of Zheng.” That is dramatically captured in Zheng Qiao’s famous comment on “Please, Zhongzi, Please” (no. 76) and its commentary (which I quoted earlier): “These are the words of a debauched eloper; they have nothing at all to do with the business of Duke Zhuang [of Zheng] and Shu Duan.”42 Earlier the challenge to propriety by the poems’ disorder, excess, and licentiousness had been deflected into political-moral allegories; the Song revision suggested, on the other hand, that the editor (presumably Confucius) included these poems in the Songs not to allegorize political disorder but to reveal how disorder can lead to such depravity; the poems were negative examples of the kind of literature that results when social mores and political leadership go astray. Thus, the yin quality of the poems was accepted but certainly not celebrated (as it would be in the twentieth century). For example, Zhu Xi suggested that one should not spend too much time with these poems: “What is the point of digging into the licentious “Airs of Zheng”? If in one day you read five or six, that will be fine.”43 Thus, with the rejection of the historizing Mao-Zheng-Kong commentary, the “Airs of Zheng” lost their structure as a sequence of enumerated historical events. Can we, in the spirit of the Neo-Confucian re-evaluations, find other identities for the lyric sequence?
        

        
            First we should acknowledge the centrality of the “Airs of Zheng” to the spirit and vitality of the Airs in general, and we should note how the Airs are distinguished from other parts of the Songs, especially the “Zhou Hymns.” One sees this in their ubiquitous stanzaic structure and end rhyme and accompanying use of incremental repetition; the poems offer diverse voices and topics and a lively and casual tone, often including direct address and touching vignettes—what is commonly considered “folk” qualities but what Stephen Owen identifies as “lower register” in later shi poety.44 Many of these characteristics allow us to appreciate them as the textual remnants of popular songs. The double decade of the “Airs of Zheng” is replete with these many features and thus easily identified with the Airs. But our question is: Is there anything in that set of twenty-one poems that separates it from other “Airs” as a distinguishable lyric sequence?
        

        
            There are, as expected, references of a geo-political or historical nature, upon which the Mao prefaces have built their narrative—the Zhen and Wei Rivers; Qing, Peng, Xiao and Zhou (places in Zheng and neighboring Wei); Shu (name of Duke Zhuang’s brother); and perhaps (if one knew the details of local history) the common names Zhongzi, Zidu, Zizhong, and Jiang’s eldest daughter. There may also be elements of lost local culture, such as in the terms jiaotong (sneaky boy) and shaoyao (forget-me-not), which appear only in the “Airs of Zheng.”45 More importantly we note that a majority of the poems is concerned with some aspect of romantic liaisons or courtship, as would seem to be necessary if one were worried about their licentiousness. This emphasis is not, however, entirely distinctive of the set. Although other sets in the Airs with a similar density of romantic poems, most notably the “Airs of Wei,” have also been labeled licentious, the “Airs of Qi,” a group composed entirely of romantic poems has largely escaped the accusation of licentiousness.46 So whereas this romantic interest is necessary for poems to be condemned as licentious, it apparently is not an entirely sufficient reason.
        

        
            There is an aspect of the romantic poems of the “Airs of Zheng” that does mark them as special: almost all are in or include a significant female voice—my count is thirteen of the sixteen clearly romantic poems.47 Although female voices are pervasive in the Airs, the density here is significant, and it does not take much effort to imagine the small step for the Confucian moralist to deduce excessiveness/licentiousness from a panoply of female voices. For example, the Han scholar Xu Shen (30–124 CE) declared that “of the twenty-one poems in the “Airs of Zheng” today, nineteen of them are concerned with women (shuo furen), and thus they are licentious.”48 Xu’s exaggerated count results partly from the verb he used (shuo—to speak of, or discuss) to describe the female orientation of the poems but also perhaps because of his near hysteria at seeing all those “female” poems together.49 One can also see this inclusiveness as a need to draw the poems together into a unity, after the loss of their accompanying music, so that the label of yin can be used for the whole cluster, not just individual poems. The poems that Xu marks for special condemnation are those that mention the Zhen and Wei Rivers (nos. 87, 95), and he has his reason: “The state of Zheng had the Zhen and Wei rivers where men and women gather in groups for parties, using songs to arouse each other.”50
        

        
            Xu Shen’s reference to the poems “Lift Your Hem” (87) and “The Zhen and Wei” (95) is the beginning of a trend of selecting certain poems from the “Airs of Zheng” to characterize/condemn the set as a whole and over time there is a consistency in that selection. Early attention to the question comes in the comments by the historian Ban Gu (33–92 CE), who cites lines from “Going Out East Gate” (93) and especially “The Zhen and Wei” (95) as illustrative of the licentious ways of Zheng.51 But most of the concern arises in the Song period as by-product of the rejection of the Mao Prefaces. This even led critics to propose deleting certain poems from the Songs altogether, thereby ridding the collection of this licentiousness and preserving its “good poems” unsullied. Needless to say the “Airs of Zheng” featured prominently in the censured poems. As already mentioned, most enthusiastic in this was Wang Bo, who suggested that thirty-one poems should be excised from the Songs, with thirteen of them coming from the Zheng section, the largest single group by far.52 There is, however, a smaller, more generally agreed on black list: the most common candidates are the expected “Please, Zhongzi, Please” (76) and “The Zhen and Wei” (95), but there is also discussion of “Going Out East Gate” (93) and “In the Wilds Creepers Grow” (94). What is perhaps surprising is that in only two of these poems are the women’s voices primary (nos. 76, 94) and in one (no. 93) the singer is definitely and singularly male. Despite that, there still is a strong female orientation to these poems; it comes in terms of the woman’s illicit and aggressive desire, whether she or someone else sings of it.
        

        In these four poems there is an undercurrent of erotic desire that the woman shares equally with the man; in other words she is not merely the object of the man’s desire but also the initiator of it. “Please, Zhongzi, Please” is a good example, the concluding stanza reminds us of this: 

        
            Please, Zhongzi, please,
            

            Don’t climb into our garden,
            

            Don’t breakdown the sandalwood trees.
            

            How could I care about them?
            

            It is the gossip of others that I fear.
            

            You are indeed endearing,
            

            But the gossip of others
            

            Is also something to be feared.
        

        
            Obviously, this poem is about a man desperately seeking a woman, as he proposes to clamber through trees and over walls to find her, but it is also about her desire to have him approach; her narration in the negative imperative can be seen as a slightly disguised plea to make it snappy but be quiet about it, rather than not to come at all. She clearly says that she finds Zhongzi endearing (ke huai) as much as she fears (ke wei) being found out.53
        

        
            The woman’s desire is even clearer in “The Zhen and Wei” poem where she initiates the liaison with her come-on, “Have you gone to look?” (guan hu), which has created the greatest problem for the critics: she is clearly willing to go “the other side of Wei” to have her pleasure. That pleasure is also the subject of poem no. 94 with its suggestive couplets where a chance encounter in wilds was just what both of them desired and found good. Whether the singer is male or female, her desire is affirmed. Why the last of the four poems, “Going Out East Gate” (93), is so objectionable is not at first as clear, but the problem certainly is in the often-cited first couplet, “Going Out East Gate,/ Women there are like clouds,” which suggests at the very least availability if not desire of these women–the simile “like clouds (ru yun)” is commonly glossed as “beautiful and many,” but may also have associations of being carefree and detached. The common characterization that the “licentious” songs are licentious because they depict illicit liaisons cannot be applied here since the singer of the song rejects these “easy” women: “Although they are like clouds,/ The one I miss is not among them.” Here it must be the depiction of a woman’s romantic desires, especially when she is willing to act upon them that bothers the later moralists. This poem may also be tainted by association with other “East Gate” poems that are also sometimes labeled licentious (by Wang Bo, for example). First there is “The Clearing at East Gate” (89) of the Zheng poems, in which the woman complains directly about the man’s lack of action, indicating she is available and desirous if he would just hurry up. Then there are a cluster of East (and other) Gate poems in the “Airs of Chen,” (poems 137–141), most of which have the taint of romantic desire—Zhu Xi says the East Gate was the place where liaisons were held. “Willows of East Gate” (140) has this desire frustrated, and this very well could have been the woman’s:
        

        
            The willows at East Gate
            

            Have thick and concealing leaves.
            

            We were to meet at dusk,
            

            But the morning star already shines.
        

        
            The willows at East Gate (5)
            

            Have full and dense leaves.
            

            We were to meet at dusk
            

            But the morning star already gleams.54
        

        東門之楊、其葉牂牂。昏以為期、明星煌煌。東門之楊、其葉肺肺。昏以為期、明星晢晢。

        And in “Elms of East Gate” (137) we find women (heaven forbid) cavorting in public.

        
            Beneath the elms of East Gate
            

            And below the oaks of Yuanqiu
            

            The daughters of Zizhong
            

            Sway and dance about.
        

        
            On any auspicious day (5)
            

            In the fields on the south-side
            

            They leave their weaving behind
            

            And in the market sway and dance.55
            

            …
        

        東門之枌、宛丘之栩。子仲之子、婆娑其下。穀旦于差、南方之原。不績其麻、市也婆娑。

        Again these poems exhibit that carefree availability and desire on the part of the woman that mark these poems as a “problem.” 

        How does this criterion for licentiousness (female desire) hold up in a test of the thirteen poems that Wang Bo suggested should be excised from the “Airs of Zheng”? For most of them female desire is a significant part of the tone of these poems: The woman in “Along the Highroad” (81) excuses her forwardness, “If along the highroad,/ I happen to grab hold your hand, /Don’t take offence with me, /One does not forsake loved-ones.”; no. 83 is in the man’s voice but one assumes the willingness of the woman (providing it is not an abduction) when he sings “A woman shares the carriage”; in the next poem she is upset that she can only see “this sneaky boy” and not her beloved Zichong; in “Lift Your Hem” (87) she warns him that, if he doesn’t come around, “How could there not be others?”; and the next poem we hear regret at the frustration of her longing, “I am sorry I was not sent to you ”; her longing is also in “Your Lapels” (91) and has supplied the literary tradition with this convincing figurative language: “One day not seeing you/ Is like three months long.”

        
            In the end the distinction between male and female desire, and particularly female desire combined with initiative, seems to have been critical in the neo-Confucian understanding of licentiousness. Zhu Xi speaks to this distinction in discussing the two commonly named sets of licentious “Airs”: “In the ‘Airs of Wei’ the texts are only about men finding pleasure in women; but in the ‘Airs of Zheng’ they all are about women arousing men.”56 There are more colloquial ways of translating these sentiments, but the point is clear: women as objects of desire were acceptable, but female desire was not.
        

        
            I have not tried here to reconstruct another internal architecture for the “Airs of Zheng,” but I would argue that their identity as a lyric sequence, either as an enumerated progression or a cluster, has been maintained by readers over the centuries and that identity has revolved around the emblem of “disruption” (luan). Its first manifestation was the disruptive Zheng music of which Confucius himself complained; after the music was lost and with the rise of a new moralism in the Han period, which was part and parcel of the emergence of the first layer of the Confucian canon, that disruption was re-read into a criticism of the rule of Duke Zhuang, accounting for most of the poems. Finally with the discrediting of the Mao Prefaces by scholars of the Song period, the disruption was reaffirmed as a pervasive licentiousness, which could characterize most, but certainly not all, of the poems. This last reading of the core poems, where a woman’s desire is seen as disturbing the order of human relations, stays with the set up into the twentieth century when it is recast into more positive terms of natural courtship and female agency.
        

        Conclusion

        The two sets of poems considered here, the “Pristine Temple Decade” and the “Airs of Zheng” exist as lyric sequences tenuously maintained by the readings and interpretations of both traditional and modern critics. The reader is always a potential agent in the creation of a lyric sequence; in fact, some might say that the reader is always the final agent in its creation, whether working alone or in conjunction with the author or editor. In this case we seem to have that cooperative effort as readers seek to discover the assumed intention of the editor’s choices. 

        
            How do these sequences fit into our discussion of xing and fu poetics or Roland Greene’s ritual and fictional modes of apprehension? Clearly there are complex mixtures, but the xing and ritual modes are dominant. One sees the strongest fictional readings in C. H. Wang’s creation of epical progresses out of the “Zhou Hymns,” which one might expect of a modern critic who is also knowledgeable of Western literary forms; yet there is also a similar reading by the Mao Prefaces of the “Airs of Zheng,” where the poems are seen as allegories of Zheng politics—not a narratization so much as a enumeration of that “other world.” But, of course, it is ritual (in both senses of the word) and the emotive correspondence that dominate both these sets of poems. Shaughnessy’s explication of the communal nature of the “Pristine Temple Decade” coincides exactly with what Chen Shih-hsiang has argued is the essence of xing: communal uplifting. Likewise, the neo-Confucian re-reading of the “Airs of Zheng” as poems linked by their licentious (yin) nature removes them from their historical grounding and draws them together into “of-a-kind” relationship, which is repeated and repeatable.
        

        
            Given the antiquity and the questions of editorship of The Book of Songs, this is quite an auspicious beginning for the lyric sequence in China. The divisions and subdivisions of the collection suggest not only a way of dividing blocks of texts into categories of identity (lei) but also creating (even if inadvertently) ways for the writer/reader to extend the single poem’s contextural environment. Evidence that that lesson was well learned is clearly seen in China’s next major anthology of poetry, The Elegies of Chu.
        

        Notes

        
            1. The Book of Songs (Shijing) is believed to date from around 1000–600 BCE, with chronological layers of material from the earliest hymns (song) to the latest airs (feng). It is one of the original five Confucian classics and as such has attracted volumes of attention in both classical and modern scholarship. An overview of the text is available in my “Postface” and in Martin Kern’s “Formation.”
        

        
            2. There has been a great deal of speculation regarding the roles that the folk singer and/or literati poet might have played in the creation of these songs. One of the earliest statements on this relationship is the Han Dynasty note on the role of the so-called “song collector” (caishi guan): “In ancient times there was an official who collected songs, with these the king could observe the customs and habits of the people, thereby knowing where things were amiss. He then could contemplate how things should be rectified” (Hanshu, “Yiwenzhi,” 30, 1708). Even C. H. Wang’s recent analysis of the formulaic, presumably oral, nature of the poems, allows for a major role of the literati hand in the composition of these songs. Needless to say, the text we have has, by definition, passed through a dense literati filter. I have more detail on these questions in the opening sections of my “Postface.”
        

        
            3. Steven Van Zoeren, Poetry and Personality, offers an excellent analysis of the different layers of annotation and commentary that accumulated over the centuries in China. Haun Saussy’s highly theoretical study, Chinese Aesthetic, deals more with Western twentieth century scholarship. Bruce Rusk, Critics and Commentators, has extended that scholarship in a study of the complicated relationship of the Shijing with mainstream shi poetry of the post-Han period; his work with the Song-Ming commentaries and criticism is especially important.
        

        
            4. Shiji, 47, 1936–1937. The accuracy of this passage has not been without question. The primary difficulty is that it seems that the text was already close to its present state by the time of Confucius—see later re: story of Duke Zha. What is clear, however, is that the poems of the Shijing were very important to Confucius and his name should indeed be closely associated with the work. For the question of the early Confucian associations of the text see Van Zoeren, Poetry and Personality.
        

        5. Stephen Owen, “Foreword,” xvi.

        
            6. A description of those schools can be found in James Hightower’s study, Han-shih wai-chuan, and briefly in my “Postface.”
        

        
            7. As Pauline Yu (“Allegory”) has argued, this interpretive tradition, whereby a seemingly naive poem is read in a highly politicized, exemplary fashion, is not actually allegoresis, but something closer to historization. Yet often the nature of the readings do approach the level of extension seen in allegory and allegoresis; thus “historization” seems a weak description of the process. For more on this tradition see Van Zoeren, Poetry and Personality, and Saussy, Chinese Aesthetic.
        

        
            8. These are gathered as follows: Airs with the first 160 poems, the Minor Odes with 74 poems (nos. 161–234), the Major Odes with 31 poems (nos. 235–265), and the Hymns of 40 poems (nos. 266–305). As discussed later, the Airs are subdivided into fifteen sections; the Odes are divided into decades; the Hymns are subdivided into three groups—the royal houses of Zhou (nos. 266–296, in three decades), Shang/Song (nos. 301–305), and the feudal state of Lu (Confucius’ home state) (nos. 297–300).
        

        
            9. Chen Zhi, The Shaping, argues that the different terms for these sections derived originally from the names of different musical instruments and performances associated with the Shang and Zhou royal houses, which later were disbursed through the states in the Central Plain. If that is true, the significance of those origins seems lost to traditional commentaries.
        

        10. This dating, which fits conventional understanding of the provenance of the poems, is confirmed in Dobson’s “Linguistic Evidence.” Some individual poems can be attached to known historical events, thus providing a reference (if not actual date) for the poem; one of the latest of these is poem no. 131 which describes the burial of Duke Mu of Qin in 621 BCE. Martin Kern, “The Formation,” argues for the diachronic composite composition of the poems but does recognize this general shape of the collection.

        
            11. Zuo zhuan, Duke Xiang, 29.13. Translation Zuo Tradition, Vol. 2, 1243–1247. The entire passage is also translated and explicated by Kenneth Dewoskin, A Song, 21–27. Zha’s listing differs from the present text in two ways: first, he has the “Bin feng” and “Qin feng” in the ninth and tenth position, instead of last and eleventh, respectively; second, he does not explicitly mention the “Cao feng,” but they are assumed to fall at the end of his list (they are now in fourteenth position). Martin Kern (“The Formation,” 62–64) reviews this material but finds it more divergent than I do. In the recently excavated Kongzi shilun (presumably ca. 300 BCE) the four sections are named but in a reverse order—see Achim Mittag, “Odes Scholarship,” 125. Clearly there are numerous questions related to Zuo zhuan passage, not the least of which is just what the performance entailed. Laurence Picken, “The Shapes,” 305, doubts that the performance could have included all the songs in each section as we know them—he estimates that this would have taken up to fifteen hours to perform. Dewoskin notes the possibility of a performance of just selected songs; this certainly would be compatible with the way the Chinese often treated poetic clusters.
        

        
            12. Steven Van Zoeren, Poetry and Personality, describes the change in the Confucian treatment of the Shijing, with the earliest addressing the songs as music and the later dealing with them more as poetic texts. One should note here that the early loss of the accompanying music to the Songs necessitated this transformation of attention.
        

        
            13. As one of the two bases in Chinese math, ten is obviously an idealized number. The larger sets of poems in the collection (i.e., the Odes and Hymns) are now conventionally divided into “decades” (shi) and named as such: thus poems number 235–244 are called the “King Wen Decade.” This term is used even when there are not ten poems in the group: the Maoshi zhengyi concludes the Major Odes section with this statement: “In the ‘Tang Decade’ there are eleven poems, totaling 92 stanza and 769 verses.” (700).
        

        14. If one wanted to test whether there is more to the architecture of the sets beyond the concentration of language and images, one could simply rearrange the poems in the set and see if the nature of the cluster is thereby changed or delete poem/s to see if that diminishes the identity of the set by a disproportional amount. I find very few examples that will clearly stand either of those strict tests. 

        15. William Nienhauser, “Tetrasyllabic Shi Poetry,” 14.

        
            16. Chen Zhi and Nicholas M. Williams, “The Shijing,” 280.
        

        
            17. Pauline Yu, Imagery, 51, 73, 79.
        

        
            18. For Zhou culture’s contributions to the establishment of “China” see Hsu Cho-yun and Katheryn M. Linduff, Western Zhou.
        

        
            19. My understanding of this early research is derived primarily from C. H. Wang’s “Countenance” study. Edward Shaughnessy does not allude to and apparently did not know of Wang’s work of ten years previous; this is attested to by Shaughnessy’s remark (“From Liturgy,” 134) that “Zhou Hymns” are “virtually neglect[ed] today among students of Chinese poetry and even readers of the Book of Poetry itself.”
        

        20. Fu Sinian divides these into the Dawu Dance, nos. 271, 285, 293, 294, 295, 296; the Dance of Royal Succession, nos. 286, 287, 288, 289; and the Dance of Agriculture, nos. 290, 291, 292, cited in C. H. Wang’s “Countenance,” 427.

        21. Edward Shaughnessy, “From Liturgy,” 168. 

        
            22. C. H. Wang, “Countenance,” 428. His study of formulae in the Shijing reveal (somewhat surprisingly) that the “Zhou Hymns” were highly formulaic, but that these formulae were also particular to the set and not shared by the rest of the collection, as is common between other sections of the text, 426–427.
        

        23. Ibid., 435.

        24. I had written most of the following before reading Shaughnessy’s analysis but was heartened by and benefited from his work. 

        
            25. Cheng Junying and Jiang Jianyuan. Shijing zhuxi, 933–953. I have most relied on the notes to this edition of the poems for my translation, but the reader should compare with Arthur Waley, The Book of Songs, 291–295.
        

        
            26. Martin Kern, “Formation,” 48. Whereas the “Zhou Hymns” share prosodic elements with other parts of the anthology, especially the predominance of the four syllable line, they are other technical differences—I have already mentioned C. H. Wang’s data on the particularity of “Zhou Hymms” poetic formulae. Moreover, their non-stanzaic structure separates them from the common prosody found in the Airs; their relative brevity separates them from most of the praise poems in the Odes; and their general lack of end rhyme and archaic language separates them from other texts in the Shijing. Shaughnessy, “From Liturgy,” uses similar linguistic evidence to argue further that the first decade is special even within the “Zhou Hymns.”
        

        
            27. Zheng Xuan, Maoshi Zheng jian, 19, 1.a.
        

        
            28. Bruce Rusk, Critics and Commentaries, chapter 3, especially, 97–99.
        

        29. C. H. Wang, “Countenance,” 430.

        30. Edward Shaughnessy, “From Liturgy,” 178–180. The evidence he brings to bear includes exclusive use of modal particles, pronoun use, irregular line length, and lack of rhyme. He believes no. 274 is of a later type (182). 

        31. Stephen Owen, “Foreword,” xvi.

        
            32. Zuo zhuan, Xiang 29. 13. Translation, Zuo Tradition, Vol. 2, 1243. Another translation of the passage is found in Dewoskin, The Song, 22, where he translates xi as “intricacy.” For more on the term, see Zuo Tradition, Vol. 2, 1242n989.
        

        
            33. Analects, 15.10 and 17.18; both of these chapters are now believed to be late accretions to the text and should not be considered contemporary with historical Confucius; they do, however, become central to the lore of the Shijing poems and Confucius’ involvement with them.
        

        
            34. Wong Siu-kit and Lee Kar-shui, “Poems of Depravity,” give a detailed history of this term yin, which they believe was first used in a general sense of excessive but later misinterpreted as “licentious,” a secondary meaning of the term. I would also note that in reference to music it may have had more of a technical meaning: “excessive” in the sense that the music was uncontrolled, a common complaint of popular music.
        

        35. By the time of the Han dynasty the “Airs of Wei” became linked to those of Zheng in their “licentiousness”; after which one most often sees them referred together. 

        
            36. Han shu, 11, 335.
        

        
            37. Cheng Yuanmin, Wang Bo, chapter 3, has a review of some of the literature on yin shi as it relates to the Shijing. Wong Siu-kit and Lee Kar-shui, “Poems of Depravity,” discuss in detail the Song dynasty controversy over the yin shi, especially Zhu Xi’s role in its reinterpretation.
        

        
            38. Cheng Junying and Jiang Jianyuan. Shijing zhuxi, 218–263. I have most relied on the notes to this edition of the poems for my translation, but the reader should compare with Arthur Waley, The Book of Songs, 64–76.
        

        
            39. Zheng Xuan, Maoshi Zheng jian, 4.7b. The “disorder” is the rebellion that Shu and his mother mounted against the Duke in 722 BCE, one of the most famous incidents in Zheng history. The full story of the relationship between Duke Zhuang, his mother, and younger brother Shu Duan is first told in the Zuo zhuan (Yin, 1, 3) and abbreviated in the Shiji (42, 1759–60). For a translation of the former see Zuo Tradition, Vo1. 1, 9–13.
        

        
            40. Zheng Xuan, Maoshi Zheng jian, 4, 18a.
        

        41. Pauline Yu (“Allegory,” 411) notes the tendency to view sets of “Airs” as narrative sequences; she says, “. . . the early commentators wove them into the Chinese equivalent of epics, reading poems within geographical groupings as sequences chronicling the political and moral history of a particular state.” This reading she suggests is a type of “tropological narrative.”

        
            42. Zheng Qiao, Shi bian wang, quoted in Van Zoeren, Poetry and Personality, 226. Also quoted by Zhu Xi, Shi jizhuan, 48.
        

        
            43. Adapted from Steven Van Zoeren, Poetry and Personality, 229. As Van Zoeren notes, 290, this contrasts with Zhu Xi’s prescription of slow and careful reading of important texts.
        

        
            44. Stephen Owen, The Making. This is a characteristic he finds in early five-syllable shi poetry, which is the topic of later chapters in this study.
        

        
            45. For a cultural explanation of jaotong, see Arthur Waley, The Book of Songs, 70.
        

        
            46. In the Mao Preface, poem no. 99 of the “Airs of Qi” is referred to as licentious (yin). According to the Li ji, Confucius’ disciple, Zixia, also found the music of Qi to be yin—see Wong Siu-kit and Lee Kar-shui, “Poems of Depravity,” 218.
        

        
            47. One should note, however, that classical Chinese is notorious for its ambiguity of voice, and thus my count is perhaps optimistic although I have relied on notes in Qu Wanli, Shijing shiyi and in Cheng Junying and Jiang Jianyuan, Shijing zhuxi. Nonetheless the pervasiveness of the female voice is undeniable. The poems I count are 75, 76, 81, 84, 85, 86, 87, 88, 89, 90, 91, 92 95 (with 82 and 89 of two voices). As for romantic songs with only male voices there are 83 and 93.
        

        
            48. From his lost Wujing tongyi, quoted in the Chu xue ji, 15, 372.
        

        49. I suspect Xu Shen is not counting only the two “Shu” poems (nos. 77, 78).

        
            50. From his lost Wujing tongyi, quoted in the Chu xue ji, 15, 372.
        

        
            51. Ban Gu, Han shu, “Dili zhi,” 28, 1652. He links these lines with the criticism of the Zheng music by Duke Zha of 543 BCE, which is quoted in full.
        

        
            52. That list and discussion can be found in Chen Yuanmin, Wang Bo, 75, et passim.
        

        53. Martin Kern, “Formation,” 65–66, discusses the different ways this poem has been treated in both traditional and modern comments.

        
            54. Cheng Junying and Jiang Jianyuan. Shijing zhuxi, 372–374.
        

        55. Ibid., 364–367.

        
            56. Zhu Xi, Shi jizhuan, 56, also makes a distinction that the Wei poems have a good deal of criticism embedded in them, whereas the Zheng poems “do not have an iota of shame or remorse” in them.
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        Chapter 3

        Nines in The Elegies of Chu

        The Elegies of Chu (Chu ci), an anthology that reached its final form in the second century CE, also gathers together poetic texts of various types and offers them as a whole. But this collection differs substantially from The Book of Songs both in terms of the materials it draws upon and in the forms it uses to present those materials; in the end these new forms and materials come to contribute to the development of Chinese poetry as much as does The Book of Songs, perhaps even more. The Elegies are associated with the ancient culture of the Chu kingdom, which was located in the middle reaches of Yangtze River; it was a culture significantly different from that of the Yellow River plain depicted in the Songs.1 With the Elegies comes a new vision of magic and religiosity, a new complexity of poetic form and structure, a new vocabulary of landscape and travel, and, perhaps most importantly, with this collection comes the construction of China’s first and abiding poetic persona, the life and legend of Qu Yuan.
        

        
            Like The Book of Songs, the Elegies is a multilayered text with shrouded origins. Yet, whereas the earliest poems in the collection are anonymous and nearly ahistorical, the most recent ones are datable, historical, and identifiably biographical. In fact, within this small anthology one sees the progression from anonymous, communal poetic voices to the self-conscious voice of the literati poet; the emergence of that self-consciousness is closely associated with the deliberate use of the lyric sequence by literati poets of the Han dynasty.
        

        The Collection

        
            There are numerous ways to divide and discuss the Elegies, but for any discussion there are two commonplaces: first, at the center of the work is Qu Yuan’s magnum opus “Encountering Sorrow” (Li sao); and second, the collection contains self-identified sets of poems in which the number nine is determinative. Qu Yuan’s “Sorrow” has been the center of most discussion from the earliest commentaries to the latest studies, and it will necessarily draw our attention, but the sets of “nines” are our real object of inquiry.2
        

        
            “Encountering Sorrow” is a complex poem that has been seen as celebrating the persona and consuming problems of Qu Yuan as he has come to be known in the literature.3 The poem is written in a prosody, now known as “sao style,” that is markedly different from that in The Book of Songs and is but one indication of the different provenances of the poetries.4 Moreover, “Encountering Sorrow” is extremely long by Chinese standards (372 lines) and built on the motifs of celestial travel and quests for a goddess, which David Hawkes has traced to the shamanistic underpinnings of the anonymous poems found in the collection.5 Although the work is not a sequence of separate texts, neither is it a seamless unity. Most discussions of the poem acknowledge its episodic quality, which usually divides into different quest journeys; this often gives the impression of journeys framed by introductions and conclusions, tenuously held together by relatively weak transitions. Each section seems to be unified within itself and similar from one to the next, but it is difficult to find an easy progression or narrative between the journeys. Pauline Yu pointed out this apparent incoherence in the attempts to read the poem over centuries, which still leaves the poem “as bewildering and recalcitrant as ever.”6 Gopal Sukhu has argued that this incoherence arises from the way the poem was read, not as it was written.7 In either case, I would argue, however, that the poem could be seen as a lyric sequence that has been stitched together, none too cleanly, into one piece; that is, there is a strong display of fu enumeration within the one text.8 What holds the poem most together is the narrator’s voice, whether that is Qu Yuan or the shaman, with its desperation, melancholy, and self-righteousness. And what makes the poem so special in the Chinese tradition is the seemingly conscious creation of an allegorical text, where the quest for the goddess, with all its attendant rituals, becomes the tale of the honest minister’s search for a worthy ruler, at least in its conventional reading. The desperation, and ultimate failure, of that quest is what really becomes the Qu Yuan legacy.
        

        
            There are seventeen primary titles in the standard edition of the Elegies that we now have, with seven of those composed of sets of poems.9 If one posits Qu Yuan’s “Sorrow” at the center of the work, we can then suggest three layers of texts: one that “comes before” his work and another layer that “comes after,” between which is sandwiched “Sorrow” (and other texts one might feel came from Qu Yuan’s hand)—a schematic of these layers is seen in table 2.10 In the first layer one finds texts that have no connection to the Qu Yuan’s poetic persona or “Sorrow” but may contain material and ideas that contribute to that work, especially those related to the shamanism that was indigenous to the Chu area—note that this is not necessarily a matter of dating of the discrete texts but rather an identification of generative types of material.11 Those texts that come after Qu Yuan’s “Sorrow,” on the other hand, show distinct signs of derivation from its poetic persona, prosodic structures, and even verbatim language—the implication here is one of dating as well as derivation.12 In this third group are two subcategories: those whose authorship is unknown or suspect and those by known literati authors. For our discussion there are here examples of lyric sequences that span the spectrum and trace the transition from sets constructed ex post facto like those in The Book of Songs to sequences that are author-intended and architectonic, forecasting the subsequent development of the Chinese lyric sequence.
        

        
            [image: ]
            

        

        Dramatic Progression: The Nine Songs

        
            Among the pre-Qu Yuan poems, the “Nine Songs” (Jiu ge), which is second only to “Sorrow” in literary prestige, is an excellent example of an early Chinese lyric sequence. Tradition has also linked this work to Qu Yuan, but even in the conventional account the poems are not a product of the Qu Yuan persona; rather they are merely observed performances that he improves and transmits. The principal editor of the Elegies, Wang Yi (second century CE), appended this explanation to the set:
        

        
            In the old days the people of Chu who lived in the area around the old southern capital and the lands lying between the rivers Yuan and Xiang were a superstitious folk much addicted to a kind of religious rite in which they entertained various gods with singing, drumming and dancing. After his banishment, when Qu Yuan was living in hiding in this area, he would sometimes emerge to seek distraction from the burden of grief and care which oppressed him by observing the villagers at these rustic festivals, singing and dancing to delight the gods. Though the words they used were vulgar and uncouth, they inspired him to write these “Nine Songs,” partly to do honour to the gods, but partly also to give allegorical expression to his private griefs and wrongs…13
        

        
            Although Wang Yi’s notes are notoriously unreliable, most critics accept the essence of this account, if not the specifics.14 Gopal Sukhu disagrees, however, dismissing Wang Yi’s commentary as “laughable” and argues that the poems were court productions.15 Indeed, the poems no doubt have passed through a relatively dense literati filter (if not Qu Yuan’s own), but they still seem to trace a cycle of performances grounded in the shamanistic practice where the priest or priestess strives to communicate through astral travel with a god or goddess. For this reason Hawkes calls the “Nine Songs” a “religious drama.”16 As we shall see, a good deal of speculation fills the modern literature on the exact nature of that drama, but even without those reconstructions each poem is fascinating unto itself and becomes only more so when cast in the intratextual setting of the set.
        

        
            The first poem is commonly seen as an evocation to the god/s and the setting of the stage (literally) for the accompanying rituals. Compared to the ritual poems in the “Zhou Hymns,” the language and imagery here are lush, tropical, and extravagant; and unified by rhymes.17 Presumably the poem is about a sun god (dong huang); it was originally thought that the “great unity” may have been added to the title in the Han period, but Gopal Sukhu presents archeological evidence that the god was worshiped earlier in Chu.18
        

        The Nine Songs19 九歌
        

        1. The Great Unity: God of the Eastern Sky 東皇太一

        
            On a lucky day with an auspicious name
            

            Reverently we come to delight the Lord on High.
            

            We grasp the long sword’s haft of jade,
            

            And our girdle pendants clash and chime.
            

            From the god’s jewelled mat with treasures laden (5)
            

            Take up the fragrant flower-offerings,
            

            The meats cooked in melilotus, served on orchid mats,
            

            And libations of cinnamon wine and pepper sauces!
            

            Flourish of drumsticks, beat the drums!
            

            The singing begins softly to a slow, solemn measure: (10)
            

            Then, as pipes and zithers join in, the sound grows shriller.
            

            Now the priestesses come, splendid in their gorgeous apparel,
            

            And the hall is filled with penetrating fragrance.
            

            The five notes mingle in a rich harmony;
            

            And the god is merry and takes his pleasure. (15)
        

        
            Line 2: Shang huang (Lord on High) is not to be confused with the god Shang di commonly mentioned in The Book of Songs; here presumably the god of the poem’s title.
        

        吉日兮辰良，穆將愉兮上皇。撫長劍兮玉珥，璆鏘鳴兮琳琅。瑤席兮玉瑱，盍將把兮瓊芳。蕙餚蒸兮蘭藉，奠桂酒兮椒漿。揚枹兮拊鼓，疏緩節兮安歌，陳竽瑟兮浩倡。靈偃蹇兮姣服，芳菲菲兮滿堂。五音紛兮繁會，君欣欣兮樂康。

        
            In the second poem, an evocation is made to a god of obscure nature and origins, which Sukhu fleshes out with information from tomb texts. Here is our first example of the hesitant approach of the god as s/he responds to the worshipers who have clothed themselves enticingly with symbolic vegetation. Their plea ends with the frustration and melancholy that become so much part of the Elegies tradition, particularly the Qu Yuan myth—a motif Hawkes terms tristia.
        

        2. The Lord within the Clouds 雲中君

        
            We have bathed in orchid water and washed our hair with
            

                perfumes,
            

            And dressed ourselves like flowers in embroidered clothing.
            

            The god has halted, swaying, above us,
            

            Shining with a persistent radiance.
            

            He is going to rest in the House of Life. (5)
            

            His brightness is like that of the sun and moon.
            

            In his dragon chariot, dressed in imperial splendor,
            

            Now he flies off to wander round the sky.
        

        
            The god had just descended in bright majesty,
            

            When off in a whirl he soared again, far into the clouds. (10)
            

            He looks down on Jizhou and the lands beyond it;
            

            There is no place in the world that he does not pass over.
            

            Thinking of that lord makes me sigh
            

            And afflicts my heart with a grievous longing.
        

        
            Line 5: Shou gong (House of Life) was the temple constructed to receive gods by the shamans.
        

        Line 11: Jizhou, a vague designation for the land of the central regions.

        浴蘭湯兮沐芳，華採衣兮若英。靈連蜷兮既留，爛昭昭兮未央。蹇將憺兮壽宮，與日月兮齊光。龍駕兮帝服，聊翱遊兮周章。靈皇皇兮既降，猋遠舉兮雲中。覽冀州兮有餘，橫四海兮焉窮。思夫君兮太息，極勞心兮忡忡。

        
            The next two poems form an identifiable pair, a binary pattern that can be projected onto other poems in the set (including perhaps the two preceding ones). The goddess/es of the Xiang referred to here have an intimate connection to the Chu region and are commonly identified as the daughters of the mythical emperor Shun—the Xiang and Yuan rivers are principal tributaries to Dongting Lake, which is the large lake in the middle reaches of the Yangtze River (here called the Great River). Even without those mythical trappings (which certainly could be a later addition) the poems describe an important deity in great detail.20 Here one sees a fully developed version of the quest for the goddess, travel by the suitor, and his final frustration, all of which finds full play in the Qu Yuan’s “Sorrow.” In this poem the symbolic vegetation is used to adorn the boat in which the shaman travels, rather than his/her person.
        

        The second poem of the Xiang pair shares an overall structure and many elements with the first poem; yet we note that here the magical plants are not used sartorially or as vehicle ornaments but rather as materials to construct a dwelling for the goddess. There is also further use of the motif of the “upside down” natural world (lines 7–8), which will become a metaphor for times of political corruption and social upheaval in literati poems; this is part of the cycle’s progress toward abstraction and allegory. 

        3. The Goddess of the Xiang 湘君

        
            The goddess comes not, she holds back shyly.
            

            Who keeps her delaying within the island,
            

            Lady of the lovely eyes and the winning smile?
            

            Skimming the water in my cassia boat,
            

            I bid the Yuan and Xiang still their waves (5)
            

            And the Great River make its stream flow softly.
            

            I look for the goddess, but she does not come yet.
            

            Of whom does she think as she plays her reed-pipes?
        

        
            North I go, drawn by my flying dragon,
            

            Steering my course to the Dongting lake: (10)
            

            My sail is of fig-leaves, melilotus my rigging,
            

            An iris my flag-pole, my banner of orchids.
            

            Gazing at the distant Cenyang mooring,
            

            I waft my magic across the Great River.
        

        
            I waft my magic, but it does not reach her. (15)
            

            The lady is sad, and sighs for me;
            

            And my tears run down over cheek and chin:
            

            I am choked with longing for my lady.
        

        
            My cassia oars and orchid sweep
            

            Chip all in vain at ice and snow. (20)
            

            I am gathering wild figs in the water!
            

            I am looking for lotuses in the tree-tops!
            

            The wooing is useless if hearts are divided;
            

            The love that is not deep is quickly broken.
        

        
            The stream runs fast through the stony shallows, (25)
            

            And my flying dragon wings swiftly above it.
            

            The pain is more lasting if loving is faithless:
            

            She broke her tryst; she told me she had not time.
        

        
            In the morning I race by the bank of the river;
            

            At evening I halt at this north island. (30)
            

            The birds are roosting on the roof-top;
            

            The water laps at the foot of the hall.
            

            I throw my thumb-ring into the river.
            

            I leave my girdle-gem in the bay of the Li.
            

            Pollia I’ve plucked in the scent-laden islet (35)
            

            To give to the lady in the depths below.
            

            Time once gone cannot be recovered:
            

            I wish I could play here a little longer.
        

        
            Line 9: Fei long (flying dragon) no doubt refers to the shaman’s boat (the precursor of the “dragon boats” of southern China), but the term will later be used metaphorically in more celestial quests, as seen in “Sorrow.”
        

        Line 13: Cenyang, located on the Cen River in the Dongting lake region.

        Line 34: Li is also a tributary to Dongting Lake.

        君不行兮夷猶，蹇誰留兮中洲？美要眇兮宜修，沛吾乘兮桂舟。令沅湘兮無波，使江水兮安流！望夫君兮未來，吹參差兮誰思！駕飛龍兮北徵，邅吾道兮洞庭。薜荔柏兮蕙綢，蓀橈兮蘭旌。 望涔陽兮極浦，橫大江兮揚靈。揚靈兮未極，女嬋媛兮為余太息。橫流涕兮潺湲，隱思君兮陫側。桂櫂兮蘭枻，斲冰兮積雪。採薜荔兮水中，搴芙蓉兮木末。心不同兮媒勞，恩不甚兮輕絕。 石瀨兮淺淺，飛龍兮翩翩。交不忠兮怨長，期不信兮告余以不閒。鼂騁騖兮江臯，夕弭節兮北渚。鳥次兮屋上，水周兮堂下。捐余玦兮江中，遺余佩兮醴浦。採芳洲兮杜若，將以遺兮下女。 旹不可兮再得，聊逍遙兮容與。

        4. The Lady of the Xiang 湘夫人

        
            The Child of God, descending the northern bank,
            

            Turns on me her eyes that are dark with longing.
            

            Gently the wind of autumn whispers;
            

            On the waves of the Dongting lake the leaves are falling.
        

        
            Over the white sedge I gaze out wildly; (5)
            

            For a tryst is made to meet my love this evening.
            

            But why should the birds gather in the duckweed?
            

            And what are the nets doing in the treetops?
        

        
            The Yuan has its angelicas, the Li has its orchids:
            

            And I think of my lady, but dare not tell it, (10)
            

            As with trembling heart I gaze on the distance
            

            Over the swiftly moving waters.
        

        
            What are the deer doing in the courtyard?
            

            Or the water-dragons outside the waters?
            

            In the morning I drive my steeds by the river;
            

            In the evening I cross to the western shore.
            

            I can hear my beloved calling me:
            

            I will ride aloft and race beside her.
            

            I will build her a house within the water
            

            Roofed all over with lotus leaves; (20)
        

        
            With walls of iris, of purple shells the chamber;
            

            Perfumed pepper shall make the hall.
        

        
            With beams of cassia, orchid rafters,
            

            Lily-tree lintel, a bower of peonies.
            

            With woven fig-leaves for the hangings (25)
            

            And melilotus to make a screen;
            

            Weights of white jade to hold the mats with,
            

            Stone-orchids strewn to make the floor sweet:
            

            A room of lotus thatched with the white flag
            

            Shall all be bound up with stalks of asarum. (30)
        

        
            A thousand sweet flowers shall fill the courtyard,
            

            And rarest perfumes shall fill the gates.
            

            In hosts from their home on Doubting Mountain
            

            Like clouds in number the spirits come thronging.
        

        
            I shall throw my thumb-ring into the river, (35)
            

            Leave my girdle-gem in the bay of the Li.
            

            Sweet pollia I plucked in the little islet
            

            To send to my far-away Beloved.
            

            Oh, rarely, rarely the time is given!
            

            I wish I could play a little longer. (40)
        

        
            Line 1: Child of God (dizi) is said to refer to the goddess because she was daughter of Emperor Shun.
        

        
            Line 33: Doubting Mountain, literally “nine doubts mountain” (Jiu yi [shan]), is the legendary burial site for Emperor Shun.
        

        帝子降兮北渚，目眇眇兮愁予。嫋嫋兮秋風，洞庭波兮木葉下。白薠兮騁望，與佳期兮夕張。鳥萃兮蘋中，罾何為兮木上。沅有茝兮醴有蘭，思公子兮未敢言。荒忽兮遠望，觀流水兮潺湲。麋何食兮庭中？蛟何為兮水裔？朝馳余馬兮江臯，夕濟兮西澨。聞佳人兮召予，將騰駕兮偕逝。築室兮水中，葺之兮荷蓋。蓀壁兮紫壇，播芳椒兮成堂。桂棟兮蘭橑，辛夷楣兮葯房。罔薜荔兮為帷，擗蕙櫋兮既張。白玉兮為鎮，疏石蘭兮為芳。芷葺兮荷屋，繚之兮杜衡。合百草兮實庭，建芳馨兮廡門。九嶷繽兮並迎，靈之來兮如雲。捐余袂兮江中，遺余褋兮醴浦。搴汀洲兮杜若，將㠯遺兮遠者。時不可兮驟得，聊逍遙兮容與。

        
            With the next pair of poems we move away from the riparian environment to the celestial, in terms of both the god’s dwelling and the travel involved. The “Master of Fate,” who is the subject of the poems, is male (as best one can tell), and thus the suitor is presumably female, allowing for the ideological assumption of heterosexuality. This should not surprise us since Chu shamans were often female—the word used for “shaman” (wu) generally referred to a female figure. The god, who later became important in popular religion, was the arbitrator of longevity and health.
        

        
            The second poem, which is probably about the same god despite the slightly different title, is quite enigmatic when compared to the first; there is no clear indication here of the specific powers or domain of the god. There is, however, the first occurrence of the term “fair one” (meiren), which often becomes used in the allegorical “Sorrow” poem as the term for the one desired; there it is understood to stand for the worthy ruler.
        

        5. The Greater Master of Fate 大司命

        
            Open wide the door of heaven!
            

            On a black cloud I ride in splendour,
            

            Biding the whirlwind drive before me,
            

            Causing the rainstorm to lay the dust.
        

        
            In sweeping circles my lord is descending: (5)
            

            “Let me follow you over the Kongsang mountain!
            

            See, the teeming peoples in the Nine Lands:
            

            The span of their lives is in your hand.”
        

        
            Flying aloft, he soars serenely,
            

            Riding the pure vapour, guiding yin and yang. (10)
            

            Speedily, lord, I will go with you,
            

            Conducting High God to the height of heaven.
        

        
            My cloud-coat hangs in billowing folds;
            

            My jade girdle pendants dangle low:
            

            A yin and a yang, a yin and a yang: (15)
            

            None of the common folk know what I am doing.
        

        
            I have plucked the glistening flower of the Holy Hemp
            

            To give to one who lives far away.
            

            Old age already has crept upon me:
            

            I am no longer near him, fast growing a stranger. (20)
        

        
            He drives his dragon chariot with thunder of wheels;
            

            High up he rides, careering heavenwards.
            

            But I stand where I am, twisting a spray of cassia:
            

            The longing for him pains my heart.
        

        
            It pains my heart, but what can I do? (25)
            

            If we only could stay as we were, unchanging!
            

            But all man’s life is fated;
            

            Its meeting and partings not his to arrange.
        

        
            Line 10: Yin and yang are the powers/materials by which the god controls life and health; also line 15.
        

        
            Line 13: “High God” (di), seen in poem 4, line 1, and poem 6, line 15.
        

        廣開兮天門，紛吾乘兮玄雲。令飄風兮先驅，使涷雨兮灑塵。君迴翔兮以下，踰空桑兮從女。紛總總兮九州，何壽夭兮在予！高飛兮安翔，乘清氣兮御陰陽。吾與君兮齋速，導帝之兮九坑。靈衣兮被被，玉佩兮陸離。壹陰兮壹陽，衆莫知兮余所為。折疏麻兮瑤華，將以遺兮離居。老冉冉兮既極，不寖近兮愈疏。乘龍兮轔轔，高駝兮沖天。結桂枝兮延竚，羌愈思兮愁人。愁人兮柰何，願若今兮無虧。固人命兮有當，孰離合兮可為？

        6. The Lesser Master of Fate 少司命

        
            The autumn orchid and the deer-parsley
            

            Grow in a carpet below the hall;
            

            The leaves of green and the pure white flowers
            

            Assail me with their wafted fragrance.
        

        
            The autumn orchids bloom luxuriant, (5)
            

            With leaves of green and purple stems.
            

            All the hall is filled with lovely women,
            

            But his eyes swiftly sought me out from the rest.
        

        
            Without a word he came in to me, without a word he left me:
            

            He rode off on the whirlwind with cloud-banners flying. (10)
            

            No sorrow is greater than the parting of the living;
            

            No happiness is greater than making new friendships
        

        
            Wearing a lotus coat with melilotus girdle,
            

            Quickly he came and as quickly departed.
            

            At night he will lodge in the High God’s precincts. (15)
            

            “Whom are you waiting for at the cloud’s edge?”
        

        
            I will wash my hair with you in the Pool of Heaven;
            

            You shall dry your hair on the Bank of Sunlight.
            

            I watch for the Fair One, but he does not come.
            

            Wildly I shout my song into the wind. (20)
        

        
            With peacock canopy and kingfisher banner,
            

            He mounts the ninefold heaven and grasps the Broom Star;
            

            He brandishes his long sword, protecting young and old:
            

            “You only, Fragrant One, are worthy to be judge over men.”
        

        秋蘭兮麋蕪，羅生兮堂下。綠葉兮素華，芳菲菲兮襲予。秋蘭兮青青，綠葉兮紫莖。滿堂兮美人，忽獨與余兮目成。入不言兮出不辭，乘回風兮載雲旗。悲莫悲兮生別離，樂莫樂兮新相知。荷衣兮蕙帶，儵而來兮忽而逝。夕宿兮帝郊，君誰須兮雲之際？與女沐兮咸池，晞女髮兮陽之阿。望美人兮未來，臨風怳兮浩歌。孔蓋兮翠旍，登九天兮撫彗星。竦長劍兮擁幼艾，蓀獨宜兮為民正。

        Unlike most poems in the set, the narrator of the next poem is the god himself—here the sun god—and not the shaman, although shamans and their accompanying dance are mentioned. Whereas there is celestial travel (logically for the sun), there is no real sense of the quest. From the description one does get an impression of the total performance: presumably the role of the sun god would have been acted out by a principal shaman figure and may have included the singing of these lyrics. 

        7. The Lord of the East 東君

        
            With a faint flush I start to come out of the east,
            

            Shining down on my threshold, Fu-sang.
            

            As I urge my horses slowly forwards,
            

            The night sky brightens, and day has come.
        

        
            I ride a dragon car and chariot on the thunder,
            

            With cloud-banners fluttering upon the wind.
            

            I heave a long sigh as I start the ascent,
            

            Reluctant to leave, and looking back longingly;
            

            For the beauty and the music are so enchanting,
            

            The beholder, delighted, forgets that he must go. (10)
        

        
            Tighten the zither’s strings and smite them in unison!
            

            Strike the bells until the bell-stand rocks!
            

            Let the flutes sound! Blow the pan-pipes!
            

            See the priestesses, how skilled and lovely,
            

            Whirling and dipping like birds in flight, (15)
            

            Unfolding the words in time to the dancing
            

            Pitch and beat all in perfect accord!
            

            The spirits, descending, darken the sun.
        

        
            In my cloud-coat and my skirt of the rainbow,
            

            Grasping my bow I soar high up in the sky. (20)
            

            I aim my long arrow and shoot the Wolf of Heaven;
            

            I seize the Dipper to ladle cinnamon wine.
            

            Then holding my reins, I plunge down to my setting,
            

            On my gloomy night journey back to the east.
        

        Line 2: Fusang is a mythical tree in the east whence the sun emerges and to which it returns; one Chinese myth contends that originally there were ten suns (one for each day of the week) and they resided here waiting their turn. Legend says that at one point they all came out at once and Archer Yi saved the earth by shooting down nine of them. Now the sun must travel quickly back to the east during the night (line 24).

        Line 21: The Wolf star is Sirius.

        暾將出兮東方，照吾檻兮扶桑。撫余馬兮安驅，夜晈晈兮既明。駕龍輈兮乘雷，載雲旗兮委蛇。長太息兮將上，心低佪兮顧懷。羌聲色兮娛人，觀者憺兮忘歸。緪瑟兮交鼓，簫鍾兮瑤簴，鳴箎兮吹竽，思靈保兮賢姱。翾飛兮翠曾，展詩兮會舞。應律兮合節，靈之來兮蔽日。青雲衣兮白霓裳，舉長矢兮射天狼。操余弧兮反淪降，援北斗兮酌桂漿。撰余轡兮高駝翔，杳冥冥兮以東行。

        
            Standing in contrast to the fiery sun, the subject of next poem is the god of the Yellow River (just called the river (he) in ancient China), who was the center of an extensive ritual and worship from the earliest recorded history up through the imperial period. In its early form that worship included human sacrifice and “marriages” (i.e., drowning) of young women to the god (a reference to which may conclude the poem). The principal river in the Chu region was, of course, the Yangtze (called the jiang), but the importance of the Yellow River, with its central location and cultural legacy, was acknowledged even faraway in the south, especially after Chu annexed northern territories.21
        

        8. The River Earl 河伯

        
            I wander with you by the Nine Mouths of the river
            

            When the storm wind rises and lashes up the waves.
            

            I ride a water chariot with a canopy of lotus;
            

            Two dragons draw it, between two water-serpents.
        

        
            I climb the Kunlun mountain and look over the four quarters, (5)
            

            And my heart leaps up in me, beating wildly.
            

            Though the day will soon end, I forget to go in my pleasure:
            

            Longingly I look back to that distant shore.
            

            Of fish-scales his palace is, with a dragon-scale hall;
            

            Purple cowrie gate-towers; rooms of pearl. (10)
            

            And what does the god do, down there in the water?
        

        
            Riding a white turtle, he chases the spotted fishes.
            

            Let me play with you among the river’s islets,
            

            While the swollen waters come rushing on their way!
            

            Eastward you journey, with hands stately folded, (15)
            

            Bearing your fair bride to the southern harbour.
            

            The waves come racing to meet me,
            

            And shoals of fishes are my bridal train.
        

        
            Line1: Nine Mouths (jiu he) are reaches of the Yellow River.
        

        Line 5: Kunlun Mountain, legendary mountain in far west of China, often dwelling place of the gods and fabled source of the Yellow River. 

        
            Line 16: “Fair bride” is here the same term “fair one” (meiren) seen in other poems.
        

        與女遊兮九河，衝風起兮橫波。乘水車兮荷蓋，駕兩龍兮驂螭。登崑崙兮四望，心飛揚兮浩蕩。日將暮兮悵忘歸，惟極浦兮寤懷。魚鱗屋兮龍堂，紫貝闕兮朱宮。靈何為兮水中，乘白黿兮逐文魚。與女遊兮河之渚，流澌紛兮將來下。子交手兮東行，送美人兮南浦。波滔滔兮來迎，魚鱗鱗兮媵予。

        Little is known about the “mountain spirit” of the ninth poem, but there is speculation that s/he is associated with the famous Shaman Mountain (Wushan) of the Yangtze Gorges, which later would become associated with the erotic goddess of Gaotang. This poem uses much of the imagery and fits many of the patterns seen previously, but there is also a certain wild animalistic nature to the spirit not seen elsewhere.

        9. The Mountain Spirit 山鬼

        
            There seems to be someone in the fold of the mountain
            

            In a coat of fig-leaves with a rabbit-floss girdle,
            

            With eyes that hold laughter and a smile of pearly brightness:
            

            “Lady, your allurements show that you desire me.”
        

        
            Driving tawny leopards, leading the striped lynxes;
            

            A car of lily-magnolia with banner of woven cassia;
            

            Her cloak of stone-orchids, her belt of asarum:
            

            She gathers sweet scents to give to one she loves.
        

        
            “I am in the dense bamboo grove, which never sees the sunlight,
            

            So steep and hard the way was, therefore I am late.” (10)
            

            Solitary she stands, upon the mountain’s summit:
            

            The clouds’ dense masses begin below her.
        

        
            From a place of gloomy shadow, dark even in the daytime,
            

            When the east wind blows up, the goddess sends down her showers.
            

            Dallying with the Fair One, I forget about returning. (15)
            

            What flowers can I deck myself with, so late in the year?
        

        
            I shall pluck the thrice-flowering herb among the mountains,
            

            Where the arrowroot spreads creeping over the piled-up boulders.
            

            Sorrowing for my lady, I forget that I must go.
            

            My lady thinks of me, but she has no time to come. (20)
        

        
            The lady of the mountains is fragrant with pollia;
            

            She drinks from the rocky spring and shelters beneath the pine
            

                trees.
            

            My lady thinks of me, but she holds back, uncertain.
        

        
            The thunder rumbles; rain darkens the sky:
            

            The monkeys chatter; apes scream in the night: (25)
            

            The wind soughs sadly and the trees rustle.
            

            I think of my lady and stand alone in sadness.
        

        若有人兮山之阿，被薜荔兮帶女羅。既含睇兮又宜笑，子慕予兮善窈窕。乘赤豹兮從文狸，辛夷車兮結桂旗。被石蘭兮帶杜衡，折芳馨兮遺所思。余處幽篁兮終不見天，路險難兮獨後來。表獨立兮山之上，雲容容兮而在下。杳冥冥兮羌晝晦，東風飄兮神靈雨。留靈脩兮憺忘歸，歲既晏兮孰華予。採三秀兮於山間，石磊磊兮葛蔓蔓。怨公子兮悵忘歸，君思我兮不得閒。山中人兮芳杜若，飲石泉兮蔭松柏。君思我兮然疑作。靁填填兮雨冥冥，猿啾啾兮又夜鳴。風颯颯兮木蕭蕭，思公子兮徒離憂。

        
            The next poem is certainly the most problematic when considered within the cycle. It shares little with the other poems, either in language or content; in many ways it seems to fit more the spirit of some of the war poems of the Major Odes of The Book of Songs. There have been suggestions that it does not belong here, having been inadvertently attached to the set. The coda (11) that follows is closely related, in terms of language and imagery, to the first nine poems, quite divorced from the “Hymn to the Fallen.”
        

        10. Hymn to the Fallen 國殤

        
            Grasping our great shields and wearing our hide armour,
            

            Wheel-hub to wheel-hub locked, we battle hand to hand.
        

        
            Our banners darken the sky; the enemy teem like clouds:
            

            Through the hail of arrows the warriors press forward.
        

        
            They dash on our lines; they trample our ranks down. (5)
            

            The left horse has fallen, the right one is wounded.
        

        
            The wheels are embedded, the foursome entangled:
            

            Seize the jade drumstick and beat the sounding drum!
            

            The time is against us: the gods are angry.
            

            Now all lie dead, left on the field of battle. (10)
        

        
            They went out never more to return:
            

            Far, far away they lie, on the level plain,
            

            Their long swords at their belts, clasping their Qin bows,
            

            Head from body sundered: but their hearts could not be vanquished.
        

        
            Both truly brave and also truly noble; (15)
            

            Strong to the last, they could not be dishonoured.
            

            Their bodies may have died, but their souls are living:
            

            Heroes among the shades their valiant souls will be.
        

        操吳戈兮被犀甲，車錯轂兮短兵接。旌蔽日兮敵若雲，矢交墜兮士爭先。凌余陣兮躐余行，左驂殪兮右刃傷。霾兩輪兮縶四馬，援玉枹兮擊鳴鼓。天時墜兮威靈怒，嚴殺盡兮棄原壄。出不入兮往不反，平原忽兮路超遠。帶長劍兮挾秦弓，首身離兮心不懲。誠既勇兮又以武，終剛強兮不可凌。身既死兮神以靈，子魂魄兮為鬼雄。

        11. Honoring the Dead 禮魂

        
            The rites are accomplished to the beating of the drums;
            

            The flower-wand is passed on to succeeding dancers.
            

            Lovely maidens sing their song, slow and solemnly.
            

            Orchids in the spring and chrysanthemums in autumn:
            

            So it shall go on until the end of time.
        

        成禮兮會皷，傳芭兮代舞，姱女倡兮容與。春蘭兮秋菊，長無絕兮終古。

        
            With the possible exception of the “Hymn to the Fallen,” the “Nine Songs” obviously belong together. Their shared language, imagery, and dramatic structures all contribute to the special blend of primitive magic, vegetable eroticism, and final melancholy that distinguishes this cycle of poems in the history of Chinese literature. These elements are also the materials that most other poems in the Elegies use and elaborate upon to create a larger complex of a Chu aesthetic, especially Qu Yuan’s “Encountering Sorrow.” Arguments suggest that we can also go beyond this “of-a-kind” association of the set and try to plot its internal architecture.
        

        
            First of course is the number “nine.” Even within this set alone one sees repeated references to sets of nine as indicators of a whole—the nine layers of heaven (jiu tian), the nine lands of the empire (jiu zhou), the nine reaches of the River (jiu he), and the nine regions of heaven (jiu keng). If one includes the other most important “pre-Qu Yuan” poem the “Heavenly Questions” in our consideration, one not only doubles the list but also finds a reference to a “nine songs” themselves, a reference that reappears in Qu Yuan’s “Sorrow”—”Singing the Nine Songs and dancing the Nine Changes” (line 145) and “We played the Nine Songs and danced the Shao Dances” (line 363). In the Elegies, there are all together thirty-eight different terms (several with multiple occurrences) that refer to sets of nine. Clearly nine is a culturally significant number that seems particularly strong in this collection, when compared, for example, with The Book of Songs, which has fewer than half a dozen similar terms.22
        

        
            But, of course, the peculiarity is that there are actually eleven “Nine Songs.” This problem is often discussed in the secondary literature and several solutions have been offered, of which I believe the earliest is the most apt; later, especially modern, explications are, however, important indexes of the interpellation for culturally constructive wholes. The simplest solution is to note that the number “nine” is often used as a general totalizing term to indicate a whole or large quantity that does not necessarily constitute exactly nine discrete items, as one would use a “myriad.” This seems to be the early understanding of the number, as suggested by Hong Xingzu’s summary (twelfth century) comments:
        

        
            Wang Yi’s [second century CE] note to the title of the ‘Nine Arguments’ [Jiu bian, which appeared before the “Nine Songs” in the original text] says: ‘Nine is the yang number, the fundamental principle of the Dao.’ The Five Ministers Commentary [eighth century CE] says: ‘Nine is the ultimate yang number. Because he refers to evil circumstances which have reached their most extreme point, Qu Yuan chose Nine as the title of these songs.23
        

        
            Hong seems to be the first to take specific note of the discrepancy, which he explains with another extra-textual reference: “Note that there are eleven of the “Nine Songs” and nine of the “Nine Arguments,” both using “nine” in their titles. The meaning of the titles is explained by reference to Shun’s music and its nine parts (jiu cheng).”24 Geoffrey Waters has a detailed discussion of this point of view, in which he draws on theories of numerology found in the early Han ritual text, the Li ji. Waters explains Wang Yi’s reference:
        

        
            These numbers with qualitative value are bound up inextricably with the notion of polarity. Yin and Yang are the negative and positive aspects of existence. They alternate in a perpetual cycle of increase and decrease. Numbers are either Yin or Yang; in the Yi jing, the oldest literary source of this polar numerology, even numbers are Yin, odd Yang. Three and nine are the most male, the most complete; two and eight are the most Yin. The commentators make direct reference to this idea when they say “Nine is the Yang number.”25
        

        
            Thus Waters concludes, and I would agree with him, “It is clear that Nine has little to do with the number of the Songs, but much to do with their significance. Numerology and polarity dictate this significance and it is in accord with the basic theme of the poems as uniformly expressed by the commentators.”26 I should also note that most critics agree that the title itself was a common, even generic, one, and other references to jiu ge in the text (such as quoted earlier) and elsewhere are not to these poems per se, but to a type of music or song. Wen Yiduo has the most detailed discussion of that aspect of the argument, which he begins by noting,
        

        
            From the two places in the Zuo zhuan (Duke Zhao, Years 20 and 25 [521, 516 BCE]) where the nine songs, eight airs (ba feng), seven tones (qi yin), six pitches (liu lü), and five notes (wu sheng), are mentioned together we can see that “nine songs” did not refer to some specific songs, but rather was a model poetic form.”27
        

        All this would seem to have put the question to rest, but other solutions were offered and they are often related to the larger question of internal architecture of the set.

        
            Twentieth-century accommodations of the problem of “nine” generally find ways to manipulate the set such that it actually does number nine pieces or at least nine pieces “that count.” These suggestions are directly related to the religious drama that seems so obviously encoded into the work and to which Hawkes referred.28 Perhaps the simplest solution, as suggested by Arthur Waley, is to dismiss the last two poems as not part of the original set.29
        

        
            Another common reconstruction, and here I follow Wen Yiduo’s argument, is to separate out the first and last pieces as an “invocation” (yingshenqu) and “processional” (songshenqu) and name the other nine poems as the “nine songs.”30 Wen further distinguishes the songs into different types of worship: the invocation is the only text he feels represents the worship of a god in an abstract spiritual fashion; the object of worship of the next eight terms are “nature-spirit objects” (ziranshen wu)—what one would call animism. He then argues that the “The Hymn to the Fallen” is the climax of the worship and exhibits the progress in man’s spirituality when the object of worship becomes human souls.31 Chen Shih-hsiang has embraced Wen Yiduo’s reconstruction but described the internal architecture in slightly different terms. Noting the correctness of Wen’s small reordering of the set (by moving “Lord of the East” (7) to the second position), he says the sequence then proceeds in pairs of matched poems, beginning with those about the sun and clouds, then the two Xiang River poems, two poems of the god/s of fate, gods of river and mountain, “and last comes the long tragic song [Hymn to the Fallen], which we regard as a grand finale to exhibit a martial fighting scene of entirely human heroes.”32 See table 3.
        

        
            [image: ]
            

        

        
            One sees the legacy of this type of solution even in contemporary art. In a 1993 dramatic performance of the “Nine Songs” by the Cloud-Gate Dance Company of Taiwan, the celebration of the “Hymn of the Fallen” is presented as a human, this-worldly climax to a spiritual, other-worldly ritual drama.33 The reviewer, Sarah Brooks, writes:
        

        
            The forsaken Mountain Spirit paves the way for the turning point in the dance, a section called “Homage to the Martyrs” [Hymn to the Fallen]. In white robe and headband a young man executes a swift sword dance. As his weapon slices into the air, he symbolically cuts away the veil of exotic, otherworld imagery. The gods have left and we are transported to a more literal, mortal world somewhere in our own time. As in the original poems, the preliminary sections of the dance have really been a preparation for the politically tinged tribute that is to follow. From here the dance will build to a brutal, ruthless climax.34
        

        
            The choreographer-director of this performance, Lin Huaimin, drew on a multitude of inspirations and images, particularly a pan-Asia theme of water ritual, to create a cycle of unity, where the lotus, as the central unifying symbol, is constantly displayed and rearranged, one might say “enumerated,” in the set of dances. Brooks’s reading of the “Hymn to the Fallen” as the end of a progression toward a more human version of the ritual—particularly in contrast to Lin’s reformulation of the shaman as an evil “witch”—is perhaps meant as an emblem of the Chinese intellectual tradition’s “progression” from a religious or spiritual culture to one based on Confucian humanism. Whether that reading is only available retroactively or whether the original sequence is a foreshadowing of that emerging cultural paradigm is an interesting question. One should note that all three of these modern readers (Wen Yiduo, Chen Shih-hsiang, and Lin Huaimin) are intellectually immersed in that humanistic world. Even Lin, who draws on a pan-Asia tradition throughout the sequence, remains almost entirely in the Chinese/Taiwanese culture when the drama progresses to a litany of martyrs drawn from modern political events.35 On the other hand, one should remember that Qu Yuan’s “Encountering Sorrow” also marks a transition from the spiritual to the humanistic in the combining of shamanistic motifs and images with the elements of political allegory. This transition to secular allegory is completed in the works of later, Han dynasty contributors to the anthology, which will be considered in the following section.
        

        
            Although we might not agree entirely with the Wen-Chen-Lin reconstruction (and Hawkes offers another, quite different structure36), it is testimony nonetheless to the sense of unity desired in a reading of the set, and it is quite natural for modern scholars to want to create unities based on progression and climax. What is most important for Chinese literature, however, is the symbolic power of the number nine, which stimulated the creation of other sets in the collection that chart the emergence of the conscious use of the lyric sequence by individual literati poets.
        

        The Other Nines

        
            In addition to the generative “Nine Songs,” there are five other sets of nines in the Elegies. The two most celebrated sets, “Nine Pieces” (Jiu zhang) and “Nine Changes” (Jiu bian), are conventionally attributed to Qu Yuan and Song Yu (fl. 275 BCE), respectively. These two sets can be viewed as transitional works, apparently edited ex post facto from individual pieces, leading to the more articulated sequences by the literati poets Wang Bao, Liu Xiang, and Wang Yi.
        

        
            Almost no one accepts the attribution of the “Nine Pieces” to Qu Yuan, although two of them are mentioned and one is quoted in full (completely divorced from the set) in the earliest biographical information available on the poet. The set certainly contains heterogeneous materials and forms; yet there seems to be a core set of poems that derive from the Qu Yuan legend and which quote his “Sorrow”—one critic has called this subgroup a saga of Qu Yuan’s travels.37 Because of the fragmentary nature of the some of the “Nine Pieces,” it is also unclear that there are actually nine poems in the set. Two points are clear, however: individually the poems tend to focus on the human, mundane world and lack the fantasy of the “Nine Songs” and “Sorrow”; and secondly, there is a self-conscious use of the nine configuration, although it was certainly externally configured. David Hawkes notes:
        

        
            Whoever first edited the miscellaneous collection of early Sao-style poetry which we now call the Jiu zhang was for some reason anxious to reduce this rather unmanageable material to nine sections, no more, no less. He may have had performance in mind: a set of nine musical variations to which a series of nine poems might be recited; or he may have simply wanted a title with “nine” in it, like Jiu bian and Jiu ge. Paradoxically Jiu bian and Jiu ge both contain more than nine sections; but their titles were ancient ones, culled from Chinese mythology. Probably he knew that some at any rate of these poems were meant to be recited and thought of nine as a good “performing” number.38
        

        
            Traditionally, few challenged Wang Yi’s attribution of the “Nine Changes,” which were originally placed second in the collection, to Song Yu.39 The set does, however, present textual problems unique in the collection since it is the only set in the collection where the poems are not individually titled, thus the separation of one “poem” from the next must be drawn in some internal fashion, primarily by rhyme. This is acerbated by the apparently fragmentary nature of the work and its ex post facto reconstruction. Hong Xingzu divides the set into ten poems, Zhu Xi into nine, and Hawkes offers eleven divisions, as does Sukhu. Another conclusion that might be drawn from this is that the “Nine Changes” is really a single, long episodic poem, similar to the “Sorrow” poem, and the title has nothing to do with separate texts.40 Again there is the question of whether very strong fu enumeration overshadows individual xing identities. No matter whether one reads the work as a lyric sequence or a long episodic poem, there is an intercalated unity between the poems or sections that is closer perhaps to the “Sorrow,” which the “Changes” quotes extensively, than the to “Nine Pieces” or even “Nine Songs”.
        

        
            That unifying theme of the “Nine Changes” centers on the dual exploration of autumn and the poet’s melancholy. Whereas the poet’s melancholy can be seen as an adaption of similar sentiments in Qu Yuan’s “Sorrow,” the extensive exploration of the autumnal images, many of which become clichèd in later poetry, is innovative and powerful. Those dual strands are interwoven with the travel and quest imagery, both celestial and earthly, that is seen in the “Nine Songs.” The first poem, although devoted primarily to the autumnal side of this duality, introduces all these themes:41
        

        
            Alas for the breath of autumn!
            

            Wan and drear: flower and leaf fluttering fall and turn to decay;
            

            Sad and lorn: as when on journey far one climbs a hill and looks
            

                down on the water to speed a returning friend.
            

            Empty and vast: the skies are high and the air is cold;
            

            Still and deep: the streams have drunk full and the waters are clear.
            

            Heartsick and sighing sore: for the cold draws on and strikes
            

                into a man;
            

            Distraught and disappointed: leaving the old and to new places
            

                turning;
            

            Afflicted: the poor esquire has lost his office and his heart rebels;
            

            Desolate on his long journey he rests with never a friend;
            

            Melancholy; he nurses a private sorrow.
            

            The fluttering swallows leave on their homeward journey;
            

            The forlorn cicada makes no sound;
            

            The wild geese call as they travel southwards;
            

            The partridge chatters with a mournful cry.
            

            Alone he waits for the dawn to come, unsleeping,
            

            Mourning with the cricket, the midnight traveller.
            

            His time draws on apace: already half is gone;
            

            Yet still he languishes, nothing accomplished.
        

        悲哉！秋之為氣也。蕭瑟兮，草木搖落而變衰。憭慄兮，若在遠行。登山臨水兮，送將歸。泬寥兮，天高而氣清；寂寥兮，收潦而水清。憯悽增欷兮，薄寒之中人；愴怳懭悢兮，去故而就新；坎廩兮，貧士失職而志不平；廓落兮，羈旅而無友生；惆悵兮，而私自憐。燕翩翩其辭歸兮，蟬寂漠而無聲。鴈廱廱而南遊兮，鶤雞啁哳而悲鳴。獨申旦而不寐兮，哀蟋蟀之宵徵。時亹亹而過中兮，蹇淹留而無成。

        
            After a wide-ranging exploration of these themes, the final lines of the set are cast more in terms of the celestial/political quest:42
        

        
            With rumblings the Lord of Thunder shall bring up the rear;
            

            And the rushing Wind God shall lead the way:
            

            Light coaches in the front, creaking as they go;
            

            Wagons behind us, slowly trundling.
            

            Cloud banners we shall bear, flapping on the wind;
            

            A squadron of horsemen shall make a stately escort.
            

            My plans are firmly fixed and cannot now be altered:
            

            I will press forward, resolved to make them prosper.
            

            Blessed with rich flavours from the Lord of Heaven,
            

            I shall return to see my lord free from all harm.
        

        屬雷師之闐闐兮，通飛廉之衙衙。前輕輬之鏘鏘兮，後輜乘之從從。載雲旗之委蛇兮，扈屯騎之容容。計專專之不可化兮，願遂推而為臧。賴皇天之厚德兮，還及君之無恙。

        Again the clear sense of beginning and closure seen in these excerpts suggests the relatively strong internal architecture to the set, architecture that reasserts itself in the Han literati poems.

        The Nine Regrets 

        
            Little attention has been paid to the three sets of “nines” by the Han poets Wang Bao, Liu Xiang, and Wang Yi; these works are usually dismissed as derivative materials that were merely appended to the authentic Elegies of Chu, that is, the work associated with Qu Yuan and his close associates. Indeed, since the Song dynasty, there have been several editions of the collection that have eliminated these and other texts to produce a “pure” edition.43 In the case of Liu Xiang and Wang Yi, it is clear that they did attach their own poems to the collection as part of their editorial work, but one assumes that Wang Bao’s set was produced under somewhat less forced circumstances and was brought into the collection by Liu Xiang, his contemporary.44 Wang Bao’s service in the imperial court of Emperor Xuan (73–49 BCE) drew him into the lively literary debates of that time, to which Liu Xiang was central. Wang Bao’s “Nine Regrets” (Jiu huai) is an interesting set of poems that illustrate well the final emergence of the author-intended lyric sequence constructed around the vague but pervasive sense of the “wholeness” in the set of nine. This sequence also clearly belongs to the spirit of the collection (quite beyond the core Qu Yuan poems) as it draws on various structural, linguistic, and thematic materials to construct itself. We will look at this set of nine poems as a construction of paired poems, with a summarizing poem concluding.
        

        The Nine Regrets45 九懷
        

        1. Release from Worldly Contrivings 匡機

        
            My lot was cast in a luckless time:
            

            I must submit to lifelong hardship.
            

            Deep is my sorrow, bitter is my torment.
            

            Oh, but once to tell!—but there is no way.
            

            Riding the sun and moon, I travel aloft, (5)
            

            Wishing to divert myself in Hao and Feng.
            

            All over I scan them, in every corner:
            

            I wander up and down in the orchid palaces,
            

            The iris gates, the peony halls,
            

            That waft abroad a myriad scents, (10)
            

            The bamboo pavilions and melilotus chambers.
            

            I gaze on the streets each way intersecting:
            

            Bright gold lies in heaps there,
            

            Fine jade fills the halls.
            

            Cassia scented waters bubble, (15)
            

            Gushing in a copious stream.
            

            The ancient turtles leap and sport;
            

            The great cranes circling soar.
            

            I lean on a casement and gaze into the distance,
            

            Thinking of my prince, whom I cannot forget. (20)
            

            Gloomy, because I cannot address him,
            

            Long I brood on my inward pain.
        

        Line 6: Hao and Feng were the ancient capitals of the Zhou dynasty, which by this time was seen as a golden age.

        極運兮不中，來將屈兮困窮？余深愍兮慘怛，願一列兮無從。乘日月兮上徵，顧游心兮鄗酆。彌覽兮九隅，彷徨兮蘭宮。芷閭兮葯房，奮搖兮眾芳。菌閣兮蕙樓，觀道兮從橫。寶金兮委積，美玉兮盈堂。桂水兮潺湲，揚流兮洋洋。蓍蔡兮踴躍，孔鶴兮迴翔。撫檻兮遠望，念君兮不忘。怫鬱兮莫陳，永懷兮內傷。

        2. A Road to Beyond 通路

        
            The Gate of Heaven, the Door of Earth
            

            Yield no admittance to the wise.
            

            The lawless soil the seat of power;
            

            The virtuous are not looked upon.
            

            Brooding on this, still clothed I sleep; (5)
            

            To whom can I utter words of awakening?
            

            The phoenix, soaring, removes far off;
            

            The fattened quail draws near.
            

            The whale and sturgeon hide in the deeps;
            

            But frogs are left to sport in the islets. (10)
            

            With team of dragons I mount the heavens,
            

            In ivory chariot borne aloft.
            

            We start from Congling in the morning;
            

            We come to Mingguang in the evening
            

            In the north I drink from Flying Spring; (15)
            

            In the south I pluck flowers of the Holy Herb.
            

            I wander through all the constellations;
            

            I roam about round the Northern Pole.
            

            My upper garment is of red stuff;
            

            Of green silk is my under-robe. (20)
            

            I loosen my girdle and let my clothes flow freely;
            

            I stretch out my trusty Ganjiang sword.
            

            The Leaping Serpent follows behind me,
            

            The Flying Horse trots at my side.
            

            I caught a glimpse of the Flying Garden, (25)
            

            Surveyed the Bright Shiner, Benetnasch.
            

            I opened a box and drew out divining slips,
            

            And grieve to see what fate was to be mine.
            

            I have plaited orchids and will take my leave for ever;
            

            I will depart from those I love. (30)
            

            The floating clouds that idly drift
            

            Lead me on I know not whither.
            

            Far I gaze into the darkening distance;
            

            I hear the thunder rumble loud.
            

            Melancholy steals upon me; (35)
            

            Disappointed, I mourn my lot.
        

        Lines 13–14: Congling (the Pamirs) was a conventional reference to the far west; presumably Mingguang was a similar term for the east. 

        
            Lines 15–16: Flying Spring (fei yuan) was located in far western Kunlun mountains. Holy Herb (zhi), commonly called a “magic mushroom,” became associated with the quest for immortality.
        

        Line 21: The Gan Jiang sword was a fabled sword made by Gan Jiang for King of Chu; see also last poem of the set.

        
            Lines 23–24: The origins of the terms Leaping Serpent (fei teng) and Flying Horse (fei ju) are obscure; Flying (or Hanging) Garden was the legendary garden of the far west.
        

        天門兮墜戶，孰由兮賢者？無正兮溷廁，懷德兮何睹？假寐兮愍斯，誰可與兮寤語？痛鳳兮遠逝，畜鴳兮近處。鯨鱘兮幽潛，從蝦兮游陼。乘虯兮登陽，載象兮上行。朝發兮蔥嶺，夕至兮明光。北飲兮飛泉，南採兮芝英。宣游兮列宿，順極兮彷徉。紅採兮騂衣，翠縹兮為裳。舒佩兮綝纚，竦余劍兮乾將。騰蛇兮後從，飛駏兮步旁。微觀兮玄圃，覽察兮瑤光。啟匱兮探筴，悲命兮相當。紉蕙兮永辭，將離兮所思。浮雲兮容與，道余兮何之？遠望兮仟眠，聞雷兮闐闐。陰憂兮感余，惆悵兮自憐。

        
            The opening poem establishes a basic thematic and structural pattern that is repeated with substantial amplifications in the second poem. In both poems the poet begins with a lament of his fate, which is quickly overshadowed by an escape to a more perfect land, but in the end frustration and melancholy return. This pattern follows the basic structure of the quest-for-the-goddess motif that is seen in the “Nine Songs,” and adapted to “Encountering Sorrow.” The attention Wang Bao pays to the elaborate descriptive sections of the poems belies his immersion in the poetics of the rhapsody (fu), for which he is best known; here the rhapsodic catalog is merged with the itinerary of celestial travel occupying the central part of the poems. One should note how in the first poem the celestial travel is relatively mundane both in destination (historical capitals in the golden age of Zhou) and in details—primarily described in human terms of pavilions, streets, garden landscapes, and natural animals (lines 5–18). In the second poem the scope of this travel is qualitively changed: there it is a wild cavort through the heavens with attending figures drawn from myth and cosmology (lines 11–26). Also note how the second poem not only amplifies but also clarifies the propositions of the first: after reading the second poem we understand that the misfortune of the time is manifested in the inverted world where evil is rewarded and virtue is neglected (lines 1–10); this also explains why the poet cannot address his lord, which is the basis of his melancholy in both poems. Each poem brings us back to that melancholy, but in the second poem there is a greater sense of frustration, coupled with a resolve to move on and leave worldly trouble behind.
        

        3. Dangerous Heights 危俊

        
            The woods receive not the singing cicada;
            

            How can I stay in the Middle Lands?
            

            In a good month I’ll harness my chariot;
            

            I’ll pluck the jade flower to bedeck myself with;
            

            Then, knotting flowering iris, I’ll fare on my journey. (5)
            

            I shall leave the crowd and wander far off,
            

            Through the dreadful heights of the Dai Mountain.
            

            Past the Nine Points and the Cowherd star.
            

            Stealing a little time to wander,
            

            I shall roam all round, leaving trails of brightness. (10)
            

            Seeing the Great Unity I stop awhile,
            

            Tie up my bridle and take a rest.
            

            I glance at the bright sun in his dazzling splendour.
            

            Far my way stretches, onward and onward.
            

            I turn to watch comets as they rush past me, (15)
            

            Observe dark clouds as they float by in squadrons.
            

            The God of the Great Jewel moves with a rumble,
            

            And all the cock pheasants cry out to greet him.
            

            Over vast spaces flies my questing spirit;
            

            The fear at my heart fills me with unquietness. (20)
            

            I walk my horse up the Flying Pillars,
            

            Looking for one who could be my companion;
            

            But never a glimpse of one do I find,
            

            And long I ponder in deep dejection.
        

        
            Line 2: Middle lands (zhong zhou), the central part of the Chinese realm.
        

        
            Lines 7–8: Dai Mountain, a sacred mountain in east (also known as Tai shan); Nine Points (jiu qu) refer to the extremes of the nine layers of heaven.
        

        
            Line 11: Great Unity (tai yi), a supreme god that was the center of worship during the Han; also part of title of first of “Nine Songs.”
        

        
            Line 21: Flying Pillars (fei zhu), name of a mythical mountain.
        

        林不容兮鳴蜩，余何留兮中州？陶嘉月兮總駕，搴玉英兮自脩。結榮茞兮逶逝，將去烝兮遠游。徑岱土兮魏闕，歷九曲兮牽牛。聊假日兮相佯，遺光燿兮周流。望太一兮淹息，紆余轡兮自休。晞白日兮皎皎，彌遠路兮悠悠。顧列孛兮縹縹，觀幽雲兮陳浮。鉅寶遷兮砏礉，雉咸雊兮相求。泱莽莽兮究志，懼吾心兮懤懤。步余馬兮飛柱，覽可與兮匹儔。卒莫有兮纖介，永余思兮怞怞。

        4. A Light on the World 昭世

        
            The world was dirty and dark:
            

            I left my lord and turned to the truth.
            

            Driving a dragon, twisting and coiling,
            

            Soaring in circles, I mounted on high.
            

            Wearing a flowered coat, flame-bright in colour, (5)
            

            And a flowery robe under it, sweetly perfumed,
            

            I mounted on the upward eddies of the whirlwind,
            

            And I had good sport floating on Heaven’s River.
            

            Then, calming my spirits, composing my bearing,
            

            I joined the company of the Immortals. (10)
            

            Falling stars descended in a shower
            

            And alighted, glittering, on the hill-tops.
            

            I gazed on my old home, shrouded in darkness:
            

            “How can I stay here much longer?” I thought.
            

            My mind bade me go, but my heart was afraid. (15)
            

            I tied up my bridle and stood hesitating.
            

            I could hear the White Maiden softly singing;
            

            I listened to the Queen blowing on the reed organ.
            

            My soul was troubled and stirred to sadness;
            

            My bowels were twisted into writhing knots. (20)
            

            I fingered my girdle, richly decked with flowers,
            

            And I heaved a huge sigh from the depths of my sadness.
            

            I made Zhu Rong go on before me;
            

            I commanded Zhao Ming to open the gates.
            

            Driving six dragons I ascended, (25)
            

            Riding my chariot into heaven’s dim heights.
            

            Through all the world I go, seeking a mate;
            

            But who is there worthy to spend all my days with?
            

            Suddenly I looked back on the West Garden,
            

            And saw the piled mountains’ overhanging crags. (30)
            

            The tears in streams came coursing down my cheeks,
            

            As I grieved that my king had lost Heaven’s blessing.
        

        
            Lines 17–18: White Maiden (su nü) is associated with Daoist texts; the Queen (wang hou) is variously identified with several goddesses, for example, Fu fei and Nü Wa.
        

        Lines 23–24: Zhu Rong is considered a principal guardian of the south; Zhaoming is obscure, perhaps a fire god. 

        世溷兮冥昏，違君兮歸真。乘龍兮偃蹇，高迴翔兮上臻。襲英衣兮緹䌌，披華裳兮芳芬。登羊角兮扶輿，浮雲漠兮自娛。握神精兮雍容，與神人兮相胥。流星墜兮成雨，進瞵盼兮上丘墟。覽舊邦兮滃鬱，余安能兮久居。志懷逝兮心懰慄，紆余轡兮躊躇。聞素女兮微歌，聽王後兮吹竽。魂悽愴兮感哀，腸回回兮盤紆。撫余佩兮繽紛，高太息兮自憐。使祝融兮先行，令昭明兮開門。馳六蛟兮上徵，竦余駕兮入冥。歷九州兮索合，誰可與兮終生。忽反顧兮西囿，睹軫丘兮崎傾。橫垂涕兮泫流，悲余後兮失靈。

        Poems 3 and 4 explore further the celestial world introduced in the previous poem, but rather than the frenetic searching to and fro in the cosmos, here the poet’s travels are more deliberate and leisurely. In “Dangerous Heights,” the narrator, once resolved to make his journey, is first more attentive to his own preparation, echoing the attention to flowery adornment seen in the “Nine Songs” and “Sorrow,” and then more relaxed in the observation of the heavenly environment, as if he momentarily has forgotten both his quest and his melancholy. Toward the end of the poem, however, the relaxed atmosphere is lost again to his frustrated quest. In the fourth poem this relaxed tone is eroded and replaced by hesitation. The poet seems to begin his journey two different times (lines 3, 25) and each time is overcome with hesitation, with line 13, “I gazed on my old home, shrouded in darkness,” closely echoing Qu Yuan’s final hesitation, “I suddenly caught a glimpse below of my old home.” (“Sorrow,” line 366). 

        5. Honoring the Good 尊嘉

        
            In the late spring warm and bright,
            

            All the flowers grow, row on row:
            

            But I grieve for the orchid and iris
            

            Piled stalk across stalk in dead heaps,
            

            And gracillary, cast away unwanted, (5)
            

            And lily-magnolia, stifled and obscured.
            

            I think then of the good men of old:
            

            How many of them met with an evil end.
            

            Wu Xu floated down the Great River;
            

            Qu Yuan drowned himself in the Xiang. (10)
            

            My thoughts revolve over these things, pondering,
            

            And my heart is pained within me.
            

            I look on the Huai river’s seething waters,
            

            And go to my hiding, racing along their stream.
            

            My boat slips downstream in the current (15)
            

            That eastwards flows amidst the boom of boulders.
            

            Water-dragons lead the way;
            

            Striped fish jump across the rapids.
            

            Rushes I pluck for mats to sit on,
            

            Water-grasses to make an awning. (20)
            

            The water leaps up at my pennant
            

            And gives it a fine trail of water-weed.
            

            Banners of cloud advance like the lightning
            

            As, swiftly darting, I speed on my way.
            

            The Lord of the River open his gates (25)
            

            And comes to meet me with glad welcome.
            

            My thoughts turn back to my homeland’s city:
            

            I am full of sorrow for its troubles.
            

            And I am sad for the floating duckweed
            

            That floats about, rootless, on the water. (30)
        

        Line 9: Wu Zixu was a loyal Chu official who ran afoul of an evil minister who threw Xu’s body (in a leather bag) into the Yangtze.

        Line 10: The standard story has Qu Yuan drowning himself in the Miluo River, a tributary of the Xiang. 

        
            Line 25: Lord of the River (he bo) is the same god celebrated in the eighth of the “Nine Songs.”
        

        季春兮陽陽，列草兮成行。余悲兮蘭生，委積兮從橫。江離兮遺捐，辛夷兮擠臧。伊思兮往古，亦多兮遭殃。伍胥兮浮江，屈子兮沈湘。運余兮念茲，心內兮懷傷。望淮兮沛沛，濱流兮則逝。榜舫兮下流，東注兮磕磕。蛟龍兮導引，文魚兮上瀨。抽蒲兮陳坐，援芙蕖兮為蓋。水躍兮余旌，繼以兮微蔡。雲旗兮電騖，鯈忽兮容裔。河伯兮開門，迎余兮歡欣。顧念兮舊都，懷恨兮艱難。竊哀兮浮萍，汎淫兮無根。

        6. Stored Blossoms 蓄英

        
            The autumn wind blows chill and keen,
            

            Loosening the blossoms and shaking the boughs.
            

            When the small frost falls, fine and light,
            

            The singing cicada sickens and dies.
            

            The swallows, leaving for their return, (5)
            

            Fly circling round the Holy Hill.
            

            I look down on the mist-shrouded valley
            

            And hear the snarl and roar of bears.
            

            Yao and Shun are now no more:
            

            What reason have I long to stay? (10)
            

            I look down on the racing waters;
            

            Glance back at the deserted woods.
            

            Gathering my robe about me,
            

            I bestride the rainbow and mount on high
            

            And on the clouds I ride around; (15)
            

            Then, exhausted by my labours,
            

            Come to rest on a bank of orchid.
            

            Despondent at my hope’s frustration,
            

            Dark with a black cloud of stored sorrow,
            

            Listlessly I think of my lord: (20)
            

            My body has left, but my thoughts stay with him,
            

            And melancholy fills my breast.
        

        秋風兮蕭蕭，舒芳兮振條。微霜兮眇眇，病殀兮鳴蜩。玄鳥兮辭歸，飛翔兮靈丘。望谿谷兮滃鬱，熊羆兮呴嗥。唐虞兮不存，何故兮久留？臨淵兮汪洋，顧林兮忽荒。修余兮袿衣，騎霓兮南上。乘雲兮回回，亹亹兮自強。將息兮蘭皋，失志兮悠悠。蒶蘊兮黴鯬，思君兮無聊。身去兮意存，愴恨兮懷愁。

        
            Although not totally divorced from the celestial aspects seen previously, poems 5 and 6 are clearly more grounded in the natural world of southern China, particularly its riparian landscape, and, like the first poem of the set, this world is interwoven with a historical dimension. That linkage is most clearly seen in the evocation of the watery deaths of Wu Zixu and Qu Yuan. In fact, one might argue that these two poems are an extended elaboration on the general propositions of poem number 1, just as the preceding two poems were extensions of the second poem. The seasonal parallels (late spring and autumn) of poems 5 and 6, with their analogous plant and animal imagery, also draw the two poems into an identifiable pair, at the same time as they connect to the Elegies literature as a whole—the autumnal imagery reminds us most of the language of the “Nine Changes.” By this point in the set the formulaic ending with its ineffectual melancholy is perhaps getting tedious, but there has been a progression of sorts in as much as the poet has taken leave of his lord and in the sixth poem has actually been warmly welcomed by the God of the River, something seldom seen in this literature (given the association of this god with sacrificial drowning and the analogy of Qu Yuan’s suicide, there is a slight macabre overtone to this welcome, however).
        

        7. Thoughts on Loyalty Bent 思忠

        
            Climbing the heavens, my soul wanders free.
            

            In the pale dawn the Virgin is singing.
            

            I grieve for the arrowroot heaped on the hill,
            

            All mixed together in promiscuous confusion.
            

            The straight stems are crushed down to wither and die. (5)
            

            The crooked ones raised up to the sky’s bright vapours.
            

            My mind is pierced with a pang of grief;
            

            My heart for pity sadly sorrows.
            

            Driving black dragons, I travel northwards,
            

            Directing my course towards the Congling mountains.(10)
            

            Linking the Five Constellations to make a pennant,
            

            Waving vapours of air as my banner,
            

            Through the vast tracts of the sky I go rushing,
            

            The Middle Land in the distance below me.
            

            Xuan Wu and the Water Mother go (15)
            

            To meet me in the verdant south.
            

            I climb the Flowery Awning and chariot on the brightness:
            

            Let me wander here for a while diffusing radiance.
            

            I lay hold of Kulou to ladle my wine with,
            

            Seize hold of the Melon to eat with my food. (20)
            

            Having rested, I start again on my far journey,
            

            Take off the jade brake and make towards the west.
            

            I think how the world is averse to righteousness,
            

            And I know I cannot stay in these parts for long.
            

            Waking, I beat my breast and brood, (25)
            

            And my heart is troubled and grieves within me.
        

        
            Line 2: Virgin (jing nü), a goddess?
        

        Line 11: Five Constellations are unspecified, but we should note that five, like nine, becomes a number of “wholeness” during this period.

        Line 15: Xuan Wu is turtle guardian of the north; Water Mother, a water spirit.

        Lines 17, 19, 20: Flowery Awning, Kulou (which was said to be shaped like a dipper), and Melon are names of constellations. 

        登九靈兮游神，靜女歌兮微晨。悲皇丘兮積葛，眾體錯兮交紛。貞枝抑兮枯槁，枉車登兮慶雲。感余志兮慘慄，心愴愴兮自憐。駕玄螭兮北徵，曏吾路兮蔥嶺。連五宿兮建旄，揚氛氣兮為旌。歷廣漠兮馳騖，覽中國兮冥冥。玄武步兮水母，與吾期兮南榮。登華蓋兮乘陽，聊逍遙兮播光。抽庫婁兮酌醴，援瓟瓜兮接糧。畢休息兮遠逝，發玉軔兮西行。惟時俗兮疾正，弗可久兮此方。寤闢摽兮永思，心怫鬱兮內傷。

        8. Raising Barriers 陶壅

        
            When I watch this benighted world’s devices
            

            I despair; but where else can I go?
            

            I grieve by the disorder of their manners,
            

            I shall shake my wings and fly high above them.
            

            Harnessing an eightsome of writhing dragons, (5)
            

            Raising a fluttering rainbow banner,
            

            I gaze down on the mid-world’s vastness,
            

            And mount aloft in noble array.
            

            I float over the Weak Water, radiating brightness;
            

            On its high banks then, halting hesitantly, (10)
            

            I rest my chariot, seeking a companion.
            

            I visit the Lord of Heaven and ask him for instruction:
            

            He says, “No Way is more precious than Returning to the True.
            

            Those who love my teachings shall find tranquility.”
            

            So I pursue my journey to the world’s southern shore, (15)
            

            Taking a gloomy road through Doubting Mountain.
            

            I cross ten thousand miles of flaming fire,
            

            Pass over ten thousand towering mountain peaks.
            

            Fording seas and rivers, I slough off my old body;
            

            Leaving North Bridge behind, I take my leave for ever. (20)
            

            The floating clouds gather and darken the day;
            

            The dust storm rises suddenly, blinding.
            

            I rest in the great halls of the Summer City.
            

            My face is haggard, my spirit is weary;
            

            But my mind is illumined with understanding: (25)
            

            Here in this place I shall find self-knowledge.
            

            I think of Yao and Shun transmitting their great heritage,
            

            Favouring Gao Yao and adopting his counsels.
            

            It grieves me that in all the earth’s nine lands there is no worthy
            

                master.
            

            Sighing I lean on my chariot rail and compose these verses. (30)
        

        
            Line 9: Weak Water (ruo shui), legendary river of far west.
        

        
            Line 16: Doubting Mountain (Jiuyi), traditional burial place for Shun, located in Chu area; cf. “Nine Songs,” no. 4.
        

        
            Lines 20, 23: Northern Bridge (bei liang) and Summer City (yang cheng) are unidentified, but should be associated with southern regions.
        

        覽杳杳兮世惟，余惆悵兮何歸。傷時俗兮溷亂，將奮翼兮高飛。駕八龍兮連蜷，建虹旌兮威夷。觀中宇兮浩浩，紛翼翼兮上躋。浮溺水兮舒光，淹低佪兮京沶。屯余車兮索友，睹皇公兮問師。道莫貴兮歸真，羨余術兮可夷。吾乃逝兮南娭，道幽路兮九疑。越炎火兮萬里，過萬首兮嶷嶷。濟江海兮蟬蛻，絕北梁兮永辭。浮雲鬱兮晝昏，霾土忽兮塺塺。息陽城兮廣夏，衰色罔兮中怠。意曉陽兮燎寤，乃自軫兮在茲。思堯、舜兮襲興，幸咎繇兮獲謀。悲九州兮靡君，撫軾歎兮作詩。

        The closing self-referential lines of poem 8 offer perfect closure to this set: the poet has shown resolve and made a final trip that is primarily through the far reaches of the earthly domain, particularly its southern portions—again this complements the more celestial travels of poem 7. He is still saddened but illumined about the lack of worthy rule, and it is that sadness filtered through self-knowledge that gives us this poetry. But the denouement completes the cycle of nine.

        9. Quenching the Light 株昭

        
            Woe and alas! my heart within is torn.
            

            The winter heliotrope is dead, its leaves and stems blighted.
            

            Shards and stones are prized as jewels, Sui and He rejected.
            

            The leaden knife is praised for sharpness, Tai E discarded as blunt.
            

            The thoroughbred droops his ears; for a long time now no one
            

                has used him. (5)
            

            A lame ass draws the chariot and stumbles half-way up the hill.
            

            The pure are in hiding; the favoured are fools.
            

            The phoenix may not soar; but quails vaunt their flight.
            

            Harnessing steeds of the rainbow to my chariot, I ride transfigured
            

                above the clouds.
            

            The jiaoming bird clears the way before me; green snakes follow
            

                my train. (10)
            

            We gallop through the cassia woods, we vault over dangerous
            

                places.
            

            The mountain peaks leaped and danced, the valleys sang for joy,
            

            And the words of the sacred books were chanted in harmony
            

                to the tune.
            

            I alone was there to enjoy it; such pleasure none could add to.
            

            I turned and looked back at the foolish world, lost in destruction’s
            

                nets. (15)
            

            I twisted my girdle, preparing to depart, and my tears fell in
            

                streams.
        

        The Envoy: 亂

        
            Heaven opens up its gates and shines down on the world.
            

            Stumps and weeds are cleared away; orchid and iris are disclosed.
            

            When the four Evil Ones were banished, after them came Yu. (20)
            

            Sage Shun held the power, making Yao’s tradition bright.
            

            Who could be like them? Him I would serve!
        

        Line 3: Sui and He are metonymies for a famous pearl and Chinese jade, respectively.

        Line 4: Tai E was said to be the famous sword made by Gan Jiang mentioned in the second poem of the set.

        
            Line 10: Jiaoming bird, said to be another name for a phoenix (huang), which is mentioned in line 8.
        

        
            Line 20: Four Evil Ones (si ning) were said to have been banished in order that the Great Yu (Da Yu) could begin to control the flood–these are, Gun (Yu’s father), Gong (legendary monster), San Miao (ancestor of the southern Miao people) and a mysterious Huan Dou.
        

        悲哉於嗟兮，心內切磋。款冬而生兮，凋彼葉柯。瓦礫進寶兮，捐棄隨和。鉛刀厲御兮，頓棄太阿。驥垂兩耳兮，中阪蹉跎。蹇驢服駕兮，無用日多。修潔處幽兮，貴寵沙劘。鳳皇不翔兮，鶉鴳飛揚。乘虹驂蜺兮，載雲變化。鷦䳟景開路兮，後屬青蛇。步驟桂林兮，超驤捲阿。丘陵翔舞兮，谿谷悲歌。神章靈篇兮，赴曲相和。余私娛茲兮，孰哉復加加。還顧世俗兮，壞敗罔羅。捲佩將逝兮，涕流滂沱。

        亂曰：皇門開兮照下土，株穢除兮蘭芷睹。四佞放兮後得禹，聖舜攝兮昭堯緒，孰能若兮願為輔？

        Taken together, the final poem and its “Envoy” provide a binary summary of the main points of the entire lyric sequence. In the poem one first finds the disturbing condition of the moral-political world where all values are reversed—a small but exemplary catalogue of manifestations of those reversals is found in lines 1–8. Then there is the requisite journey to escape those machinations (lines. 9–14), which exhibits celestial, natural, and historical (scared books) components. Finally there is the melancholy, including the backward glance that induces it, which has overshadowed almost every closing we have seen in the set; again the language is familiar and conventionalized. “The Envoy,” on the other hand, is in spirit of the eighth, closure-like, poem: both are upbeat, resolved, and clear-eyed in their understanding of what is necessary for a more perfect world. 

        Conclusion

        The “Nine Songs” and Wang Bao’s “Nine Regrets” are the two end-points in a long transition that begin with anonymous, communal voices drawn together into sets symbolically (but not necessarily strictly) numbered and end with a self-conscious construction by a literati poet who extrapolated many strands distantly related to that communal voice, which he re-presented in a lyric sequence that adhered strictly to that symbolic number. We may see this too as a “progress,” but we should note that these two basic forms of the lyric sequence—one constructed ex post facto from individual texts and one built as the poems are created—are nearly always present at any given moment in the later Chinese literary tradition. Moreover, in Wang Bao’s work there is a tension between the progressive cycle form of the earlier poems and the enumeration of binary pairs of poems that introduce hesitation and repetition into that progress. This too will be characteristic of the Chinese lyric sequence throughout its history.

        Notes

        
            1. Essays in Constance Cook and John Major, Defining Chu, describe the culture of early Chu both in terms of what it shares with and what distinguishes it from that of the Zhou.
        

        
            2. A recent study dedicated entirely to the “Li Sao” is Gopal Sukhu’s 2012 The Shaman.
        

        
            3. Gopal Sukhu’s study of the “Li Sao,” Ibid., divorces it entirely from Qu Yuan authorship or association, arguing that it is in fact a melding of indigenous shamanistic ritual and Warring States philosophy. Although that is a powerful argument, it is not how the poem was ever read over the millennia. Schneider’s study of Qu Yuan, Ch’ü Yuan, shows how powerful the myth is in Chinese culture, including of the twentieth century.
        

        
            4. The sao prosody is composed of couplets in seven and six syllable lines, where the first line is marked by a final particle (xi) and the second line enters the rhyme, with both lines having an unstressed word in the fourth position: David Hawkes, Songs of the South, 41, sketches the couplet as, tum tum tum ti tum tum xi: tum tum tum ti tum tum (R).
        

        
            5. David Hawkes, “Quest for the Goddess.” This is also a line of thinking that Gopal Sukhu, The Shaman, develops.
        

        
            6. Pauline Yu, Imagery, 86.
        

        
            7. Gopal Suhku, The Shaman, 5.
        

        
            8. This would be similar to what Stephen Owen calls “segmental composition” in early medieval Chinese poetry, The Making, 20.
        

        
            9. An excellent introduction to this edition, Chuci buzhu, is found in David Hawkes’ translation, Songs of the South. The structure of the work we now have results from an eleventh century reordering of the texts, which kept “Sorrow” first in the volume, followed by other pieces in more or less chronological order. Hawkes, discusses this and the original order (31); In “Brief Textual History,” I use the original order to argue that the term “Chu ci” originally referred only to the works other than the “Li sao.” Sukhu’s Introduction to his new translation, Songs of Chu, provides more details on this construction, especially on recently excavated texts. His translation follows the text as edited by Zhu Xi, thus restricted to the core “Qu Yuan” texts, as well as two additional texts by Jia Yi. I follow the Chu ci buzhu, and use Hawkes’ translation.
        

        
            10. There is a great deal of discussion about which texts might be from the hand of historical Qu Yuan, but the only one of significance is the one that creates the legend of Qu Yuan, “Encountering Sorrow.” Hawkes’ evaluations are always sensible and to the point; see his Introduction, Songs of the South.
        

        
            11. Gopal Sukhu, The Shaman, 74, believes that the “Nine Songs” predate the “Li Sao,” based on the linguistic analysis by Galal Walker’s 1982 “Toward a Formal History.”
        

        
            12. David Hawkes also divides the texts into two groups based on similar criteria, but he restricts his categories to pre-Han texts: his two groups are poems: “which are functional, explicitly shamanistic and in which the presence of the poet—if there is one—is unseen; and those which are personal, confessional or self-revelatory, in which the poet speaks to us in his own voice and the shamanism, if there is any, is incidental, a mere part of the background of received ideas and beliefs on which the poet draws for his materials.” (Songs of the South, 38)
        

        
            13. Chu ci buzhu, 55; translation, David Hawkes, Songs of the South, 96. Courtesy of John Minford, David Hawkes Estate.
        

        
            14. Wang Yi is the editor of the seventeen juan Chu ci zhangju, upon which the Song dynasty edition Chu ci buzhu by Hong Xingzu is based (where he preserves Wang’s commentary); the latter is now the standard edition, although there are a number of variations during the Song and after. Details for Wang and Hong’s work can be found in David Hawkes, Songs of the South, 28–38, which is especially valuable in his review of the textual history before Wang Yi. Gopal Sukhu’s Introduction in Songs of the Chu does include information on the Wang Yi text, but he follows the Zhu Xi edition.
        

        
            15. Gopal Sukhu, Songs of Chu, 2–3.
        

        
            16. David Hawkes, Songs of the South, 95.
        

        
            17. The prosody for the set (called “song style”) differs from the “sao style” but does show hallmarks of a Chu provenance with the consistent use of the xi particle in the middle of each verse, commonly in the form (per David Hawkes, Songs of the South, 40) tum tum tum xi tum tum, with ubiquitous end rhyme. Hawkes divides the poems into sections based on their rhyme change.
        

        
            18. Gopal Sukhu, Songs of Chu, 5–6.
        

        
            19. Chu ci buzhu, 54–84. All translations by David Hawkes, Songs of the South, 101–122. Courtesy of John Minford, David Hawkes Estate. Hawkes divides the poems into stanzas according to rhyme changes; my notes are derived, often abbreviated, from the detailed annotations of Hawkes. Gopal Sukhu, Songs of Chu, 1-24, presents complementary information in his comments and notes, which should also be considered.
        

        
            20. Gopal Sukhu, Songs of Chu, 9, believes that the two poems refer to different voices of the shaman, one female and one male.
        

        
            21. Gopal Sukhu, Songs of Chu, 17.
        

        
            22. Depending on how one counts, there are either three or four such terms, with no overlap with the terms in the Elegies. The most common uses of the number are in the cardinal term “ninth month” and as an adjective meaning “many,” with extensions thereof.
        

        
            23. Chu ci buzhu, 55; I follow closely Geoffrey Waters’ translation, Three Elegies, 32.
        

        
            24. Chu ci buzhu, 55.
        

        
            25. Geoffrey Waters, Three Elegies, 35
        

        26. Ibid., 37.

        27. Wen Yiduo, “Shemma shi ‘Jiu ge,’” 264.

        
            28. David Hawkes, Songs of the South, notes that “Everyone who interprets the songs has to begin by making his own reconstruction; and because the uncertainties [of the texts’ references] are so numerous, there are almost as many reconstructions as there are interpreters.” (96)
        

        
            29. Arthur Waley, The Nine Songs, 15.
        

        30. In chapter 7, I introduce sets of ritual poems from the medieval period that use these two basic movements; I also suggest that the thoughts of these modern critics might have been influenced by later poems of that type.

        31. Wen Yiduo, “Shemma shi ‘Jiu ge,’” 270–271. 

        32. Chen Shih-hsiang, “Structural Analysis,” 7.

        33. The performance rearranges and collapses the nine songs of the original, producing six dances in a sequence to gods of the Sun, River, Clouds, Mountain, and the Fallen, with an un-danced prelude and epilog.

        34. Sarah Brooks, “Songs of the Universe,” 68. The dance was also performed in New York City in the fall of 1995.

        35. These are especially from the Japanese occupation period of Taiwan, the massacre of Taiwanese citizens by KMT forces on February 28, 1947, and the violence in Tiananmen Square in Beijing on June 4, 1989. Sarah Brooks, “Songs of the Universe,” 70–71. 

        
            36. David Hawkes, Songs of the South, 100, promotes a theory by Aoki Masaru whereby two pairs of poems (the two Xiang poems and the two Fate poems) are separated into two cycles for biannual performance in the spring and autumn; in the spring cycle poems 3 and 5 appear in the third and fourth slot; in the fall cycle these are replaced with poems 4 and 6. Voila! Nine poems in each cycle. Gopal Sukhu follows Hawkes/Aoki, The Shaman, 196.
        

        
            37. Kominami Kochir, in David Hawkes, Songs of the South, 154.
        

        38. Ibid., 155.

        
            39. You Guoen discusses the authorship, attacking a revisionist theory promoted by a few in the Ming-Qing period that Qu Yuan was the author of the set; he concludes, “Clearly this shows that the author of the ‘Nine Changes’ was definitely not Qu Yuan and was possibly Song Yu.” (Chu ci lunwen ji, 247). In his review of the anthology and its scholarship, David Knecthges, “Chu ci,” 150, says that the attribution to Song Yu was just “a matter of convenience.”
        

        
            40. On the Chinese side, You Guoen reviews these divisions, arguing that they are not inherent to the text but rather imposed on it by readers according to thematic and rhyme changes; he also notes the formulaic nature of the jiu bian term, which, like jiu ge, appears elsewhere in the Elegies; he reaches the conclusion that the divisions are rather pointless. He does not actually say, however, that the text is one work and should not be divided into sections; he says: “The text definitely does not need to be divided into nine sections, but also it does not not need to be divided into nine sections.” (Chu ci gailun, 230)
        

        
            41. Translation, David Hawkes, Songs of the South, 209–210. Courtesy of John Minford, David Hawkes Estate.
        

        
            42. Translation, David Hawkes, Songs of the South, 217. Courtesy of John Minford, David Hawkes Estate.
        

        
            43. Best known are Zhu Xi’s (1130–1200) Chu ci ji zhu; Jiang Ji’s (fl. 1715) Shan dai ge zhu Chu ci; and Jiang Liangfu’s Qu Yuan fu jiaozhu (1957). Gopal Sukhu’s translation, Songs of Chu, takes Zhu Xi’s edition as his model.
        

        
            44. The details of Liu Xiang and Wang Yi’s involvement in the editing of the collection are reviewed by Hawkes, Songs of the South, 28–39.
        

        
            45. Chu ci buzhu, 270–280. David Hawkes translation, Songs of the South, 269–280. Courtesy of John Minford, David Hawkes Estate.
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        Chapter 4

        Selections and Collections in the Six Dynasties

        
            During the centuries of and after the Han Dynasty (207 BCE–220 CE) Chinese poetry experienced what might be called the “great prosody shift.” Just as the trappings of feudalism were shed or transformed by the vigorous new imperialistic policy of a centralized government, so the prosodic forms of The Book of Songs and The Elegies of Chu became archaized by the emergence of a new shi prosody based on a five-character line (wuyanshi). David Knechtges writes:
        

        
            Although the shi was an ancient form that went back to the Classics of Songs [Shijing], it had been transformed in the Han dynasty from a predominantly four-syllable-line pattern to a five-syllable-line form. Pentasylabic verse became the dominant form of lyric poetry in the Chinese literary tradition.1
        

        For our purposes I would argue that the stability and ubiquity of that prosody also contributed to several abiding principles that came to form the generic conventions of the early Chinese lyric sequence. Indeed, the role played by pentasyllabic verse in the history of Chinese literature had analogous structures in many other spheres of culture during the Han and post-Han period, some of which I discuss later in this section.

        Pentasyllabic verse has deservedly received a great deal of attention in the secondary literature—Chinese, Japanese, and Western. Although Stephen Owen’s recent overview and detailed analysis of the genre is grounded in skepticism, it is a good counterbalance to more conventional understandings. He first writes:

        
            We know that the status of poetry in the five syllable line attained unprecedented heights in the Qi and Liang [fifth and early sixth centuries], and the scholars of the period showed an interest in the beginnings of classical poetry, an interest for which we have little early evidence. We can assume with some confidence that the court literary circles of the Qi and Liang produced beautiful and careful manuscripts of early poetry. We have, however, far less confidence in the quality of the manuscripts they were copying, and we have good evidence that they “fixed” texts according to their own standards of taste.2
        

        
            Owen goes on to elaborate a view that suggests that the traditional understanding of the origins of the five-syllable poetry could very well be unreliable reconstructions of these later promoters of the form. Most studies of the origins of the new prosody identify three different (although perhaps not mutually exclusive) sources: 1) a reformulation of prosody of the Songs or Elegies; 2) adoption of the verse form of folk ditties; and 3) influence of musical importations from non-Chinese regions in the far west. Owen has thoroughly reviewed these arguments, concluding that early “anonymous” poems could very well have been attributed to the Han period in a retrospective history of the genre, an attempt by the Qi-Liang editors to find early origins to the new form.3 There is no final resolution to these arguments on the origins of the genre, but Kao Yu-kung has summarized the nature and importance of the genre once it was formed:
        

        
            Simple as it may sound, this new form [where syllabic count becomes the basis for the verse] dramatically changed the fundamental rules of Chinese poetry. This new change may be summarized in the following four metrical rules: (1) each line has five characters, namely a pentasyllabic line; (2) each line has a caesura [unmarked] after the second character, with a secondary caesura occurring either after the third or fourth character, according to semantic division; (3) a couplet forms an independent two-part metrical unit; and (4) the rhyme falls at the end of the second line of the couplet. These regular syllabic rules probably represented a response to the nearly complete disappearance of the musical element [which would have been the basis for the prosody for the Songs and Elegies], providing a definite meter to compensate for the lost musical rhythms.4
        

        
            Kao continues this analysis to include a number of secondary features, what one might call generic conventions of pentasyllabic poetry, especially as it evolves into the later form of regulated verse (lü shi). Most important for our discussion is the tension that emerges between the poem’s overall cohesion and its fragmentation into independent couplets, which is somewhat related to Owen’s concept of “segmentation.” The tendency for the poem to fragment is abetted by the increasing parallelism of the couplets and the accompanying loss of musicality, which might have previously acted as a unifying force for the poem. On the other hand, since rhyme is sustained between (not within) couplets and is often unified for the entire poem, there are also new mechanisms for coherence. In the Chinese lyric sequence the tension between a cohesive whole and separate integers is also a generic convention; almost all poems in Chinese lyric sequences live the double of life as part of a whole and as a poem standing alone.
        

        
            The loss of the musical context accompanying the emergence of this new prosody suggests other important and related cultural transitions occurring during the Han period. For example, Steven Van Zoeren in his book Poetry and Personality has discussed the migration from concerns with music toward those of texts in exegetical comments regarding The Book of Songs.5 This period also witnessed the controversy that pitted conservative Old Text (guwen) critics against the more innovative New Text (jinwen) advocates; on the surface this controversy was about script forms, provenance, and textual scholarship, but ultimately it was also about cosmology, politics, and imperial power.6 New influences and materials from the western areas of Chinese Turkestan also had profound effects on Han and post-Han society: the arrival of the Arabian horse, which became a cult item for centuries; the importation of fruits and grains; and the influence of new musical instruments that brought profound changes to Chinese music, to name just a few. And finally there was that cultural event most intimately connected with the existence of texts and painting—the invention of paper. Over the subsequent centuries paper slowly made written materials more available, more portable, and more likely to exist in various copies, but also more vulnerable to loss. That proliferation of textual materials allowed for the building of imperial, princely, and private libraries, which in turn formed the basis for the rise of the literary anthology in China.7 Similarly, that bibliographic proliferation also moved poetry from its primary performance environments into the arena of literature as reified objects to be held and to be read silently and alone.8 This new media is, however, also central to Tian Xianfei’s and Stephen Owen’s arguments for the very instability of poems that have become the “canon.” There is no way to know, they reason, what is the “right” version of a given poem, any of which may be seen as an “accident of preservation.”
        

        
            The Han dynasty saw the emergence of other important literary phenomena that also reformed the cultural landscape. One was the dominant new form of poetry, fu (rhapsody). This genre is the furthest extension of the fu mode of poetic composition associated with display and enumeration in The Book of Songs. The rhapsody is conventionally associated with the literature of The Elegies of Chu and became closely identified with the imperial and princely courts during the Han dynasty—Wang Bao, whose “Nine Regrets” we considered in the chapter 3, was a master of the fu genre. In addition, around 90 BCE Sima Qian submitted his monumental history, The Records of the Grand Historian (Shiji), to Emperor Wu; this work not only accounted for the entire sweep of Chinese history and culture up to that point but also became the model for all the dynastic histories that were written over the next two thousand years. In 100 CE this was matched by the greatest lexicographic work in the history of China: Xu Shen’s etymological dictionary, the Shuowen jiezi. At the same time there was the important bibliographic work of Liu Xiang (77–6 BCE), the ultimate result of which was Ban Gu’s (32–92) “Bibliographic Chapter” in his History of the Han Period (Han shu). There were also important annotations to the new literary canon, especially Zheng Xuan’s (127–200) commentary to The Book of Songs, which becomes definitive for two millennia. All and all, it was a time of a new vibrant textual and literary culture.
        

        
            Perhaps most important in societal terms, and interwoven with all these activities, was the emergence of the poet-scholar-official in the Han and post-Han period. In the Han period, these figures were (almost exclusively) men whose literary activities were deeply enfolded into their professional lives as bureaucrats and scholars; in addition to Wang Bao, this includes Liu Xiang, Sima Xiangru, and Yang Xiong. Writing under the then-canonized prescription for poetry, shi yan zhi (poetry puts one’s intent into words), in the post-Han period poetry became an important vehicle of self-promotion and self-definition. Thus, following the lead provided by the Qu Yuan legend, the personality and life of the poet-official became a central focus of this writing, and often this was in the new pentasyllabic forms. In the end, all these factors led to increasingly large and personalized “collected works” (ji) of the individual poets, usually drawn together posthumously by friends, relatives, or literary admirers. These collections became one of the new contexts for poetic sequences, where they were created by a variety of agents.
        

        
            Related to these various literary activities was the emergence of the new anthologies. These anthologies selected (xuan) materials and arranged them according to the various criteria (primarily genres); such selections provided another literary portrait of the author, perforce more limited but also more easily known than that of his entire literary corpus. As is true with all strong anthologies, the materials selected therein became part of the literary canon for the period, to be repeated and imitated for centuries.9 The selections presented not only what would become the conventional understanding of a given author but also the conventions of literary style and form of that period or genre. The anthology also offered new environments wherein the Chinese poetic sequence is found and often formed. Let us first consider two of these early imperial anthologies, before going on to consider the collected works of Tao Qian, China’s next great poetic persona.
        

        The Liang Anthologies 

        
            The centuries following the Han period were a time of both stock-taking and new literary activities, which resulted in the growth of libraries associated with the literary salons of emperors and princes. This was particularly true during the flourishing Liang Dynasty. Among them, the most important was the Eastern Palace Library of the Liang imperial family, presided over by the sons of Emperor Wu, Xiao Tong (501–531) and Xiao Gang (502–557). These two men shared an imperial name and a library, but in many other things they seem quite different, at least as they are seen through traditional eyes. According to conventional thinking, one was cautious and staid, the carefully chosen heir-apparent; the other innovative and flamboyant, heir-apparent only by default; both loved books, but whereas one built up the Eastern Palace Library of 30,000 volumes, the other had it burned to the ground. Tian Xiaofei has challenged the validity of that conventional binary, arguing that the two men are more complex and share much in common, at least in literary values and production. She argues that this binary was largely created by latter critics and editors, especially in the alignment of Xiao Gang with the “decadent” palace-style poetry (gongti shi).10 The Liang dynasty was also an important time for the building of new anthologies of a variety of sorts.11 The two anthologies that survive from the salons of Xiao Tong and Xiao Gang have also been seen as a study in differences, or perhaps better, in complementarities.12 Tian Xiaofei warns us that these should be seen merely as “chance survivals from a sea of anthologies.”13 Yet that survival did establish their importance in the subsequent literary and intellectual history.
        

        
            Xiao Tong, better known as Crown Prince Zhaoming (Zhaoming taizi), oversaw the editing of the most important literary anthology of the post-classical period, named simply as Literary Selections (Wen xuan).14 When one compares it with the early anthologies, The Book of Songs and The Elegies of Chu, one can see both its conservatism and its innovations; it eschewed, for example, all canonical texts, including those from the Songs and Elegies, but expanded to include numerous genres associated with the bureaucratic life of the literati, such as letters (shu) and memorials (biao). The Literary Selections quickly became canonical itself, constituting the primary textbook (after the Confucian classics) for aspiring officials in the following centuries as they prepared for their exams and life of literary activity. This is perhaps especially true for the poetry section.
        

        Literary Selections, completed around 525 CE, is arranged by genres, including poetry and prose, which are often further subdivided by topical categories.15 For example, the first part of the anthology is devoted to the rhapsody (fu), divided into fifteen topics, starting with those on capital cities and proceeding through an encyclopedia of themes. This arrangement seems to have followed the lead of others, such as Zhi Yu’s Classified Writings (Wenzhang liubie ji), but which is no longer extant.16 Of the thirty-seven different divisions of literature used in Literary Selections, poetry (shi) constitutes the second largest group in terms of volume (13 of 60 chapters) and largest number of pieces by far (443 of 761). The thirteen chapters devoted to poetry are further subdivided into twenty-three subgroups according to a variety of criteria, ranging from shared themes to structural properties. This listing provides us with a handy sketch of the literary landscape as seen in the sixth century. Of the largest seven categories, for example, three are primarily thematic: poems on historical themes (yongshi), sightseeing (youlan), and travel (xinglü); three are more formal or contextual: presentation and reply (zengda), folk songs and their imitations (yuefu), miscellaneous imitations (zani)—the seventh and largest group is a mélange of miscellaneous poems (zashi). There are other thematic groups that are also important, at least in retrospect, especially those on wandering immortals (youxian), seeking reclusion (zhaoyin), and songs of feelings (yonghuai). David Knechtges refers to these contents as an “ordering” that “seems to follow a certain pattern that reflects the compilers’ literary values.”17
        

        
            Although there is no specific division for poetic sequences in Literary Selections, the anthology makes a number important contributions toward the conceptualization of the form. First one should note the obvious: the anthology is about selections, not about collections, and those selections were necessarily very exacting—one could see the anthology as a distillation of the Eastern Palace Library to 1/1000 of its holdings.18 Poets’ collected works and all other groupings, including sets of poems, were decimated by this process, reducing even the most valuable collections to the bare essentials and spreading them throughout the anthology.
        

        
            There is plenty of evidence that Xiao Tong and his editors were aware of the contextual nature of the works from which they were extracting, but the economy of space almost always forced them to reduce those contexts to some degree. One notes, for example, that the text includes only seven of Guo Pu’s fourteen “Wandering Immortal” poems and seventeen of Ruan Ji’s eighty-two “Songs of Feelings.” One poet whose poetic sets are particularly victim of that process is Tao Qian: four important sets are reduced to one poem each.19 Yet other sets do remain intact: Lu Ji’s twelve “Imitations of the Old” (Nigu), Zuo Si’s eight “Historical Themes,” and Wang Can’s five “Off to War” (Cong jun)—all of which are in “significant numbers.”20 When one combines these intact sets with those that are preserved in a partial contextural environment, there is evidence of the editors’ sensitivity to the set of poems, although seldom to the point of its inviolability.
        

        
            There is one set of poems in Literary Selections that deserves special attention, both because of its importance to Chinese poetry in general and because of its role in the history of the lyric sequence; this is the famous set of “Nineteen Old Poems” (Gushi shijiushou). The “Old Poems” first appear extant in Literary Selections and thus present special problems related to the question of “collection or selection.” Simply put, one does not know whether this grouping represents a selection from a larger set, either by Xiao Tong or others, or whether Xiao Tong, in a rare moment of conservative collection, passed on a whole set of poems as he found them; or, finally, whether this group was drawn together ad hoc from various sources by Xiao Tong himself. Stephen Owen argues that these nineteen are selected from a group of fifty-nine (no longer extant) “old poems” mentioned in an earlier source. He says it was their imitation by Lu Ji and others that gave the selection ideological value.21 Owen may be right, but the question whether the nineteen poems represent a “whole” set, selections thereof, or a newly formed group is now moot: this set has come to be seen as complete at nineteen, with many later examples of selections from it. Phenomenologically the set is “whole” at nineteen.
        

        
            The “Nineteen Old Poems,” described in Xiao Tong’s collection as anonymous and dated to the middle to late Han period, are often cited as the earliest examples of pentasyllabic poetry.22 They certainly are now some of the best known and most loved of this new verse form, becoming a benchmark for the entire lyric tradition. In some ways the set of poems is structurally similar to the clusters of the “Airs” in The Book of Songs—they even loosely form a “double-decade.” Like the “Airs” they are an aggregate of similar poems that revolve around several themes, which occasionally intersect and all of which contribute to a shared atmosphere.23 In fact the thematic lines and poetic voices of the “Old Poems” have often reminded readers of the “Airs.” For example, in his summary notes to the “Old Poems,” collected in total in his Gu shi yuan, Shen Deqian (1673–1769) says:
        

        
            The “Nineteen Old Poems” are primarily concerned with the feelings of exiled officials, abandoned wives, friends who are separated by great distances, life and death, the old and the new. Among them are both veiled and direct language, which over and over falls and rises up causing the reader endless sadness as he slides effortlessly into the text. In this is the legacy of the Airs of the States.24
        

        
            Shen Deqian’s rather extravagant list of topics for the “Old Poems” does not suggest the coherence that one would hope for in a lyric sequence. But one might reduce all nineteen to two typical scenarios: first there are poems that depict a young couple separated by the travails of the literati class: typically, he on his journey through strange lands to some government post, and she is alone in her quarters surrounded by an array of reminders of his absence. This scenario, which Stephen Owen calls the theme of “sleepless at night,” is first seen in The Book of Songs and comes to fill lyric poetry of later ages.25 Others of the nineteen are laments on the existential ephemerality of the human condition (usually cast in natural and seasonal metaphors); these poems often resort to the carpe diem gesture of raised cup and rather unconvincing bravado. Sometimes the two themes intersect and sometimes they verge off in different directions. Stephen Owen sees in them evidence of segmental composition, where certain themes and topics suggest others, allowing heterogeneous materials to be gathered together to “make a poem”—just one realization of many possible ones. In any event, no one would claim any internal architecture or even a thematic unity to the set, but the strength of their association (perhaps entirely coincidental) in the Literary Selections has made these nineteen poems one of the best known sets of poems and the object of intense attention by later poets.26
        

        
            Whereas the Xiao Tong’s Literary Selections is seen as a model of moderation and proper judgement, New Songs from a Jade Terrace (Yutai xinyong), the anthology traditionally associated with his younger brother Xiao Gang through the editorship of Xu Ling, has been generally regarded as a literary extravagance.27 In fact, the editor’s preface claims the collection was merely for the reading pleasure of idle, educated women of the inner quarters; the stuff to fill the empty hours between the infrequent calls of the prince or emperor.28 The startling difference between this preface and the sober, pondering one of Literary Selections is emblematic of the difference between the entire projects undertaken by the two works.29 After an absolutely luscious description of his intended female audience and their needs, the editor Xu Ling summarizes:
        

        
            Since famous writings of the past and the artistic creations of the present day are separately deposited in the Unicorn Hall, or scattered across Goose City,30 if I do not arrange them into chapters, there will be no way for them to be read and admired. For this reason, by the light of the oil lamp I wrote through the night, and wielded my brush in the morning light. Selecting from the well-known love songs (yange), I have created a work in ten chapters altogether. There is nothing in them that shames not the Odes and Hymns, nor that is extravagant beyond the work of the poets of the Airs. Like the separation between waters of the muddy Jing and the clear Wei31, so is this selection made.32
        

        但往世名篇。當今巧製。分諸麟閣。散在鴻都。不籍篇章。無由披覽。於是然脂暝寫。弄筆晨書。撰錄豔歌。凡為十卷。曾無忝於雅頌。亦靡濫於風人。涇渭之間。若斯而已。

        
            Xu Ling goes on to claim that whereas these poems might not be as erudite as some by female scholars, they are certainly better than the pedantic repetitions of certain Han rhapsodies, both of which, one might note, are featured in Literary Selections.
        

        
            Stephen Owen and David Knectghes have both compared the New Songs with the Literary Selections, and their assessments, though cast is slightly different terms, are consistent. Knechtges says that the two volumes serve different literary functions and values, which he draws into an elaborate and eloquent comparison of the anthologies to gardens: whereas the Literary Selections is a botanical garden offering a selection of a wide range of specimens, New Songs is a flower garden, attractive but without order.33 Stephen Owen says simply, the Literary Selections was collecting texts that were “important,” but the New Songs sought those that were “enjoyable.”34 Tian Xiaofei, on the other hand, argues that the two anthologies were merely two of many of the time and a comparison “should not be exaggerated.”35
        

        New Songs contains 656 poems by approximately 100 authors, most of whom are from the Southern Dynasties (along with anonymous poems). This anthology did not eschew contemporary work as did the Literary Selections; in fact Xiao Gang has the most poems (109)—with fifty-three by his father but only four by his older brother. To see the anthology as a younger brother’s jealous reaction to his older brother’s celebrated work is perhaps indulging in psychological speculation, but, as David Knechtges argues, one certainly can see the New Songs as a barometer of diversity in the literary activity of the time; in part it stands against the poetry promoted by Xiao Tong whose favorite poet was the pedantic and ponderous Lu Ji. Although later ages would judge Xiao Gang and his coterie harshly, lining up behind the older “textbook” brother, the actual influence of the type of poetry collected in his New Songs was also immense.36
        

        
            Poetic sequences did not fare well in the New Songs, whose selectivity was even more radical than that of Literary Selections, despite the focus being narrower and the number of poems collected greater by nearly a half. In terms of literati poetry, the dearth of sequences in the New Songs may be in part the nature of the poetry included. For example, Xiao Gang has only one clearly identifiable poetic sequence in his entire corpus, “Six Poems on the Ten Intangibles” (Shi kong liushou), so it is not surprising that he has none in the anthology.37 Yet a poet such as Bao Zhao, who wrote often and well in sets of poem, has but a few reduced samples: four of his eighteen “Hard Road” (Xinglu nan), two of six “White Linen Songs” (Baizhu ge)—but none of his ten “Revival Songs” (Zhongxingge) and none of his five “Secluded Orchids” (Youlan). The largest sets of poems in the New Songs are various collections of anonymous poems, especially those in chapter 10 associated with the songs of the southern area of Wu, which had enamored the court poets of the Song-Liang period—examples of these sets will be discussed in the following chapter.
        

        Shared Sequences 

        
            The contents of Literary Selections and News Songs from a Jade Terrace are not, of course, entirely mutually exclusive; despite the difference in the two anthologies’ objectives and the common binary comparisons, occasionally their tastes and decisions coincide, and given poems are represented in both. There are two such cases to be considered here. First one notes that the New Songs presents twelve of the “Nineteen Old Poems” in two groups—remembering that Owen argues that the nineteen in Literary Selections are already a selection from an unknown fifty-nine. In New Songs four of these are embedded in a set of eight anonymous “Old Poems” that opens the collection. In addition there are eight more attributed to the Han poet Mei Sheng under “miscellaneous poems” (za shi).38 These eight surround another poem by Mei Sheng to form a group of nine. This selection of nine, which appears to be consciously formed, is not nearly as important to the tradition as the “whole” nineteen, but one finds in Xu Ling’s selection and presentation much more coherence than in the original set, as if indeed they were the product of a single author—one traditional critic has praised the grouping because it “followed Mei Sheng’s biography.”39 As I have already noted, selections from the “Nineteen Old Poems” are often found in anthologies and literary studies–classical, modern, Chinese, and foreign. Thus it behooves us to look at the very first of these selections, by whatever criteria it was constructed:40
        

        1. (OP #5)

        
            There’s a tall house in the Northwest,
            

            Its upper reaches touched by drifting clouds,
            

            Gauze-covered windows delicately patterned,
            

            With towers in three terrace levels.
            

            From up there comes singing to strings, (5)
            

            Oh, how sad is that sound.
            

            Who could have composed this song,
            

            Other than the wife of Qi Liang?
            

            The Qingshang music comes on the wind
            

            Halfway through, then back again, (10)
            

            One chord, then three sighs,
            

            Filled with overwhelming grief.
            

            I do not begrudge the singer’s sorrow,
            

            Just that so few understand her.
            

            To be a pair of calling geese (15)
            

            Beating our wings, climbing high in flight.
        

        Line 8: Qi Liang’s wife killed herself after his death in a battle in 550 BCE; she was said to have been playing a lute just before she died.

        
            Line 9: Qingshang probably here refers to a mode or key, associated with autumn and melancholy, perhaps related to the “Qing tune” (qing qu) of the next poem (line 14).
        

        西北有高樓，上與浮雲齊。交疏結綺牕，阿閣三重階。上有絃歌聲，音響一何悲。誰能為此曲？無乃杞梁妻。清商隨風發，中曲正徘徊。一彈再三歎，慷慨有餘哀。不惜歌者苦，但傷知音稀。願為雙鳴鶴，奮翅起高飛。

        2. (OP #12)

        
            The city’s east wall is high and long
            

            Curving along, it connects and goes on,
            

            Whirlwinds blow the dust about.
            

            The lushness of autumn plants already sear.
            

            The four seasons change with the times, (5)
            

            How fast passes by the year.
            

            The morning-wind falcon has a bitter heart,
            

            Crickets caught and cramped in the hall.
            

            Rising up, one should let passions go,
            

            Why hold yourself back? (10)
            

            In Yan and Zhao are many lovely ones,
            

            Beauties, with faces white like jade,
            

            And dressed in silken gowns of gauze.
            

            Looking out the door, a Qing tune,
            

            Oh, how sad is that sound, (15)
            

            The strings tremble, the frets tight.
            

            With rising emotions, I adjust my belt,
            

            Murmuring to myself, I waver.
            

            Thoughts of two flying swallows,
            

            Bringing mud in beaks to build our home. (20)
        

        
            Line 7: Chenfeng (morning wind) is name of a falcon first named in The Book of Songs, no. 132.
        

        
            Line 8: Xishuai (cricket) is named in The Book of Songs, no. 114, where it is associated with the end of the year, as it comes inside from the cold.
        

        Line 11: Yan and Zhao were states in the Warring States period noted for their beautiful women.

        東城高且長，逶迤自相屬。迴風動地起，秋草萋已綠。四時更變化，歲暮一何速。晨風懷苦心，蟋蟀傷局促。蕩滌放情志，何為自結束？燕趙多佳人，美者顏如玉。被服羅裳衣，當戶理清曲。音響一何悲，絃急知柱促。馳情整中帶，沉吟聊躑躅。思為雙飛燕，銜泥巢君屋。

        3. (OP #1)

        
            On and on, and on again,
            

            A lifetime apart from you.
            

            More than a myriad miles from each other,
            

            Each at the other edge of the sky.
            

            Roadways and tracks long and steep. (5)
            

            Who knows when we will meet.
            

            Hu horses neigh into the north wind,
            

            Viet birds nest in the southern branches.
            

            Passing days, away from each other,
            

            With passing days, belts grows slack. (10)
            

            Drifting clouds block the bright sun,
            

            But the wanderer never looks back.
            

            Missing you so makes one feel old,
            

            The year is already rushing to an end.
            

            Don’t talk again of this abandonment, (15)
            

            Just try hard to get more food to eat.
        

        Lines: 7–8 Hu is the name for northern non-Chinese people, loosely translated as “Hun”. Viet (Yue) is the name of a region in southern China.

        行行重行行，與君生別離。相去萬餘里，各在天一涯。道路阻且長，會面安可知？胡馬依北風，越鳥巢南枝。相去日已遠，衣帶日已緩。浮雲蔽白日，遊子不顧反。思君令人老，歲月忽已晚。棄捐勿復道，努力加餐飯。

        4. (OP #6)

        
            Wading the river to pick lotus flowers,
            

            The orchid marsh teems with fragrant plants.
            

            For whom do I pick these to make a present?
            

            The one who I miss on that far road.
            

            Turning back, he gazes toward the old village, (5)
            

            The long track extends on and on.
            

            We share hearts, but live apart,
            

            Burdened with this grief, we grow old.
        

        涉江採芙蓉，蘭澤多芳草。采之欲遺誰，所思在遠道。還顧望舊鄉，長路漫浩浩。同心而離居，憂傷以終老。

        5. (OP #2)

        
            Green and greener still, the plants on the riverbank,
            

            Dark and darker too, the willows in the garden.
            

            Fetching and fullsome, the girl upstairs
            

            Bright and clear, looking out the latticed window.
            

            Fresh and firm is her powder and rouge, (5)
            

            Slight and slim, extending her white hand.
            

            In the past, a girl in a house of song,
            

            Now the wife of a wayward man.
            

            The wayward man is gone, never home,
            

            The empty bed is difficult to keep alone. (10)
        

        Lines 1–6. Each line begins with a duplicated simple, but often nuanced, adjective, “green, green,” etc. The extended repetition marks these lines as unique in the set.

        青青河畔草，鬱鬱園中柳。盈盈樓上女，皎皎當窗牖。娥娥紅粉妝，纖纖出素手。昔為倡家女，今為蕩子婦。蕩子行不歸，空床難獨守。

        6. (Not OP)

        
            In the warmth of spring, orchid and iris grow,
            

            Having survived the winter, they are glossy now.
            

            I wish I could reach my former love,
            

            With these glad feelings of all four seasons.
            

            My fair one is at the ends of the clouds, (5)
            

            The heavenly road separates and sets no meeting.
            

            The gleam in the night lights up the shadowy dark,
            

            With deep sighs, I think of the one I miss.
            

            Who says I have no worries?
            

            The memories pile up, driving me crazy. (10)
        

        
            The poem uses language and imagery reminiscent of the poems in The Elegies of Chu, especially the “Nine Songs”—see chapter 3.
        

        蘭若生春陽，涉冬猶盛滋。願言追昔愛，情欵感四時。美人在雲端，天路隔無期。夜光照玄陰，長歎戀所思。誰謂我無憂？積念發狂癡。

        7. (OP # 9)

        
            In the courtyard stands a marvel of a tree,
            

            From its green leaves glossy flowers bloom.
            

            Pulling down a branch, I break off its blossoms
            

            To send as a present to the one I miss.
            

            Its sweet scent fills my robe and sleeves, (5)
            

            But the road is far, it will never make it there.
            

            How could such a thing be so worth cherishing?
            

            Only because it reminds me of the long time since parting.
        

        庭中有奇樹，綠葉發華滋。攀條折其榮，將以遺所思。馨香盈懷袖，路遠莫致之。此物何足貴？但感別經時。

        8. (OP #10)

        
            The Cowherd star, far, farway
            

            From the bright and clear River of Stars girl.
            

            With slim and slender white hands she plies
            

            Her loom, click, clack, click, clack, it goes.
            

            Day’s end and still she does not finish the pattern, (5)
            

            Shedding tears like the falling rain.
            

            The River of Stars is shallow and clear,
            

            How much longer will they be away from each other?
            

            Flooding waters fill the river between them,
            

            Longingly they look out without sharing a word. (10)
        

        Note: The legend of Cowherd and Weaver Girl (“River of Stars girl”) says their dalliance was punished by turning them into stars (Altair and Vega) and banishing them to either side of the River of Stars (“River Han”—that is, the Milky Way). They were allowed to meet only once a year (on the seventh day of seventh lunar month) when a flock of magpies formed a bridge for them. 

        迢迢牽牛星，皎皎河漢女。纎纎擢素手，札札弄機杼。終日不成章，泣涕零如雨。河漢清且淺，相去復幾許？盈盈一水間，脈脈不得語。

        9. (OP # 19)

        
            The shining moon, how clear and bright
            

            Falls into my gauze bed curtains.
            

            Filled with worries, I cannot sleep,
            

            Lifting my hem, I rise to wander about.
            

            To be a traveler they say is fun, (5)
            

            But nothing like early returning home.
            

            I go outside to pace back and forth alone,
            

            These melancholy thoughts, to whom to tell?
            

            I look afar, then return to the room,
            

            Tears fall, soaking through my clothes. (10)
        

        明月何皎皎，照我羅牀幃。憂愁不能寐，覽衣起徘徊。客行雖云樂，不如早旋歸。出戶獨彷徨，愁思當告誰？引領還入房，淚下沾裳衣。

        
            The high degree of coherence in this ex post facto construction is remarkable; it is a coherence that verges toward a complex internal architecture.41 Each poem explores the sadness of separation as manifested in natural symbols of youth, loneliness, and the passage of time. Although not always explicitly marked, the voice of the poems is almost consistently that of the woman as she ponders the distance and time that separates her from her partner; in some poems, such as 1 and 5, that voice is preceded by a third-person description of the woman, which may be considered “male.”42 In the final poem there is an ambiguous voice—perhaps it is the man himself who wanders about the night because certainly the loneliness affects them both. The poems oscillate between abstraction and the mundane, between hope and despair, and even between her voice and his, but they all contribute to one evocative shape.
        

        
            Beyond the general coherence of the New Songs set, there appears to be an effort to place poems together in logical groups, with the complementary pair again an abiding rationale. The set opens with two poems that weave portraits of lovely, lonely women whose sadness is known only, but clearly, through the music they make and whose hopes are conveyed through bird imagery (symbol of the faithful couple) and shared language.43 The first poem is modest and occasional, whereas the second is abstracted by historical allusions. The third poem, perhaps the most famous of the set,44 provides an important transition with an explicit but generalized statement of the condition that brings on this melancholy: lovers separated by the demands of a successful life. The central body of the set is composed of four poems (nos. 4–7) that are structurally very similar: each has opening lines filled with plant imagery, much of it xing-like, which leads to a reflection on the separation and loneliness. The last of these self-referentially addresses the significance of this poetic structure when the speaker asks “How could such a thing [branch of flowers] be so worth cherishing?” (ci wu he zu gui) (line 8); the answer is in the last line: because the sight of it has reminded her of their separation. Here there is a restatement of the principal of xing poetic technique—images are employed for their evocative affect. The branch of flowers, metaphor for her beauty, springtime, and the ephemerality of youth, painfully reminds her of the time that has passed since they separated (perhaps in the spring); thus she plans to send the branch to him as a reminder of her feelings, but she already knows he will never receive it, thereby increasing her sadness. Most noteworthy is the final pair of poems that explore two versions of that loneliness in a starry night: one of legend and metaphor; the other a small, occasional moment where personal emotion overflows in a final flood of tears. Needless to say, the power of that final poem is greatly enhanced by the context of the entire set, and the sad nocturnal stroll provides closure for the set. This is a lyric sequence that displays a structure in which a cluster gives onto a progression.
        

        Four Sorrows

        
            A second set of poems that is shared by Literary Selections and New Songs is Zhang Heng’s “Four Sorrows” (Si chou). Four poems may not represent much of a sequence, but given the very different functions and high selectivity of these two anthologies such a set is significant. What makes this consideration more interesting is that the New Songs also has sets of similarly titled poems by Fu Xuan and Zhang Zai that imitate the four poems of Zhang Heng—one of Zhang Zai’s imitations (no. 4) is also excerpted in Literary Selections.45
        

        
            The sets of four poems by Zhang Heng, Fu Xuan, and Zhang Zai all rest on strong internal architecture. Zhang Heng (78–139) was an Old Text scholar with training in mathematics and astronomy; he was central to the Han imperial court, serving as court astronomer for sixteen years. He is best known for his rhapsodies, some of which are found in Literary Selections. This set of poems is often cited as a very early example of the heptasyllabic poetry, which slowly evolves as an extension of, and alternative to, pentasyllabic verse, reaching a climactic moment in Du Fu’s “Autumn Meditations,” considered in chapter 6. Zhang Heng’s set is clearly architectonic with each poem being a line-for-line mirror of the others; with only details changed; it is, of course, not coincidental that the structure is dictated by the four directions. Thematically these poems echo the “quest for the goddess” material developed in The Elegies of Chu, especially in its more allegorical shapes, sharing language and form.
        

        Four Sorrows46 四愁詩
        

        1. The First Sorrow 一思

        
            The one I miss so is there on Mount Tai,
            

            I would go with him, but for Liangfu’s rugged slopes,
            

            Leaning eastward I gaze, tears soaking my collar.
            

            The fair one has presented me with a gold-inlay knife,
            

            How should I requite him but with fine gemstones.
            

            But nothing gets through on that far road, I am given to wandering,
            

            How my thoughts are full of worry, my heart troubled.
        

        Lines: 1-2: Mount Tai is the eastern and most important of the five sacred mountains in China; Liangfu is a smaller mountain in the vicinity. 

        我所思兮在太山，欲往從之梁父艱，側身東望涕霑翰。美人贈我金錯刀，何以報之英瓊瑤。路遠莫致倚逍遙，何為懷憂心煩勞。

        2. The Second Sorrow 二思

        
            The one I miss so is there in Guilin,
            

            I would go with him but for the Xiang’s deep waters,
            

            Leaning southward I gaze, tears soaking my lapels.
            

            The fair one presented me with gold-inlay gems,
            

            How would I requite him but with a dish made of jade.
            

            But nothing gets through that far road, I am given to melancholy,
            

            How my thoughts are full of worry, my heart vexed.
        

        Lines 1-2: Guilin city was in the deep south of Han China; the Xiang River is the same as in the “Nine Songs,” tributary to Dongting Lake. 

        我所思兮在桂林，欲往從之湘水深，側身南望涕沾襟。美人贈我金琅玕，何以報之雙玉盤。路遠莫致倚惆悵，何為懷憂心煩傷。

        3. The Third Sorrow 三思

        
            The one I miss so is there in Hanyang,
            

            I would go with him but for Long’s distant slopes,
            

            Leaning westward I gaze, tears soaking my robe.
            

            The fair one presented me with a sable vest,
            

            How will I requite him but with moonlike pearls.
            

            But nothing gets through that far road, I am given to hesitation,
            

            How my thoughts are full of worry, my heart distracted.
        

        Lines 1-2: Hanyang city was located in the far northwest in the Gansu corridor, the Long Mountain formed the western reaches of that corridor.

        我所思兮在漢陽，欲往從之隴阪長，側身西望涕沾裳。美人贈我貂襜褕，何以報之明月珠。路遠莫致倚踟躕，何為懷憂心煩紆。

        4. The Fourth Sorrow 四思

        
            The one I miss so is there at Goose Gate,
            

            I would go with him but the fast-falling snow,
            

            Leaning northward, I gaze, tears soaking my sash.
            

            The fair one presented me with embroidered brocade,
            

            How will I requite him but with a table made of jade.
            

            But nothing gets through that far road, I am given to heavy sighs.
            

            How my thoughts are full of worry, my heart remorseful.
        

        Line 1: Goose Gate (Yanmen) is a pass in the region of the Great Wall in the north-central border. 

        我所思兮在雁門，欲往從之雪紛紛，側身北望涕沾巾。美人贈我錦繡緞，何以報之青玉案。路遠莫致倚增歎，何為懷憂心煩惋。

        
            One can perhaps detect here the order of a mathematical mind, with its incremental, small correlative changes in the progression of poems. This is a fixed progression in the sense that the poems enumerate the cardinal directions in the sequence that the Chinese habitually recount them: east, south, west, north.47 The secondary markers of that progression are correlative, at least in terms of place names and clothing (apparently not the gifts—pearls, for example, should be associated with the south). That there is an allegory in the making is also clear, especially in the use of Chu ci like forms and language, which Xiao Tong explains in a preface to the poems. After sketching Zhang Heng’s biography, particularly his administrative skills and moral strength, Xiao Tong says that Zhang became disillusioned with the government and wrote the “Four Sorrows.” Then he speaks of the nature of the poems:
        

        
            Qu Yuan used the “fair one” (meiren) to represent his ruler (junzi); he used precious gems to represent the virtue of humanity and propriety (ren yi); and he used deep water and blowing snow to represent petty men (xiao ren). Zhang’s poems use the occult arts to respond in a similar way; he presented this to his ruler, fearing that because of evil slander he would not otherwise be heard.48
        

        The weakness of the set is in its mechanical-like progression, allowing no interesting tangential developments between the poems. This is unusual for a Chinese lyric sequence, which usually allows multifaceted elements to interact rather wildly within the set; again there may be here more of the mathematician than one normally sees in this literature—in this sense the sequence leans hard toward the ritual side of the spectrum. 

        
            Is four a significant number? There is a legacy of things in sets of four in early Chinese culture, especially in the pre-Han period: the four directions (si fang); four seas (si hai); four images [of yin and yang] (si xiang), and the one most important for our purposes, the four seasons (si shi)—one should also remember the predominance of four-syllable verse in The Book of Songs. Starting in the Han period, “four” as a significant number was overshadowed (but was not entirely replaced) by “five,” which was central to the synthesizing yin-yang cosmological theory of that time; this drew on earlier patterns of five and constructed a grand scheme with “five elements” (wu xing) at the center of the discussion—typically: wood, fire, soil, metal, water.49 This synthesis became part of the agenda of the New Text critics and modified the earlier system of fours by treating the fifth element as a “remainder” produced by the doubled binary pairs. Thus the four directions and four seasons were associated with the five elements in the correlation of table 4.
        

        
            [image: ]
            

        

        Dong Zhongshu (179?–104? BCE), one of the most important New Text critics, described this relationship:

        
            Earth occupies the center, and is called the heavenly fructifier (tian run). It is assister of Heaven. Its power is abundant and good, and cannot be assigned to the affairs of a single season only. Therefore among the Five Elements and four seasons, earth embraces all. Although metal, wood, water, and fire each have their own particular duties, they could not stand were it not for earth [soil].50
        

        
            As we shall see, the four seasons remain one of the most important programmatic structures for lyric sequences, but five also becomes important, although usually not in such a prescribed manner—in fact the four seasons themselves sometimes succumb to the power of five, as when Fan Chengda has five seasons (adding a late spring (wan chun)) in his sixty-poem cycle, discussed in chapter 5. One would probably be speculating to the embarrassment of even the New Text critics if one suggested that this four-to-five accommodation might also be reflected in the change of dominant prosody of the time.
        

        The Poetic Sequences of Tao Qian

        
            When viewed in retrospect, the relatively weak representation of the poetry Tao Qian (365–427), also commonly known as Tao Yuanming, in the Literary Selections and New Songs seems odd. He is now recognized as one of the five most important poets in the Chinese classical tradition.51 Although his poetry might not have fit the thematic criteria of the New Songs, in which he has one poem, that is not true for the Literary Selections; yet there too he is limited to eight poems—compared, for example, to his contemporary, Xie Lingyun (385–433) with thirty-two poems. Some would say that Xiao Tong was here reflecting the taste of the times, not his own, especially considering that Xiao was one of earliest editors of Tao Qian’s collection.52 Robert Ashmore has argued that was because in the literary culture of his time, Tao Qian was appreciated more as an “unworldly sage” of xuan discourse rather than a literary figure. Ashmore writes:
        

        
            Thus Xiao Tong’s preface to Tao’s collected works seems to speak of Tao Qian’s value in terms that are less literary than ethical, and the language of praise that Xiao Tong bestows on Tao Qian’s writing echoes the language used elsewhere to praise the personal influence of renowned hermits. Where Xiao Tong speaks most compellingly of his love of Tao Qian’s writing, moreover, he does so in terms that insistently revert to this basic question of personal presence.53
        

        
            Thus, we are fortunate that Tao Qian was one of China’s first poets to have a collected works compiled shortly after his death; indeed, these works may have been compiled by his own hand.54
        

        
            Although not so esteemed as a lyric poet by his contemporaries or immediate followers,55 during the Tang-Song period Tao Qian’s literary reputation climbed to the highest level, especially through the offices of Su Shi (1037–1101) who held the earlier poet in such regard that he wrote matching poems for almost every poem in Tao Qian’s corpus–one hundred and nine imitations, just twenty short of the total. If nothing else, that undertaking assured Tao Qian’s status in the canon.56 Tian Xiaofei has also explicated this creation of Tao Qian’s iconic status in textual details; she says, “It was in the hands of such Northern Song literati that Tao Yuanming was transformed from one of many Six Dynasties poets to the greatest Six Dynasties poet, and then into a cultural icon.”57 And that iconicity promoted Tao as the most celebrated poet of rural reclusion, quickly associated with the simple pleasures of the farm and garden (tianyuan). Wendy Swartz traces that transformation up through the Ming-Qing period in a number of areas of reception, summarizing:
        

        
            His posthumous career saw a number of extraordinary transformations: from an idiosyncratic and aloof recluse to a transcendent or moral recluse; from a mediocre writer few cared to read to a great poet many sought to imitate; and from a virtuous character to a Confucian sage.58
        

        Whether any of those was his “real” persona or not, Tao has come to be seen as a lovable character with a healthy appetite for wine, a rare sense of playful humor, and an unblemished reputation for personal integrity. In Tao Qian one has China’s next important poetic persona after Qu Yuan. 

        
            Clearly Tao Qian was self-conscious of this persona; in fact one might say that he was obsessed with his “self” (if one dares to use that slightly anachronistic concept) in his writing. Wendy Swartz details this “autobiographical project” in her Interlude.59 Tao not only famously wrote poems about the mundane circumstances of his individual life but also celebrated how those circumstances made the persona of Tao Qian, and he did this with a level of irony seldom seen in Chinese literature. Who else, for example, would have written their own funeral elegy (jiwen)? In a nearly post-modern gesture he also composed his own biography, under the pseudonym of Mr. Five Willows. As Tian and Swartz have shown, this was a self-fulfilling prophecy, Mr Five Willows has now become how we understand the Tao Qian persona. Tao Qian writes:
        

        
            I don’t know where this gentleman was born and I am not sure of his name, but beside his house were five willow trees, from which he took his nickname. He was of a placid disposition and rarely spoke. He had no envy of fame or fortune. He was fond of reading, without puzzling greatly over difficult passages. When he came across something to his liking he would be so delighted he would forget his meals. By nature he liked wine, but being poor could not always come by it. Knowing the circumstances, his friends and relatives would invite him over when they had wine. He could not drink without emptying his cup, and always ended up drunk, after which he would retire, unconcerned about what might come. He lived alone in a bare little hut which gave no adequate shelter against rain and sun. His short coat was torn and patched, his cooking pots were frequently empty, but he was unperturbed. He used to write poems for his own amusement, and in them can be seen something of what he thought. He had no concern for worldly success, and so he ended his days.60
        

        先生不知何許人也，亦不詳其姓字。宅邊有五柳樹，因以為號焉。閑靜少言，不慕榮利。好讀書，不求甚解，毎有會意，便欣然忘食。性嗜酒，家貧不能常得，親舊知其如此，或置酒而招之。造飲輒盡，期在必醉，既醉而退，曾不吝情去留。環堵蕭然，不蔽風日，短褐穿結，簞瓢屢空——晏如也。常著文章自娛，頗示己志。忘懷得失，以此自終。

        
            For nearly every line of this biography of Mr. Five Willows there is an occasional poem by Tao Qian that is now associated with a corresponding version of that personality and circumstances.61 Since these poems were traditionally viewed as non-fictional, the essay was seen as a thinly disguised self-portrait, as early official biographies note.62 That understanding is certainly reasonable, but one might also suggest that the persona in the poetry could be as fictional as that of the biography—that is to say, both were part of Tao Qian’s attention to the creation (or at least the projection) of a special identity. Stephen Owen’s appraisal of Tao’s poetry is perhaps extreme but telling: “obsessively self-conscious, defensive about his values and his acts, trying desperately to win a naiveté out of a conflict of inner values.”63
        

        
            Among the most famous of Tao Qian’s poetry are three sets of poems, each of which relates directly to the celebrated portrayal of Mr. Five Willows and each of which offers a different type of poetic construction.64 I will discuss these in descending order of size, offering only the last in full translation.
        

        
            Tao Qian’s “Twenty Drinking Poems” (Yin jiu ershishou) is a set that offers a complex portrait of the poet in a variety of poses and activities, often melancholy, sometimes carefree—Tian Xiaofei argues that these are the characteristics that the Song compilers enhanced with specific editorial choices. The poems form a loose cluster in a way the “Airs” of The Book of Songs do and perhaps the “double-decade” size is again not coincidental. For our purposes what is most remarkable about the set is its preface, which addresses directly the reader’s expectation that the poems might have an internal architecture, which Tao Qian denies:
        

        
            Living in retirement here I have few pleasures, and now the nights are growing longer; so, as I happen to have some excellent wine, not an evening passes without a drink. All alone with my shadow I empty a bottle until suddenly I find myself drunk. And once I am drunk I write a few verses for my own amusement. In the course of time the pages have multiplied, but there is no particular sequence (quanci) in what I have written. I have had a friend make a copy, with no more in mind than to provide a diversion.65
        

        余閑居寡歡，兼秋夜已長，偶有名酒，無夕不飲。顧影獨盡，忽焉復醉。既醉之後，輒題數句自娛。紙墨遂多，辭無詮次。聊命故人書之，以為歡笑爾。

        
            This certainly sounds like Mr. Five Willows speaking, and the poems themselves reiterate many of the events of that biography. Moreover, there seems to be something defensive in the denial of an order of the poems. Nonetheless, the denial of an order does not say that the poems are not “of a kind” and James Hightower has discussed the set in terms of the thematic tension between a life of service and the pleasures of retirement, which is the leitmotif of Tao Qian’s persona.66
        

        The “Drinking Poems” are all in pentasyllabic verse, ranging from eight lines to twenty lines, with a majority of ten or twelve lines (nine and four respectively); thus they are structurally similar as well as thematically interrelated. Included in the set are some of the most famous lines Tao Qian ever wrote, particularly those of poem no. 5, which has been seen as the quintessential Tao Qian poem:

        
            I built my hut beside a traveled road
            

            Yet hear no noise of passing carts and horses.
            

            You would like to know how it is done?
            

            With a mind detached, one’s place becomes remote.
            

            Picking chrysanthemums by the eastern hedge
            

            I catch sight of the distant southern hills:
            

            The mountain air is lovely as the sun sets
            

            And flocks of flying birds return together.
            

            In these things is a fundamental truth
            

            I would like to tell, but lack the words.67
        

        結廬在人境，而無車馬喧。問君何能爾？心遠地自偏。採菊東籬下，悠然見南山。山氣日夕佳，飛鳥相與還。此中有真意，欲辯已忘言。

        
            Wendy Swartz has read the poem as perhaps Tao Qian’s “most powerful statement on reclusion.”68 Tian Xiaofei has problematized the now-famous central couplet by suggesting that the commonly accepted reading “catch sight of” (jian) was an ideological choice of the Song editors who wanted to promote Tao’s spontaneity, disregarding the alternative reading of “gazing at” (wang).69 The final lines of the poem has that particularly ironic, self-mocking tone that becomes the poet’s trademark—obviously he has just found those very words in the preceding lines. Oddly enough, the only thing that this poem seems to lack from Mr. Five Willow’s biography is any mention of wine; yet buried in the famous reference to chrysanthemum picking is probably that very wine—chrysanthemums were a medicinal herb often used to flavor wine.
        

        Although there might not be a set order to the twenty poems, certainly the opening and closing poems are most appropriately chosen (by whomever): the set, which has ranged over a variety of issues, concludes: 

        
            If I fail to drink to my heart’s content
            

            I will be untrue to the cap I wear.
            

            Still I regret the stupid things I’ve said
            

            And hope you will forgive a man in his cups.70
        

        若復不快飲，空負頭上巾。但恨多謬誤，君當恕醉人。

        These lines not only draw attention again to the poet-cum-drinker, but also to the very set of poems that they draw to a close. 

        
            Tao Qian’s thirteen-poem sequence, “On Reading the Seas and Mountains Classic” (Du Shanhai jing shisanshou) is a celebration of what Tian Xiaofei calls “his summer reading.”71 The Seas and Mountains Classic is a geography of strange lands that surrounded China, teeming with mythological beings, supernatural heroes, and bizarre creatures, all who live in exotic surroundings of fantastic flora and landscapes. The Classic, which is associated with the southern area of Chu, is organized (at least in its current form) as an itinerary through the mountains, seas, and wastes of five cardinal directions, but with little integration of one site with the next—thus being a form of enumeration itself. Materials contained within the work are apparently in layers with the earliest from the fourth century BCE and the latest from the early Han period.
        

        
            Tao’s thirteen poems are in five-syllable lines marked with cohesive end rhymes on the even lines, and all but the first poem are in a uniform eight-line format, which will become a standard form in subsequent centuries—the first poem is a sixteen-line double. That uniformity is evident in the thematic material as well, including a sustained sense of awe throughout the set, laden with materials from the Classic: allusions to myths and legends, exotic names, distant places, and dangerous travel. The deity, Queen Mother of the West (Xiwangmu), provides the anchoring device for the visits to surrounding exotic sites.72 Tian Xiaofei has highlighted the sequence in her study, saying that it is the first series of poems in China written on the topic of reading. Although Tian is not focused on the poetic sequence per se, she does argue for a type of coherence:
        

        
            This series of poems is also unusual in that it forms a clear line of progression—not in the sense of narrative development or of a reading following the order of the book as we now have it . . . but in the sense that it is a miniature Chinese epic on seeking immortals (youxian) and spiritual wanderings (yuanyou) in which we can still hear the distinct echoes of literary conventions, a strange medieval Chinese version of Paradise Lost. . . . It is a series of poems that begins with an emphasis on pleasure, and ends with the discovery of sorrow and fear.73
        

        
            The enumeration in thirteen poems seems like an anomaly in “significant numbers,” but in fact might derive from the Classic itself, which during the later Han period was in thirteen sections.74 Or one might want to read the set as one of “twelve,” prefaced with an introductory poem, marked special by its double, sixteen-line size. In fact Tian Xiaofei says that “the first poem establishes a setting for the poet’s reading–a sort of “summarizing” description of the time, place, and occasion.”75 It speaks of the material to be introduced in the following twelve poems and also gives us another fine portrait of “Mr. Five Willows” and his love of reading (hao du shu); yet the Classic was also a difficult text that would require some “puzzling over difficult passages” (shen jie), which Mr. Five Willows said he avoided. Appropiately, Tao Qian says he spends most of his time enjoying the pictures! (lines 13–14)
        

        
            In early summer when the grasses grow
            

            And the trees surround my house with greenery,
            

            The birds rejoice to have a refuge there
            

            And I too love my home.
            

            The fields are plowed and the new seed planted (5)
            

            And now is time again to read my books.
            

            This out-of-the-way lane has no deep-worn ruts
            

            And tends to turn my friend’s carts away.
            

            With happy face I pour the spring-brewed wine
            

            And in the garden pick some greens to cook. (10)
            

            A gentle shower approaches from the east
            

            Accompanied by a temperate breeze.
            

            I skim through the Story of King Mu
            

            And view the pictures in the Seas and Mountains Classic.
            

            A glance encompasses the ends of the universe—(15)
            

            Where is there any joy, if not in these?76
        

        孟夏草木長，繞屋樹扶疏。眾鳥欣有托，吾亦愛吾廬。既耕亦已種，時還讀我書。窮巷隔深轍，頗回故人車。歡然酌春酒，摘我園中蔬。微雨從東來，好風與之俱。泛覽周王傳，流觀山海圖。俯仰終宇宙，不樂復何如？

        The setting described here, an idealized moment in the life of the gentleman-farmer with all aspects of that life in perfect order, from summer vegetables to cooling breezes, contributes immensely to the way we read the following poems.

        That idealized narrative of the poet as gentleman-farmer is the topic for Tao Qian’s most famous lyric sequence, the five-poem “Returning to the Farm to Dwell” (Gui yuantian ju). Although this set of poems does not have the structural uniformity of the “On Reading” poems, there is much more inter-poem cohesion and ordering in the set, which has elicited readings that seek out those structures. Wendy Swartz brings our attention to such a reading by the Qing dynasty commentator, Qiu Jiasui, who argues for a relational order between the five poems. Swartz summarizes that reading: 

        
            Qiu Jiasui thus outlined the internal coherence of Tao’s portrait of his farm life: from details of his domestic situation to engagement with neighboring farmers in a communal sphere, from crops used to produce cloth to those that produce food, from farm work to leisure time, and from reflections on death to the joys of farmstead living shared with neighbors.77
        

        
            Tian Xiaofei, on the other hand, offers a detailed analysis of the poems in the series in their shared “figure of loss” and concern with huang, “a chaotic wilderness that must be brought back to order by human care.”78 Qiu’s narration and Tian’s tropes find places in my reading, which is, however, somewhat more programmatic.
        

        Returning to the Farm to Dwell79 歸園田居
        

        1.

        
            From early days I have been at odds with the world;
            

            My instinctive love is hills and mountains.
            

            By mischance I fell into the dusty net
            

            And was thirteen years away from home.80
            

            The migrant bird longs for its native grove. (5)
            

            The fish in the pond recalls the former depths.
            

            Now I have cleared some land to the south of town,
            

            Simplicity intact, I have returned to farm.
            

            The land I own amounts to a couple of acres
            

            The thatched-roof house has four or five rooms. (10)
            

            Elms and willows shade the eaves in back,
            

            Peach and plum stretch out before the hall.
            

            Distant villages are lost in haze,
            

            Above the houses smoke hangs in the air.
            

            A dog is barking somewhere in a hidden lane. (15)
            

            A cock crows from the top of a mulberry tree.
            

            My home remains unsoiled by worldly dust
            

            Within bare rooms I have my peace of mind.
            

            For long I was a prisoner in a cage
            

            And now I have my freedom back again. (20)
        

        
            Line 4: Dusty net (chen wang) refers to the mundane political world of bureaucratic life—for details on the term, see Tian Xiaofei, Tao Yuanming, 98.
        

        少無適俗韻，性本愛丘山。誤落塵網中，一去三十年。羈鳥戀舊林，池魚思故淵。開荒南野際，守拙歸園田。方宅十餘畝，草屋八九間，榆柳蔭後簷，桃李羅堂前。曖曖遠人村，依依墟里煙；狗吠深巷中，雞鳴桑樹顛。戶庭無塵雜，虛室有餘閑。久在樊籠裡，復得返自然。

        This, the longest of the five poems, serves well as an introduction for the set. Not only is the setting fully described (again with similarities to the biography of Mr. Five Willows), but the story of how and why the poet came to these circumstances is also told. The poem is a close blending of scene and mood, with both the world and the poet portrayed in a near perfect state. As Hightower notes, the poem is filled with parallel couplets (several now closely tied to Tao Qian’s persona), foreshadowing the use of the couplet in later poetry.

        2. 

        
            Here in the country human contacts are few
            

            On this narrow lane carriages seldom come.
            

            In broad daylight I keep my rustic gate closed,
            

            From the bare rooms all dusty thoughts are banned.
            

            From time to time through the tall grass (5)
            

            Like me, village farmers come and go;
            

            When we meet we talk of nothing else
            

            Than how the hemp and mulberry are growing.
            

            Hemp and mulberry grow longer every day
            

            Every day the fields I have plowed are wider; (10)
            

            My constant worry is that frost may come
            

            And my crops will wither with the weeds.
        

        野外罕人事，窮巷寡輪鞅；白日掩荊扉，虛室絕塵想。時復墟曲中，披草共來往；相見無雜言，但道桑麻長。桑麻日已長，我土日已廣，常恐霜霰至，零落同草莽。

        
            This poem begins to elaborate one of the central themes of the introductory poem (isolation from the affairs of men) by instantiating it with moments of the farmer’s life. The “hidden lane” is described in more detail and its secluding nature reinforced with rustic gates that are never opened (to welcome visitors). Of course, there is some human contact, but it has nothing to do with interlopers from the dusty net; rather these are passing conversations with other farmers out in the fields and their concern is the mundane but essential problem of country life—whether the crops are growing well or not. The specific (and twice mentioned) focus of concern is mulberry and hemp (sang ma), crops used in the production of cloth—this term later becomes a standard metonymy for the farmer’s life.
        

        3.

        
            I planted beans below the southern hill
            

            The grasses flourished, but bean sprouts were few.
            

            I got up at dawn to clear away the weeds
            

            And come back now with the moon, hoe on shoulder.
            

            Tall bushes crowd the narrow path (5)
            

            And evening dew soaks my clothes.
            

            Wet clothes are no cause from complaint
            

            If things will only go as hoped.
        

        種豆南山下，草盛豆苗稀，晨興理荒穢，帶月荷鋤歸。道狹草木長，夕露沾我衣，衣沾不足惜，但使願無違。

        
            The concern for “weeds” (cao) that closes the second poem leads directly to opening image of this poem—cao here translated as “grasses”; the anxiety of farming that was the topic of conversation above here keeps the farmer out in his bean patch until the moon comes up. Wild weeds were part of the political allegory of Qu Yuan’s “Sorrow” (standing for corruption and devious advisers), but if they play a similar role here it is certain second to their more mundane threats.81 The brush-covered path by which the farmer makes his way home is, of course, a miniaturized form of the narrow lane that the carriages cannot negotiate. The serenity that floods (like the moon light) into the last half of the poem, derives from the comfort of that passage, where dampness is testimony to the reclusive life he has chosen to lead.
        

        4.

        
            For long I left the joys of hills and lakes
            

            Deprived of the pleasures of woods and fields.
            

            Today I led my children and their cousins
            

            And made a path to a deserted town.
            

            We walked around among the grave mounds (5)
            

            And lingered by a dwelling from the past.
            

            There were traces of the well and fireplace
            

            And dry bamboo and stumps of mulberry trees.
            

            I asked the man who gathered firewood there,
            

            “Where are the people now who used to live here?” (10)
            

            The gatherer of firewood answered me
            

            “Dead and gone, none of them are left.”
            

            In one lifetime court and market change—
            

            This in truth is not an idle saying.
            

            Man’s life is like a conjuror’s illusion, (15)
            

            That reverts in the end to empty nothing.
        

        久去山澤遊，浪莽林野娛。試攜子侄輩，披榛步荒墟。徘徊丘壟間，依依昔人居；井竈有遺處，桑竹殘朽株。借問採薪者：此人皆焉如？薪者向我言：死歿無復餘。一世異朝市，此語真不虛。人生似幻化，終當歸空無。

        5.

        
            Depressed, I come back alone, staff in hand,
            

            Up and down the path that twists through bushes.
            

            The mountain brook runs clear and shallow—
            

            It will serve to wash my feet.82
            

            At home I strain the new-brewed wine, (5)
            

            Prepare a fowl, and call my neighbours.
            

            As the sun sets, the room grows dark
            

            A torch will do in place of candles.
            

            When happy, we regret the night is short.
            

            And the day has dawned already. (10)
        

        悵恨獨策還，崎嶇歷榛曲。山澗清且淺，遇以濯吾足。漉我新熟酒，隻雞招近局。日入室中暗，荊薪代明燭。歡來苦夕短，已復至天旭。

        
            Hightower suggests that the final two poems in the sequence “relate the events of a single day,” thus accounting for the verb “return” (huan) in the first line of the final poem: the poet returns home depressed after his outing in which he has had to confront the ephemerality of life.83 Although I am not entirely convinced that these are events of a single day, they are certainly events that are linked emotionally and sequentially, and they draw the sequence to a close. The carpe diem thrust of poem 5 is the expected response to a confrontation with the emptiness (kongwu) that overwhelms the poet in the final line of poem 4. What is most remarkable is the transition that is made from the mundane anxieties of the farmer to the existential angst of the philosopher. Poem 4 begins with what sounds like a holiday outing with the kids, but ends up inadvertently in an abandoned graveyard: they have walked right back into the dusty net, or at least remnants of it. The possible laughter of children frolicking in his beloved woods gives way to the “dead and gone” (si mo). Facing the inevitability of his condition, the poet’s response is a rejection of the life of quiet solitude that he has proclaimed in the first three poems; he quickly gathers his neighbors together for dinner and an evening of drinking so that he does not have to spend the long night alone. Thus it turns out that Tao Qian might not be living in such peaceful solitude after all; perhaps he is, at least occasionally, burdened by rather anxious loneliness.
        

        The Mr. Five Willows persona that Tao Qian offered as his own was often undermined by a much more troubled vision of the poet, one that suggested a darker side to this teddy-bear personality. He seems to try too hard to convince himself, as well as his reader, that he was content with his simple lot. A lyric sequence, with its opportunities for shifts and swings between bipolar moments, allows for a clearer display of that tension. The idealized world can be both constructed and undermined within the frame of poems; yet, the macropoetic environment asks these diverging poems to be reconciled with each other. Standing alone as five separate poems they do not draw our attention to the turmoil that lies not within any one poem but between them all. This echoes the tension between modesty and its challenge that is the foundation of the Chinese lyric sequence.
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        Chapter 5

        The Four Seasons and the Twelve Months

        
            There is a cliché whereby the literature of East Asia is linked with images and emotions of the seasons: hopeful spring cherry blossoms, lazy summer fireflies, melancholy autumn frosts, and snow-bound passes of winter. That cliché derives primarily from the Japanese literary tradition; indeed, Japanese culture seems obsessed with the four seasons, from the earliest imperial anthologies of poetry to department store schlock.1 In China, whose early medieval poetry was a significant influence on Japanese court poetry, the seasons play a lesser but still significant role.2 So although we would dismiss the clichés that derive from this conventional wisdom, still there is some veracity to these associations.
        

        
            During the Tang (618–906) and Song (960–1260) periods, the practice of anthologizing literature and building collected works, a practice that began in the Six Dynasties, flourished with numerous new examples. All the great poets, as well as many of the lesser ones, of this period have left behind collected works that are generally in full and excellent shape; these are often collections crafted by the poets themselves. The seminal anthologies, Literary Selections and the New Songs from a Jade Terrace, also find their legacy in several important Tang-Song retrospectives. Most important is the Blossoms of the Literary Garden (Wenyuan yinghua). This monumental, one-thousand chapter compilation was completed in 987 and designed to continue the work of the Literary Selections.3 Adopting the basic format of the Selections, the Song anthology also divided all literature into thirty-seven generic categories (but not the same thirty-seven as the Selections). Although there is substantial difference between the two anthologies’ order and division of the materials, the importance of the poetic genres is as strong in the Garden as it is in the Selections: thus rhapsody (fu) and poetry (shi) are still the first two categories to which the Garden adds a third, new group of “songs” (gexing). These three genres occupy 350 chapters (thirty-five percent) of the anthology. Moreover, the subdivision of these genres by “of-a-kind” (lei) content is also reproduced from the earlier work; these subdivisions often repeat the earlier content and order but also elaborate on and add to those categories. The Tang-Song period also saw a flourishing of the literary and cultural encyclopedia (leishu) and there is a close correspondence between the categories of knowledge in those compendia and the thematic groups used in the Garden. Yet, there still is no genre/category for the poetic sequence, but rather one finds them dispersed and selected throughout the anthology.4
        

        
            Another important and quite different anthology of the Song dynasty is Guo Maoqian’s (fl. 1080) Collected Music Bureau Poetry (Yuefu shiji). This work is more in the vein of the New Songs in that it is genre specific, but it also reflects the mentality of a collected works in the sense that it is intended to be a collection of all known examples of that genre. This foreshadows the important “complete” anthologies of the later imperial period, particularly the Complete Poems of the Tang (Quan Tang shi) of the Qing dynasty.5 Although there is some confusion about the term “Music Bureau poetry” (or what is usually just called yuefu poetry), I have argued that in actual practice this is a genre defined by the convention of imitation with shared or derived titles. A small group of these poems are anonymous poems that have been imitated by later poets, but the majority of the corpus is literati poems that imitate other literati poems, especially from the late Six Dynasties and Tang period.6 Guo Maoqian collected over five-thousand poems in twelve general musical categories. Under those categories he further divided the poems into imitative groups by shared or derived titles; these are the groups that I have described as “intratextual sets.”7 Needless to say, an intratextual set was a very fluid macropoetic structure whose form changed over time as imitations were added to it; its existence is particularly reader dependent—Guo Maoqian’s anthology is actually a collection of intratextual sets generated by Guo as a meta-reader. In addition to the diachronic, multiple-author intratextual sets of the Music Bureau anthology, we also find therein single-source sets that are significant in the history of the Chinese lyric sequence, such as the songs of Wu.
        

        The Songs of Wu

        
            In terms of the Chinese lyric sequence, the most important poems in the Music Bureau anthology are those sets associated with the southern region of Wu (the lower Yangtze River area) during the reign of the states of Eastern Jin (317–420) and (Liu) Song (421–479). The poems belong to a category called “Wu Music” (Wu sheng), which is closely associated with another category called “Western Tunes” (xi qu). Wu sheng poems are said to originate in the capital area of Jiankang (present-day Nanjing), and the xi qu group in towns of the middle-lower reaches of the Yangtze River valley, especially Jiangling (near the current Hubei-Hunan border), thus their “western” designation.8 Guo Maoqian summarizes the conventional understanding of the Wu poems:
        

        
            The “Monograph on Music” (Yue zhi) of the Jin History (Jin shu) says: “The various compositions (qu) of the Wu songs (ge) all come from the area of the lower Yangtze River (Jiangnan), but since the time of the Eastern Jin they have spread out to some extent.” Their origins are in a capella songs that were later put to the music of strings and winds. They date from the time of the migration to the south [311 CE] and go on down to the Liang and Chen periods, which all had Jianye [Jiankang, modern Nanjing] as their capital. This is where songs and tunes of the Wu music originated.9
        

        What is implicit in this description, and what has drawn the attention of most modern studies, is the non-mainstream origins of the poetry. When central China fell to northern, non-Chinese peoples in 316, the Chinese court and literati were forced to flee and take refuge in the Jiangnan area, establishing the Eastern Jin, the first of the Southern Dynasties. In doing so this northern elite encountered not only new landscapes and natural worlds but also indigenous subcultures. One product of those cultures was the songs of Wu, which celebrated both the physical and social worlds of the prosperous southern environs around the cities of Nanjing and Suzhou. 

        
            There are some noticeable differences between the Wu sheng and xi qu poems, yet they are generally linked together; not only for their related musicality but also their thematic and formal similarities. Marilyn Evans summarizes these commonly acknowledged and distinguishing similarities:
        

        
            Both groups of songs have much in common. The predominant form, with some exceptions, is the five-word quatrain. The themes are primarily centered upon love, and are frequently written from the feminine point of view. Both groups in general reflect the life and activities of the urban classes of the southern region, particularly traveling for trade and rearing silkworms. Finally, both of these groups share a propensity for punning.10
        

        
            The anonymous nature of these early songs has led to a good deal of comment on their “folk” origins, but that claim is not substantiated by the texts themselves. I believe it would be better to think of this poetry as “unsigned” compositions by literate members of society, including the merchant class. Judging from the poems, one suspects a substantial number are from the hand of women poets, which in fact may account for their unsigned nature. Their appeal to the sensibility of the Japanese poet, including a formal resemblance to the short waka, destined these poems to be a particularly important influence of Chinese literature on Japanese court poems. Tian Xiaofei has challenged the assumption that these poems are necessarily in a woman’s voice (to say nothing of their being a woman’s composition). She argues that many marks of the supposed female voice, such as pronouns and terms of endearment, are gender neutral and could be that of a male persona. She believes that the insistence of the female voice is in part gender-stereotyping of the modern critic. This is certainly an important corrective that needs to be kept in mind, but one also needs to acknowledge how deep that association goes, including the identification by the Jin shu of the creator of the important Ziye poems as a woman. One thing that Tian Xiaofei leaves in place is the assumed heterosexual context of the poems: when the man calls someone “sweetie” (huan) the object of his affection is assumed to be a woman. In terms of the functioning of the lyric sequence, these questions of voice and gender are, however, secondary.
        

        
            In general discussions, the Wu songs, which are usually designated as “small poems” (xiao shi), are often seen as the forerunner of the formal quatrain (jueju), one of the two most important poetic forms in the Tang period. The two forms, xiao shi and jueju, are structurally nearly identical: not only in the four-line, five-syllable format, but also in the end rhyme on even lines and the propensity to fall into couplets. What is generally not noted, however, is that the diminutiveness of the xiaoshi form encouraged the drawing together of like poems to form loose clusters, creating ad hoc sets. Furthermore, this practice continues in later periods with Tang literati poets building such groups of quatrains, although not usually under one title. Generally these groups (both of xiaoshi and jueju) have no internal architecture, but in certain cases they do declare a larger, overall structure, even when individual poems have an independent life of their own. For example, this is certainly the case with Wang Wei’s (701–761) famous “Wang River Collection” (Wang chuan ji) of twenty jueju.11
        

        
            Returning to the Wu sheng and xi qu poems that are found in the Music Bureau anthology, one notes that the interrelationship of poems in these groups presents unique problems. It is generally believed that groups of anonymous poems were constructed over time, like the intratexual sets of the Music Bureau.12 However, it is also possible that the poems occured as synchronic sets, in as much as they might have been sung at any given moment as song sequences—although we do not know the exact form of any given performance.13 Wang Yunxi’s understanding of the relationship between the “poems” in a given set is particularly intriguing since he wants to create for them strong internal structures. He introduces his ideas with a comparison to The Book of Songs:
        

        
            The term “verse” (qu) of the Qingshang music [of which Wu sheng and xi qu are subsets] is used in place of the old term “stanza” (jie) [he give examples where the terms are used interchangeably] . . . In the Wu sheng and xi qu there are poems that are similar to multi-stanza (diezhang) poems of The Book of Songs [examples of poems as stanzas] . . . these are simultaneous compositions that are meant to be sung together, thereby increasing strength of the songs. . . . In Wu sheng and xi qu, this type of multiple-stanza song is made of verses that can stand alone and independent, but in The Book of Songs or Music Bureau poetry of the Han-Wei period they are formed into one stanzaic structure.14
        

        
            The implication here is that in any given performance the independent verses (qu) can be melded into one, albeit ephemeral, composition; in this way the verses are independent and interchangeable but always available as integers of a larger composition. Wang expands on this statement to note how the four-line unit is a natural but ambiguous division in Chinese poetry, giving examples of how works with these verses (qu) are in Tang times re-designated as poems (shou). This is a statement that could be used to describe many of the lyric sequences that are found in the Chinese literary tradition where there is an inherent ambiguity between the poems as independent units and their role as interrelated parts of a larger whole. This is no better illustrated than in the poem sets of “Midnight’s Four Seasons.”
        

        Midnight’s Four Seasons

        
            As for the “Songs of Ziye” [of the Wu sheng poems], this music was created by a girl named Ziye (Midnight). During the Taiyuan reign period of Emperor Wu of the Jin dynasty (376–396) there was a ghost who sang the Ziye songs in the house of Wang Ke of Langye, thus Ziye was a person of a time before that period.15
        

        
            This is essentially all that we know about the alleged author of the largest groups of poems in Wu sheng category. Even if you believe in ghosts it still is not very much to go on. From the previous discussion it is obviously erroneous to refer to Midnight as the actual author of the poems that we now have—one should note how fabricated the author’s name seems, as if it were a pen or professional name. At the most, one should think of Ziye as a composite voice.
        

        
            In the Music Bureau anthology there are two groups of anonymous Ziye songs: one group of forty-two poems titled simply “Midnight’s Songs” (Ziye ge), and another group of seventy-five poems entitled “Midnight’s Songs of the Four Seasons” (Ziye sishi ge), which are subdivided thusly: twenty poems for each of Spring and Summer, eighteen poems for Autumn, and seventeen for Winter. I am here most interested in the second set because of the programmatic nature of its seasonal structure, but let me first offer the opening two poems of the other set, “Midnight’s Songs,” as an introduction to the general nature of the poetry:
        

        1.

        
            Out by the front gate with the sun setting
            

            I keep my eyes on you coming my way.
            

            A fine face and well-groomed temples,
            

            The fragrance of the flowers fills the lane.
        

        落日出前門，瞻矚見子度。冶容多姿鬢，芳香已盈路。

        2.

        
            Flowers, this is what the fragrance is,
            

            A fine face, that is too good to be true.
            

            Heaven does not snatch away our desire,
            

            That is why I have this man to love16
        

        芳是香所為，冶容不敢堂。天不奪人願，故使儂見郎。

        
            One can certainly understand how Wang Yunxi might argue that these are stanzas of one song. The shared language and the common Wu sheng rhetoric—especially in the dialect pronouns and references17—hold these two poems together and in order, offering us an optimistic view of romance that distinguishes this poetry. In fact Tian Xiaofei reads and translates the two poems as a dialogue between a man (first) and woman (second).18 Whether one can argue that structure much further into the set is more difficult, however.
        

        
            The “Four Season” set of seventy-five poems is similar to the “Midnight’s Songs” in theme, form, and structure—the poems, predominantly focused on romantic desire, are all also five-syllable, end-rhymed quatrains, with the sets presumably diachronically formed. But there is a larger overt seasonal pattern to the group. This structure exists as both a unifying principal for each cluster by season—such that all twenty spring poems “belong to each other”—and as meta-progression of the set through the seasons. This dual seasonal structure contains an ambiguity on how the poems are to be performed or read. On this, Wang Yunxi’s thoughts are again noteworthy. First he postulates that the set is not quite complete: poems are missing from the autumn and winter sets, which should number an even twenty as is the case for the first two seasons.19 Then he offers a “new” way of reading the poems:
        

        
            In that way the entire group (zheng shu) of eighty poems would be divided evenly into twenty sets (tao); each set would include four poems–spring, summer, fall, winter. The grouping together [of the poems under one season] that we now know was probably the work of some later person.20
        

        
            This argument, which Wang elaborates further with parallel examples, offers us another way to view the poems. It is unclear, however, whether Wang believes that there are twenty, four-poem sets that are established a priori or whether there are numerous potential sets of four to be made out of the eighty poems—160,000 to be exact.21 It strikes me that those two ways of constructing four-poem sets (i.e., fixed sets and ad hoc productions of thousands of sets) mark the difference between a written text and a performed one. These two approaches also remind one of the basic structure used in linguistics and semiotics to describe the way meaning is framed within language or other sign systems.22 On the linear, discourse level there are syntagms that tell us how to enchain units together—from rules of spelling and grammars, to metanarrative structures. In the vertical columns, there are paradigms (associative groups) of these units that are potentially available to instantiate a given syntagm—letters, parts of speech, heroic figures, etc. In Chinese culture those paradigmatic associative groups can often be identified as lei categories. Although this theory can lead to very abstract discussions, in our case there is a very clear and real example: the seasonal progression is the programmatic syntagm, whereas the twenty poems of each subset are the units available for the instantiation of that progression—see table 5. In this way the subsets are available to be read in both directions, vertically as an associative cluster and horizontally as a progressive sequence. One might even suggest that these two ways of reading roughly correspond to the xing and fu modes of composition.
        

        
            [image: ]
            

        

        
            Is there any evidence that such a dual reading/performance was the actual practice in the contemporaneous culture whence these poems come? In fact, there is at least circumstantial evidence from New Songs from a Jade Terrace: it selects four poems from the original group of “Midnight’s Songs of the Four Seasons” to create a single spring-summer-fall-winter poetic sequence:23
        

        
            Spring Song24 春歌
        

        
            The morning sun shines into the northern wood,
            

            Where early flowers are in a tapestry of colors.
            

            Who does not have such thoughts in spring,
            

            Sitting alone and weaving at her loom.
        

        朝日照北林，初花錦繡色。誰能春不思，獨在機中織。

        Summer Song 夏歌

        
            In the steamy, hot month of midsummer,
            

            On the shore of North Lake, I hum along.
            

            The leaves of the lotus are just finding form,
            

            Full of beauty, it has not yet flowered.
        

        Line 2: This “humming” (often translated “whistling”) is associated with a Daoist meditation technique used in contemplating nature, although here it might be more mundane humming, as in a tune. 

        鬱蒸仲暑月，長嘯北湖邊。芙蓉如結葉，拋豔未成蓮。

        Autumn Song 秋歌

        
            The autumn wind enters the window,
            

            Billowing, it lifts my thin bed-curtains.
            

            I raise my head to look at the bright moon;
            

            On its beams I send my love a thousand miles.
        

        秋風入窗裏，羅帳起飄颺。仰頭看明月，寄情千里光

        Winter Song 冬歌

        
            Ice on the pond three feet thick
            

            White snow blankets a thousand miles.
            

            My heart is like cypress and pine–
            

            And your heart, what is it like?
        

        Line 3: The evergreens cypress and pine are symbols of endurance, associated with winter.

        淵氷厚三尺，素雪覆千里。我心如松柏，君心復何似。

        
            Beyond the obvious seasonal progression, there does not seem to be any strong links in this New Songs set; moreover the poems are embedded in a larger set of nine Wu sheng poems. Yet as further examples of this praxis, there are also several Tang examples of four-poem sequences specifically imitating “Midnight’s Four Seasons”; perhaps the most famous is by Li Bai (701–762), who expands the texts into six-line poems and experiments with an internal architecture that is quite remarkable:
        

        Midnight Songs25 子夜歌
        

        1. Spring Song 春歌

        
            Lady Luofu in the land of Qin
            

            Picks mulberry leaves beside the clear stream.
            

            Her white hands gleam in the green boughs,
            

            And her red blouse shines under the bright sun.
            

            “The silk worms are hungry, I must leave.
            

            Your five horses should not linger here.”
        

        
            Line 1: Luofu is the famous mulberry picker of the early anonymous poem “Mulberry on the Lane” (Moshang sang), which celebrates her beauty, her handsome husband, and their lasting marriage. The five horses refers to the governor who proposes to take Luofu away with him; an offer that is soundly rejected in the old poem, and echoed here.26
        

        秦地羅敷女，采桑綠水邊。素手青條上，紅妝白日鮮。蠶饑妾欲去，五馬莫留連。

        2. Summer Song 夏歌

        
            Mirror Lake, three hundred li around
            

            Where the lotus flowers stand in bloom.
            

            In midsummer Xishi gathers them,
            

            And people watch from narrow Ruoye Stream.
            

            The homeward boat does not wait the moon,
            

            Returning to the King of Yue’s estate.
        

        Lines 1, 4: Mirror Lake of Guiji County (present Zhejiang Province) was a man-made reservoir constructed in 140 CE for irrigation and flood control; Ruoye Stream of the fourth line is part of the lake’s system. 

        Line 3: When the southern state of Yue was defeated by the state of Wu in the 5th Century BCE, the beauty Xishi was presented to the conquering King; he became so enamored of her that he subsequently lost his own state. It is said Xishi washed yarn in the Ruoye stream. Li Bai is obviously treating Mirror Lake anachronistically.

            

        
            

            鏡湖三百里，菡萏發荷花。五月西施采，人看隘若耶。回舟不待月，歸去越王家。
            

                
        

        3. Autumn Song 秋歌

        
            In Chang’an under the glow of the moon,
            

            The pounding of clothes sound from ten thousand homes.
            

            The autumn wind blows on without end,
            

            And I am always thinking of Jade Pass.
            

            When will the northern barbarian be pacified,
            

            And you, dear, quit that far-off war?
        

        Line 1: Chang’an was the capital city of Tang China. Jade Pass is in the far northwestern China on the northern silk-route.

        長安一片月，萬戶搗衣聲。秋風吹不盡，總是玉關情。何日平胡虜？良人罷遠征。

        4. Winter Song 冬歌

        
            In the morning the courier will leave,
            

            So all night she works on the padded jacket.
            

            Her white hands draw the needle so cold,
            

            How can she hold on to the scissors?
            

            Garment sewn, off it goes on the long road.
            

            How long before it reaches him in Lintao?
        

        Line 6: Lintao was a town and military encampment in the Taklamakan Desert, near Turfan. 

        明朝驛使發，一夜絮征袍。素手抽針冷，那堪把剪刀。裁縫寄遠道，幾日到臨洮。

        
            It is not difficult to read a progression through this small set as the imagery of the seasons and their conventional associations are recounted in seasonal order—mulberry trees, lotus blossoms, autumn wind, and padded clothes. That alone satisfies the call for an internal architecture. But Li Bai appears to have created other structures that enhance, as they intersect with, the seasonal sequence. First of all there is a sequence in the stories of romance in which the bonds of the faithful couple are slowly eroded: in the opening poem there is faithful Luofu and her husband to whom she declares her fidelity in his temporary absence; then there is the story of Xishi who was forced into a liaison with the enemy King of Wu but in end was “faithful” to her home state of Yue by causing the destruction of Wu. In the autumn poem we find a couple separated, with the husband on the border of China and the woman in the capital, but there is a glimmer of a reunion in the closing line. Finally, the couple are separated again; this time the man is even further from China, far out into the Taklamakan Desert, and there is no talk of reunion; she only hopes that the winter jacket will reach him there. That these four poems are essentially the woman’s side of the couple’s story is compatible with the general tone of the original Wu sheng poems; and the second poem, which refers to the famous beauty from the Wu region, is an even clearer nod of recognition to that set. That female voice is also clearly heard in Li’s use of the term “dear” (liangren, poem 3), which was a term of endearment closely associated with the Wu dialect and is ubiquitous in the anonymous Wu sheng poems.
        

        
            One can extend the discussion of the internal architecture of Li Bai’s set and interweave it even more closely with the female orientation of the poems by noting the interlinking textile and sartorial imagery, which, if not strictly progressive, is at least strongly associative. We begin with the first step in the life of the woman as weaver, the gathering of the mulberry leaves to feed the silkworms; in fact, Luofu’s charge that the hunger of the silkworms calls her home is an oblique reference (which is clearly spelled out in the original poem) to her female domestic duties. After the silk is spun, the yarn has to be washed, which is Xishi’s task in the second poem. Li’s third poem incorporates the common autumnal imagery of women pounding (i.e., fulling or washing) the cloth as they prepare for the making of winter clothes. And the final poem is a dramatic portrait of the frantic preparation of those winter garments so they can be ready in the morning to be taken far off to the frontier. The completion of that textile cycle, from mulberry leaves to sewing needles, is reinforced by the reiteration of the same “white hands” (su shou, a term from the original Luofu poem) that are at work in the first poem and in the last. With evidence of this tight, deliberate ordering of poems in later sets, Wang Yunxi was well justified to suggest that the original “Four Seasons” poems contained four-poem sequences that might be extracted from the larger group of eighty.27
        

        
            Turning to the other half of the semiotic model (i.e., the poems of one season), one wonders if there is similar evidence that the associative set was also an inherent shape in the tradition of the Four Season poems: that is, could the poems of one season stand together as a xing or “of-a-kind” cluster? One should first note that in the Blossoms of the Literary Garden subgroup of the four seasons (sishi, under the song genre) there are only poems under a single season; there is no four-poem sequence, but then again there is no cluster of poems either.28 This division mirrors that of contemporaneous encyclopedias, which have extended entries for each of the seasons, but nothing for the sequence of seasons.
        

        
            When we turn to the legacy of the Wu sheng poems in the Music Bureau anthology one does find evidence of vertical clustering integrated with the four-season sequencing. One sees this, for example, in a small set of imitative “Midnight’s Four Season Poems” by Emperor Wu of the Liang Dynasty (r. 503–49), father of Xiao Tong and Xiao Gang. In Guo Maoqian’s collection there are seven poems divided among the seasons: spring (1), summer (3), autumn (2), and winter (1). A similar group (this time, three spring poems, two summer, two fall, and one winter) is attributed to an obscure poet named Wang Jinzhu, presumably Emperor Wu’s contemporary.29 And then in the Tang period there is a “four season set” with only three seasons—two poems each for spring, fall, and winter.30 These sets imply that the associative cluster, albeit small, is also another possible organizational pattern for the poems, but the cluster is always embedded within the seasonal progression. When those clusters are uniform in size then there is the potential of the dual reading of progression and cluster. This is possible, for example, in the regrouping of Emperor Wu’s and Wang Jinzhu’s poems that are found in the Ming dynasty anthology, Shi ji, which attributes some of Wang’s poems to Wu to create four, four-poem sets.31
        

        The Twelve Months 

        
            Another way to account for the passage of the year is with the enumeration of the twelve lunar months in their annual cycle. These lunations not only yield the Chinese lunar calendar but also must lie behind the origins of the early twelve-base counting system of China. Although the solar calendar with its twenty-four nodes was used for agricultural activities, the lunar calendar is the one upon which most Chinese rituals and festivals are based and it permeates the culture. For example, within the Wu materials collected by Guo Maoqian (in this case, the xi qu group) there is a small sequence that shows how the lunar calendar would act as the program for the twelve-poem set. These poems differ formally from the “Midnight” poems (here five, five-syllable lines with a three-syllable refrain between the third and fourth lines), but they still focus on romance and appear to be largely in a woman’s voice. They represent more the mercantile culture that Marilyn Evans attributes to the xi qu group:
        

        Here’s a Willow Bough: Thirteen Songs of the Months32 月節折楊柳歌十三首
        

        Beginning Month 正月歌

        
            And still the spring wind is gloomy and cold,
            

            Out with the old and in with the new.
            

            Our troubles are more than a morning’s worry,
            

            Here’s a willow bough.
            

            Sad thoughts tie my stomach in knots,
            

            There’s no knowing their number or profusion
        

        春風尚蕭條，去故來入新。苦心非一朝，折楊柳，愁思滿腹中，歷亂不可數。

        Second Month 二月歌

        
            Into the village the crows swing on tireless wings,
            

            On the road I meet swallows flying two by two.
            

            Look, we are now in the height of spring,
            

            Here’s a willow bough
            

            To send a message to the one I love,
            

            Come back soon, stay away no longer.
        

        Line 2: Twin swallows were harbingers of spring, a cliché for lovers.

        翩翩烏入鄉，道逢雙燕飛。勞君看三陽，折楊柳，寄言語儂歡，尋還不復久。

        Third Month 三月歌

        
            As the boat floats through the curved pool,
            

            We lift our eyes to spring blossoms.
            

            The cry of the nightjar threads the woods,
            

            Here’s a willow bough.
            

            They come two by two, fluttering here and there,
            

            My love and I shall have each other too.
        

        Line 3: The nightjar (commonly translated as “cuckoo” and also the name of the red azalea) was said to be the embodiment of a broken-hearted (male) lover, thus its call was thought to be particularly sad.

        泛舟臨曲池，仰頭看春花。杜鵑緯林啼。折楊柳，雙下俱徘徊，我與歡共取。

        Fourth Month 四月歌

        
            When the lotus is just coming to bud,
            

            Where would I find a kindred soul to love?
            

            To share our lives in the Buddha’s presence,
            

            Here’s a willow bough.
            

            Offering incense and these fine flowers,
            

            We shall have each other forever
        

        Line 1: The lotus was an erotic symbol for a beautiful woman, but it also had Buddhist associations, which are developed in the following lines.

        芙蓉始懷蓮，何處覓同心。俱生世尊前。折楊柳，撚香散名花，志得長相取。

        Fifth Month 五月歌

        
            Wild rice standing three or four feet high
            

            For whom will this pure body be a treasure?
            

            Lovely it is in full growth,
            

            Here’s a willow bough.
            

            With it I’ll make sweet buns
            

            Intending them for my love’s own hand
        

        
            Line 5: The food referred to here, jiuzi zong, is associated with a goddess of fertility, Jiuzi Mu (Mother of nine seeds/children).
        

        菰生四五尺，素身為誰珍。盛年將可惜。折楊柳，作得九子粽，思想勞歡手。

        Sixth Month 六月歌

        
            Midsummer burns like fire,
            

            The lattice is open on the north window.
            

            I sit on a couch across from my man,
            

            Here’s a willow bough.
            

            Cool mead stored in a bronze jar,
            

            We drink it straight and undiluted.
        

        三伏熱如火，籠窗開北牖。與郎對榻坐。折楊柳，銅塸貯蜜漿，不用水洗溴。

        Seventh Month 七月歌

        
            The Weaver Girl wanders beside her river,
            

            On the other side the Cowherd watches and sighs.
            

            Meeting only once with each turn of the year,
            

            Here’s a willow bough.
            

            Knotting together the flowers of long-life,
            

            Kindred souls will not fail each other.
        

        Lines 1–2: According to legend, Weaver Girl and Cowherd were ill-fated lovers transformed into stars who were separated by the Cloudy River (Milky Way). Once a year, on the seventh day of the seventh lunar month, magpies made a bridge for them to meet.

        織女遊河邊，牽牛顧自歎。一會復周年。折楊柳，攬結長命草，同心不相負。

        Eighth Month 八月歌

        
            I make clothes to welcome my love,
            

            Days and nights flow on like water.
            

            Sparkling dew freezes into courtyard frost,
            

            Here’s a willow bough.
            

            At night hearing the washing blocks pound,
            

            Whose wife is this lovely lady?
        

        Line 1: A woman making clothes for a man was a traditional sign of devotion and would indicate betrothal, if not marriage.

        迎歡裁衣裳，日月流如水。白露凝庭霜。折楊柳，夜聞搗衣聲，窈窕誰家婦。

        Ninth Month 九月歌

        
            Sweet mums burst into yellow flower,
            

            It’s not that we have no cups for wine.
            

            Ah, but what about the cold,
            

            Here’s a willow bough.
            

            I give my love these silken clothes,
            

            He says no, but with a smile.
        

        甘菊吐黃花，非無杯觴用。當奈許寒何。折楊柳，授歡羅衣裳，含笑言不取。

        Tenth Month 十月歌

        
            The great trees turn lonely and stark,
            

            The sky is dark, but the rain does not come.
            

            A heavy frost builds in the middle of the night,
            

            Here’s a willow bough.
            

            In the woods with pine and cypress,
            

            The year grows cold; we shall not fail each other.
        

        
            Lines 5–6: Related to Analects (9.17): “Only after the year turns cold one knows the pine and cypress are the last to lose their leaves.”
        

        大樹轉蕭索，天陰不作雨。嚴霜半夜落。折楊柳，林中與松柏，歲寒不相負。

        Eleventh Month 十一月歌

        
            Again the snow is in wind-blown drifts,
            

            The branches of the tree turn barren.
            

            But pine and cypress have no need to worry,
            

            Here’s a willow bough.
            

            Bundled in winter clothes, I tread on thin ice,
            

            Will my love recognize me like this?
        

        素雪任風流，樹木轉枯悴，松柏無所憂。折楊柳，寒衣履薄冰，歡詎知儂否？

        Twelfth Month 十二月歌

        
            The sky is cold, the year about to close,
            

            Spring and fall, winter and summer too.
            

            Let’s put these troubles to rest,
            

            Here’s a willow bough.
            

            Sunk between pillow and mat
            

            Sweetly entangled, time passes us by.
        

        天寒歲欲暮，春秋及冬夏。苦心停欲度。折楊柳，沈亂枕席間，纏綿不覺久。

        Intercalary Month 閏月歌

        
            The intercalary comes in the heat and the cold,
            

            Spring and fall rounded out by a lesser month.
            

            But there’s no time that I don’t think of you,
            

            Here’s a willow bough.
            

            The flux of yin and yang presses me to leave,
            

            How will I ever get a steady one to care for me?
        

        Title: The Chinese calendric system aligns the lunar and solar calendars with intercalary lunar months every few years (seven times in nineteen years). The intercalations move through the year, but never occur for the eleventh, twelfth, or first month.

        成閏暑與寒，春秋補小月。念子無時閑。折楊柳，陰陽推我去，那得有定主？

        
            This lyric sequence is similar to the amatory progressions famous in Western sonnet sequences; yet here the female voice sings of this progression, making the desire and pursuit hers and the object of that desire her “love” (huan), her “man” (liang). The set begins with troubles (ku xin) that are overwhelming and progresses strictly through the months, with each seasonal and calendric reference in its proper place, to the last poem where those worries (again, ku xin) are brushed away, with the climax of tangled limbs under the covers. Much of the imagery is familiar from the four seasons poetry: although we lack the commonplace mulberry images of spring (in their place there are the returning swallows and the singing nightjar), the summer lotus shows up right on cue in the first month of summer (fourth month) and rice in the fifth; the Weaving Maid and her beau are there in their month (seventh), and the washing-blocks and garment-making in the next; frost is in the first month of winter (tenth month), snow and ice in the eleventh month. The image that closes the eleventh poem is especially poignant: the woman, all bundled up in her winter wraps, turns to the reader and colloquially asks, “Could it be that my love will not recognize me?” (huan ju zhi nong fou). A question that is put to rest in the next poem—preceded one assumes by some unwrapping. The intercalary poem is a special poetic moment when the poet pulls back from her narrative, which has been so successfully brought to closure and comments on the more abstract theme of the inexorable passage of time. She also returns the sequence to the more melancholy, unsteady side of the relationship that we saw in the opening poem. It is as if she acknowledges the very yin-yang nature of their affair: the somewhat manic celebration that fills most of the sequence is sobered by her inevitable leaving and his doubtful constancy. In that coda there is a more often heard voice: that of the abandoned woman.
        

        
            Given their sensitivity to seasonal imagery and associative progressions, Japanese readers and poets would have found such programmatic sets appealing, and surely these contributed to the Japanese tradition of ordering texts by the seasons. In China, poetic sequences of twelve are extremely important, perhaps second only to those of eight,33 but one seldom finds this month-by-month sequencing in literati poems. An exception is the sequence of songs (yueci) by the late Tang poet, Li He (790–816), who is known for his tragically short life and ghostly poems. The set was written on the eve of the crushing disappointments that would in a few short years wear this fragile, sensitive man to his death, but these poems, written as a pre-exam exercise to impress a sponsor, predate the truly “demonic” phase of his writing career. They do, however, reveal many of the other traits that characterize Li He’s poetry, particularly its highly sensual imagery bordering on the bizarre and his obsessive depiction of women and their desire. This latter aspect was probably in part adopted from the amatory progression of the xi qu poems but also owes much to the literati “boudoir” poetry of the late Six dynasties, which itself was a voluptuous echo of the “Nineteen Old Poems” as selected in the New Songs of the Jade Terrace. Li’s set, however, is a far cry from the naive xi qu poems or sentimental “Old Poems.” It is full of his signature dense passages, difficult allusions, and intentional ambiguity, on which I can only hope to touch briefly here. We will also see that Li He, a poet of intense irony, subjected the typical seasonal language to playful turns and startling cross-seasonal puns that challenged the progression as he used it. At the same time Li studiously avoided or distorted much of the most conventional language.34 The thirteen poems are of differing length and alternate between seven-syllable, five-syllable, and irregular prosody (the first of which Frodsham renders into two lines per verse). In many ways this sequence looks like a song cycle associated with the developing ci poetry of the time.
        

        Twelve Lyrics for Music on the Theme of the Twelve Months of the Year (Together with an Intercalary Month) Composed While Taking the Examinations in Henanfu35) 河南府試：十二月樂辤並閏月
        

        First Moon (7 characters: 3 rhymes) 正月

        
            We climb a tower to greet the spring,
            

            As spring returns newly,
            

            Smoky yellow mantles the willows,
            

            The palace-clock drips slowly.
            

            A scant veil of lightest cloud (5)
            

            Stirs on the face of the wilds,
            

            Through chill greens the desolate wind
            

            Raises silk stubble.
        

        
            Asleep in her rich bed at dawn
            

            Her jade flesh cool, (10)
            

            Her dewy lids, not yet in bloom,
            

            Turned to dawn’s pallor.
        

        
            You cannot yet cut willow-sashes
            

            On the public roads,
            

            When will the leaves of the sweet-flag (15)
            

            Be long enough to tie?
        

        
            Line 8: Short silk (duan si) is a metaphor for grass stubble.
        

        
            Line 13: Willow boughs were broken (zhe) for parting gifts, as seen previously.
        

        上樓迎春新春歸，暗黃著柳宮漏遲。薄薄淡靄弄野姿，寒綠幽泥生短絲。錦床曉臥玉肌冷，露臉未開對朝暝。官街柳帶不堪折，早晚菖蒲勝綰結。

        Second Moon (7 characters: 2 rhymes) 二月

        
            Drinking wine in the second month
            

            By Gather-mulberries ford.
            

            Day lilies bloom there.
            

            Smiling orchids too.
            

            Like crossed swords the rushes, (5)
            

            Wind like incense.
            

            Northern swallows, hard at work,
            

            Chide the heightened spring.
            

            Curtains of roses in lingering mist
            

            Gather green dust, (10)
            

            Golden hairpins, high-piled tresses,
            

            Shame the evening clouds,
            

            With billowing dresses, they dance
            

            In skirts of pearl.
        

        
            They bid us farewell at the ferry (15)
            

            Singing “Water Flows.”
            

            The drunkard’s spines grow cold,
            

            South Mountain dies.
        

        
            Line 4: There is obviously much folklore that is unrecoverable in this line, which uses a colloquial expression for “day lilies”36 combined with the “lan xiao ren” predicate, “orchids smile/laugh people.”
        

        
            Line 7: Northern/Hun swallows resent (yuan) the spring, because it means they will leave to return north.
        

        Lines 11–12: Women’s hair is commonly described in “cloud” metaphors; here the clouds are actually jealous of the hair!

        
            Lines 15–18: The singing girl’s farewell to the patron (jiu ke); South Mountain was a symbol of longevity.
        

        二月飲酒采桑津，宜男草生蘭笑人。蒲如交劍風如熏，勞勞胡燕怨酣春。薇帳逗煙生綠塵，金翅峨髻愁暮雲，遝颯起舞真珠裙。津頭送別唱流水，酒客背寒南山死。

        Third Moon (5 characters: 2 rhymes) 三月

        
            A wind comes blowing from the east,
            

            Filling our eyes with spring,
            

            Willows darken in this city of blossoms,
            

            Breaking our hearts.
        

        
            Through deep halls of the storied palace (5)
            

            Stirs a bamboo breeze,
            

            We dance in new collars of emerald-green,
            

            Translucent as water.
            

            A sunny wind bends the melilotus
            

            Over a hundred leagues, (10)
            

            A genial mist urges on the clouds,
            

            Caressing heaven and earth.
        

        
            Adorned like warriors, palace-girls
            

            Closely brush on their brows,
            

            Embroidered banners wave their state (15)
            

            Along the warm, walled road.
            

            The wind-borne fragrance wafts away
            

            Across the Serpentine,
            

            Pear-blossom scattered everywhere
            

            Brings autumn to the park. (20)
        

        Line 1: In the cosmology of the four directions, east was associated with spring. 

        Line 13–16: Presumably the women dressed in military attire were part of some pageant in the confines of the palace.

        Line 18: The Serpentine (Qu shui) was a waterway within the palace grounds.

        Line 19: Falling pear blossoms are understood to bring autumn to the park because of 1) the fall-like melancholy of the scene, or 2) the snow-like quality of the blossoms. 

        東方風來滿眼春，花城柳暗愁幾人。複宮深殿竹風起，新翠舞襟靜如水。光風轉蕙百餘裏，暖霧驅雲撲天地。軍裝宮妓掃蛾淺，搖搖錦旗夾城暖。曲水飄香去不歸，梨花落盡成秋苑。

        
            These three heptasyllabic poems of spring are not only replete with all the expected (and much unexpected) spring imagery but there are also subtle progressions between the months as well. Willows that are “smoky yellow” and too short to cut for parting gifts in the first month are by the third month dark (or perhaps darkening (an)) with growth; thus they can be gifts for parting friends and therefore bring a sadness that “kills” (sha) the presenter. Grass that was merely stubble in the first month is replaced in the following two months by a plethora of plants, some of them with early summer associations—day lilies, orchids, roses, bamboo, melilotus, and pear blossoms. The fallen petals of the pear, in a typical Li He conceit that uses cross-seasonal metaphors, transforms the park into “autumn.” The most pervasive and penetrating image is, however, the wind—cold and desolate (you) in the first poem, it has a warm fragrance (xiang, like incense) in the second, and by the third it is from the east (the quadrant associated with spring) and bright (guang), which is actually the way the plants appear when the breeze accompanies the clearing of a spring shower.
        

        Fourth Moon (7 characters: 3 rhymes) 四月

        
            Cool at dawn and cool at dusk,
            

            Trees like a canopy,
            

            A thousand hills of darkest emerald
            

            Beyond the clouds.
        

        
            Vaguely a scented rain is falling (5)
            

            Through a haze of green,
            

            Glossy leaves and curls of blossom
            

            Shining through side-gates.
        

        
            Water in its golden pools,
            

            Jade-green ripples trembling. (10)
            

            Vistas heavy with aging spring,
            

            No startled petals fly.
            

            Faded pinks and fallen calyx
            

            Dappled in shade.
        

        曉涼暮涼樹如蓋，千山濃綠生雲外。依微香雨青氛氳，膩葉蟠花照曲門。金塘閑水搖碧漪，老景沉重無驚飛，墮紅殘萼暗參差。

        Fifth Moon (5 characters: 2 rhymes) 五月

        
            Carved jade heavy on screen-lintels,
            

            Light gauze veils the open gates.
            

            From leaden wells we draw the flowering water,
            

            Our fans ornate with mandarin ducks and drakes.
        

        
            Whirling snow dances through the Hall of Coolness, (5)
            

            Sweet dew washes the emerald air,
            

            Silken sleeves are wheeling and hovering,
            

            The fragrant sweat that soaks them, jewels of grain.
        

        Line 3: In Frodsham’s understanding, the finest wells were lined with lead. Ye Congqi explains the line: “Water drawn from the well is deep green like the patina of lead.” 

        
            Line 5: The dancers sleeves look like flying snow; the term liang dian (cool hall) may be merely descriptive–a place to escape the heat.
        

        
            Lines 6–8: Sweet dew (gan lu), fragrant sweat (xiang han), and jewels of grain (bao su) all describe the dancers’ perspiration; this is an erotic part of the somatic imagery derived from the palace style poetry.
        

        雕玉押簾上，輕縠籠虛門。井汲鉛華水，扇織鴛鴦文。回雪舞涼殿，甘露洗空綠。羅袖從徊翔，香汗沾寶粟。

        Sixth Moon (Irregular: 2 rhymes) 六月

        
            We snip raw silk,
            

            Hew speckled bamboo,
            

            Sleeveless robes dusted with light frost,
            

            Mats of autumn jade.
        

        
            A flame-red mirror opens in the east, (5)
            

            A haloed cartwheel journeying on high,
            

            With a roar of flames comes the Scarlet Emperor
            

            Riding his dragons.
        

        Lines1–4: The raw silk of the robes looks like it is dusted with frost. Sleeping mats, made of speckled bamboo, which is considered the most elegant and associated with women’s tears, are cooling like jade in the autumn.

        Lines 5–8: A long conceit for the sun, which is a mirror and a wheel, as well as a chariot drawn through the skies by dragons. Scarlet Emperor (Chi di) was god of South, the summer’s quadrant.

        裁生羅，伐湘竹，帔拂疏霜簟秋玉。炎炎紅鏡東方開，暈如車輪上徘徊，啾啾赤帝騎龍來。

        
            The spring progression is nicely maintained into the summer months, with the fourth poem still registering the coolness of mornings and evenings that is slowly dissolved until we reach the long fiery conceit that describes the sun in the sixth poem. The cross-seasonal puns continue in their synaesthesia ways, introducing snowy sleeves, frosted robes, and autumnal mats into the center of the summer season. The three poems, each in a different prosody, offer three different views of summer: the first is entirely external and natural, dominated by imagery of blossoms; the second depicts an interior where they escape from the heat with palace entertainments; and the third is entirely metaphorical, concluding on a mythological note. This is not so much a linked progression that we saw in the spring poems but rather a cluster of vignettes of summer, each exploring a certain part of the lei correspondences of summer.
        

        Seventh Moon (5 characters: 1 rhyme) 七月

        
            Cool glint of starlight round the Cloudy Island,
            

            Upon the plate the beaded dew-drops fall.
            

            Fine flowers are born out of the tips of the twigs,
            

            Deserted gardens grieve for dying orchids.
            

            The night-sky turns to terraces of jade, (5)
            

            Leaves in the lotus-pool, numberless, green coins.
            

            Vexed at the thinness of her dancing-gown
            

            She feels a chill creep through her flowery mat.
            

            A wind wakes sighing just at break of day,
            

            The Northern Dipper glitters down the heavens. (10)
        

        Line 1: Cloudy Island is special term for the River of Stars (Milky Way); since this is the seventh month one probably should take this as an allusion to the Cowherd and Weaver Girl story, although Li does not develop it any further. 

        Line 2: Bronze platters were set up to gather dew that was used for longevity elixir. 

        Line 5: Terraces of (white) jade is a metaphor for cloud banks.

        星依雲渚冷，露滴盤中圓。好花生木末，衰蕙愁空園。夜天如玉砌，池葉極青錢。僅厭舞衫薄，稍知花簟寒。曉風何拂拂，北斗光闌幹。

        Eighth Moon (5 characters: 1 rhyme) 八月

        
            The widowed wife must dread these weary nights,
            

            The lonely traveler dreams he’s back at home.
            

            Beside the eaves insect twist their silk,
            

            Along the wall a lamp lets fall its flowers.
            

            Outside the screens, the moon exhales its light,37 (5)
            

            Inside the screens, slant shadows of the trees.
            

            Leisurely flies the dew in loveliness,
            

            Adorning even the lotus in its pool.
        

        Lines 1–2: These are images derived originally from the “Nineteen Old Poems”; a standard reference to autumnal melancholy.

        Line 4: Lamp flowers are the ashes falling from the burning wick.

        孀妾怨長夜，獨客夢歸家。傍簷蟲緝絲，向壁燈垂花。簷外月光吐，簾中樹影斜。悠悠飛露姿，點綴池中荷。

        Ninth Moon (7 characters: 4 rhymes) 九月

        
            In the summer palace scattered fireflies—
            

            A sky like water.
            

            Bamboos turn yellow, pools grow chill,
            

            The lotus dies.
        

        
            Moonlight glints on golden door-rings, (5)
            

            Purposeful beams.
            

            Above cold gardens, deserted courtyards,
            

            A limpid, white void.
        

        
            Flowers of dew are flying, flying
            

            On an unhurried wind. (10)
            

            Kingfisher brocades in gorgeous hues
            

            Strewn along galleries.
        

        
            The Cock-herald chants no longer—
            

            Refulgence of dawn!
            

            Ravens cry by the brazen well (15)
            

            As kola-leaves flutter down.
        

        
            Line 1: Li gong (palace of separation) is the palace where the emperor went for outings (presumably in the summer, but not explicitly so).
        

        
            Line 9: Flowers of dew (lu hua) are formed just as dew freezes.
        

        Line 11: These brocades are a metaphor for autumn foliage.

        Line 13: The herald in the court who announced the dawn. 

        
            Line 15: Ravens (ya) were birds of ill omen.
        

        離宮散螢天似水，竹黃池冷芙蓉死。月綴金鋪光脈脈，涼苑虛庭空澹白。霜花飛飛風草草，翠錦斕斑滿層道。雞人罷唱曉瓏璁，鴉啼金井下疏桐。

        Perhaps the most noticeable characteristic in these powerful autumn poems is the legacy of summer that slowly dissolves through the three months. This is especially seen in the image of the lotus, the clichéd summer flower, which is used or implied in the three autumn poems: relatively vibrant leaves like “green coins”; cold dew on the plants; and then the explicit dying of the flower. One should note how Li He, in his highly ironic fashion, has completely avoided mentioning this flower in the summer poems where he “should” have but has used it retroactively as a way to describe autumn. Similarly there are the summer dancing gown that is now too thin; a few remaining fireflies in the pleasure palace (which was earlier filled with perspiring dancers); dying orchids and yellowing bamboo. Much of the expected autumnal imagery does appear but often with a subtle twist: poem 7’s glittering stars in the clear autumn skies (which stand in sharp and sudden contrast to the fiery sun of poem 6) is a disguised nod to the requisite Cowherd and Weaver Girl story; poem 8’s emblematic insects weave their version of autumn’s clothes, which follows nicely the standard image of separated couple; and the extended description of the pleasure hall in poem 9 where autumn brings its own colorful, but also cold splendor, all announced not by the courtly herald but rather by the ominous raven.

        
                .
            

            Tenth Moon (7 characters: 3 rhymes) 十月
        

        
            The jade vase with its silver arrows
            

            Can scarcely pour,
            

            Lamp-flowers smile upon the night
            

            Where light and dark congeal.
        

        
            Slivers of frost dance slantingly (5)
            

            Across gauze curtains,
            

            Two rows of candle-dragons shine
            

            In her winged pavilion.
        

        
            She lies resentful in her net of pearls,
            

            Unable to sleep, (10)
            

            Beneath a robe ornate with golden phoenix
            

            Her body is chill,
            

            She stares at the moon, her long brows
            

            Vie with its curved jade.
        

        Line 1: The jade vase is the water clock that is just about frozen.

        Line 4: Lamp-flowers (see poem 8); smiles is figurative language for blossoms.

        Line 9: Net of pearls refers to her bed curtains.

        玉壺銀箭稍難傾，釭花夜笑凝幽明。碎霜斜舞上羅幕，燭籠兩行照飛閣。珠帷怨臥不成眠，金鳳刺衣著體寒，長眉對月鬥彎環。

        Eleventh Moon (7 characters: 3 rhymes) 十一月

        
            The palace walls lie coiled and shivering,
            

            In the cold, stark light.
            

            The white sky, shattered in pieces,
            

            Drops diamantine fragrance.
        

        
            Strike the bells! Drink your fill (5)
            

            Of this thousand-day wine!
            

            Fight to conquer the freezing cold!
            

            Quaff the lord’s health!
        

        
            The royal canal is locked in ice,
            

            Like a circle of silk. (10)
            

            Where is the Well of Fire?
            

            Where are the Warm Springs?
        

        
            Line 4: Diamantine fragrance (qiong fang) is figurative language for snow.
        

        Line 6: The wine can keep one intoxicated for a thousand days.

        Lines 11–12: Well of Fire, Warm Springs are identified as natural phenomena in the Sichuan area with a literary legacy; from the description they appear to be a volcanic site and hot springs.

        宮城團回凜嚴光，白天碎碎墮瓊芳。撾鐘高飲千日酒，卻天凝寒作君壽。禦溝泉合如環素，火井溫水在何處。

        Twelfth Moon (7 characters: 1 rhyme) 十二月

        
            From the sun’s feet a wan light
            

            Is shining redly.
            

            The thin frost does not melt at all
            

            Beneath the cassia branches.
            

            Rarely a warmer air will try to banish (5)
            

            The bitter winter.
            

            For now we run to longer days—
            

            Farewell to the long nights.
        

        日腳淡光紅灑灑，薄霜不銷桂枝下。依稀和氣解冬嚴，已就長日辭長夜。

        
            Since the winter solstice is now past by several weeks, the twelfth poem of winter can end on a slightly optimistic note. The real depth of winter is in the eleventh month; in that poem, however, we see a rare sign of bravado as the poet urges his audience to take up arms against the cold in the form of wine and hot springs; a decidedly aggressive (and male) answer to that cold—the language is derived from carpe diem poems such as first seen in the “Nineteen Old Poems.” That bravado stands in contrast to the first poem of winter where the theme of abandoned palace and the lonely women is carried over from the autumn poems. The concluding stanza to that poem is one of the most melancholic and erotic, with a rare direct reference to the woman’s body (ti) along with all her sartorial trappings; Frodsham identifies the woman as “one of the emperor’s neglected favourites.”38 So the three poems alternate, female and melancholic; male and aggressive; then finally quietly optimistic.
        

        Intercalary Month (Irregular: 2 rhymes) 閏月

        
            When emperors display their glory,
            

            The years display their due seasons.
            

            Seventy-two periods wheel about
            

            Urging each other on.
            

            From the astronomer’s jade tubes (5)
            

            The ashes fly.
            

            Why must this year be so long,
            

            The coming year so late?
        

        
            The Western Mother plucks her peaches,
            

            To give to the Emperor. (10)
            

            Xi and He let their bridled dragons
            

            Go far astray.
        

        Line 1: An allusion to the two founding emperors of the Zhou dynasty.

        
            Line 3: The twenty-four nodes of solar calendar were each divided into three divisions, yielding the seventy-two hou of five days each.
        

        
            Line 5: The twelve jade tubes of ashes were used to keep track of time by removing the ashes with the passage of the corresponding month; Wang Qi and Ye Zongqi read the line as the ashes did not fly because there was no tube for the intercalary month.
        

        
            Lines 9–10: Queen Mother, goddess of the west seen in the Elegies of Chu, gave Emperor Wu of the Han the peaches of immortality, said to ripen every 6,000 years.
        

        Line 11: Xi and He (or sometimes Xihe) were charioteers of the sun, as hinted at in poem 6. 

        帝重光，年重時，七十二候回環推。天官玉管灰剩飛，今歲何長來歲遲。王母移桃獻天子，羲氏和氏迂龍轡。

        
            Like the one that concludes the xi qu sequence, the intercalary poem here differs radically from the rest of the poems in the set. It steps back from the annual cycle and comments more broadly on the passage and measurement of time—clearly the intercalary month brings cosmological questions to the fore. In Li He’s case the poem takes on a new, overtly political meanings, cast in calendric terms. Frodsham believes the poem is highly critical of the ruling emperor, thus he concludes, “This poem, unlike the others, could not have been written in connection with He’s candidacy for the doctoral degree as its inclusion would have ensured his immediate failure.”39 Modern Chinese critics, on the other hand, understand this as a praise poem for the emperor, wishing him long life, especially in conjunction with the intercalary month that makes the year longer yet and which brings the solar and lunar calendar into accord.40 I am inclined to the later interpretation, but this ambiguity is typical of Li He’s poetry, here marking his ironic use of this rather conventional format and making it particularly delightful to the modern reader.41
        

        The Sixty-Poem Cycle

        
            The dual reading of the four-season structure, integrated with the twelve-poem cluster, reaches its zenith with the famous sixty-poem set of seasonal poems by Fan Chengda (960–1279 AD), “Poems on Village Life in the Four Seasons” (Sishi tianyuan zaxing)—the poems are actually divided into five seasons, with two springs. Critics often offer the sexagenary cycle as the model for Fan’s sequence;42 the casting of those sixty poems into five seasons in turn is seen as a bow to the influential wuxing cosmology, on which James Hargett elaborates:
        

        
            The five-phases [wuxing] concept led in time to the development of an extensive cosmological system that explained all phenomena of nature on the basis of the succession of the elements. By dividing the spring months into two groups, Fan Chengda adheres faithfully to this five-term scheme. While his sixty verses imply a cycle of totality, each of the poet’s five seasons proceeds through a causal sequence of seasonal change that continues indefinitely.43
        

        
            Fan’s use of five actual seasons (as opposed to four seasons/directions and a “center” which does not occupy space or time) is very unusual.44 I suspect that the use of a division of five was motivated as much by the desire to create clusters composed of twelve poems as it was by the wuxing cosmology. One should note, for example, the two numbers that are inextricably linked to the sexagenary cycle are ten and twelve, not five. Moreover, by Fan’s time, twelve-part sequences were firmly established as one of the preferred cultural forms. Fortuitously, dividing the sixty poems into groups of twelve coincided with the cosmological significant five, but I believe that was the happy coincidence, not the prime motivation for the division.45
        

        
            There is a seasonal progression to Fan Chengda’s sequence, but it evolves loosely and episodically through the entire sixty poems. The author’s preface makes clear that the progression and/or clusters were not premeditated, but rather evolved naturally though the observations of a year; they are composed of separate, relatively modest occasional poems that were later put together (selected and ordered) to form a lyric sequence replete with design and significant numbers. James Hargett believes this is a design of great unity:
        

        
            By organizing his poems according to the sexagenary cycle and apportioning them into a highly organized seasonal sequence, Fan has created a tour de force that embodies completeness and, at the same time, suggests movement and continuity. In other words, just as the seasons inevitably march through time, so do Fan’s verses proceed through the seasons of an entire year.46
        

        
            Although it might be difficult to construct a reading quite as ordered as Hargett suggests, still one can see design and dynamic interplay in any and all parts of the set, including the twelve poems that constitute the first of the two spring seasons.47
        

        Spring 春
        

        1.

        
            Willow blossoms in deep lanes, at noon a cock’s call;
            

            Mulberry leaves are pointy and crisp, but not yet green.
            

            After dozing in a chair, I awake with nothing to do;
            

            Bright sunlight floods the window where I watch silkworms hatch.
        

        花深巷柳午雞聲，桑葉尖新綠未成。坐睡覺來無一事，滿窗晴日看蠶生。

        2.

        
            The soil is moist and almost loose, showers press down endlessly;
            

            Myriad plants and countless flowers suddenly burst into bloom.
            

            Behinds my cottage fallow acres, still green and lush;
            

            Neighbors’ stems burrow under the wall, sprouting bamboo shoots.
        

        土膏欲動雨頻催，萬草千花一餉開。舍后荒畦猶綠秀，鄰家鞭筍過牆來。

        The opening two poems are filled with images of birth and awakening of the natural world, including the central emblem of early spring, the mulberry tree. The human element is quiet, dozing while this life begins to stir. And the quickening progresses through a range of plants coming finally to the neighbor’s aggressive (maybe gregarious) bamboo, which foreshadows visits from the neighbors.

        3.

        
            Upper fields of wheat and barley merge with mountains blue;
            

            Besides the stream, lower fields are green but still not tilled.
            

            Blossoms of peach and apricot flood the village, as if weaving a
            

                tapestry of spring;
            

            Tapping time and beating drums, villagers celebrate the
            

                Clear Bright Festival.
        

        高田二麥接山青，傍水低田綠未耕。桃杏滿村春似錦，踏歌椎鼓過清明。

        
            This poem marks a transition from the natural to the human world, especially of the village, where the spring’s power is brought to bear on the principal activity of preparing the earth. The Clear Bright (qingming) Festival of the last line, which falls on the fourth node of the solar calendar (within one day of the Gregorian April 5th), is a time of pilgrimage and restoration of the ancestral tombs; it is also a time of family outings and spring celebrations (see poem 8). This is one place where the reference (and poem) seems out of temporal sequence, unless one understands it foreshadowing poem 8.
        

        4.

        
            In the old flagon there’s rush-faggot vintage48 just brewed;
            

            We take to the fields for sacrifices at the village altar.
            

            Old shamanka, don’t complain if the taste and texture are weak,
            

            State wine at the flag pavilions has more dregs still!49
        

        老盆初熟杜茅柴，攜向田頭祭社來。巫媼莫嫌滋味薄，旗亭官酒更多灰。

        5.

        
            Paper money burns below the altar, drums sound like thunder;
            

            In the setting sun they help this old drunkard return home.
            

            With green twigs covering the ground, and flowers all over the
            

                place,
            

            I know that sons and grandsons have been jousting grasses.50
        

        社下燒錢鼓似雷，日斜扶得醉翁回。青枝滿地花狼藉，知是兒孫鬥草來。

        
            These two poems seem to be a small embedded narrative within the cluster. Farmers bring offerings to the earth god (small shrines in the fields), making their appeals through a priestess/shamanka (wu) and/or goddess (ao). With the leftover wine under his belt, an old man makes his way back home to his grandchildren and their spring games.
        

        6. 

        
            A clarion call sounds from the east, village lanes clamor;
            

            The Spring Circuit’s carriages and horses stir up dust as thick
            

                as smoke.
            

            “Hitch those oxen, don’t block the road by the gate;
            

            Move and hitch them west of the gate, there by the millstone.”
        

        騎吹東來里巷喧，行春車馬鬧如煙。系牛莫礙門前路，移系門西碌碡邊。

        7.

        
            On Cold Food Day, flowery boughs adorn the young girls’ tresses;
            

            Clad in crimsons skirts and azure blouses, so many are their little
            

                boats.
            

            Once a year they journey to a mountain temple:
            

            If not up Spirit Cliff, then out to Tiger Hill.51
        

        寒食花枝插滿頭，蒨裙青袂幾扁舟。一年一度游山寺，不上靈岩即虎丘。

        8.

        
            People return to the city after their worshipping and sweeping;
            

            From dreggy wine just made, a green-plum brew is now offered.
            

            The day is long, the road is fine, the city gate just ahead;
            

            Let’s stop at the thatched kiosk so I can warm up a cup of wine.
        

        郭里人家拜掃回，新開醪酒薦青梅。日長路好城門近，借我茅亭暖一杯。

        9.

        
            Strolling along in search of spring, my heart is cheerful;
            

            Rain-traces fill hoofprints on the road, brimming like winecups.
            

            A brown dog tagging along then darts on ahead,
            

            But reaching the side of the brook, he soon returns.
        

        步屧尋春有好懷，雨余蹄道水如杯。隨人黃犬攙前去，走到溪邊忽自回。

        
            These four poems recount the central celebratory events of early spring. The two middle poems are linked by the festivals they mention: the “cold food” (han shi) festival of poem 7 falls one or two days before the Qingming festival, whose tomb sweeping and outing are described in poem 8 (also alluded to in poem 4). The places mentioned in poem 7 are both scenic spots near Suzhou where Fan lived when he composed the sequence. The sixth poem records one of those “big” occasions in a small village: the passing through of local government officials for spring inspection (third day of third lunar month); here the oxen (or water buffalo, and it is likely only one) in the lane obstructs their passage. And the last poem is again one of those modest occasional poems that are justifiably famous in Chinese poetry, when along that same road the spring antics of his mongrel dog (huang quan) are the source of small delight.
        

        10. 

        
            Cultivating orchards to reap the fruit barely repays our labors;
            

            Unbearable yet, the mischief of children and birds.
            

            We’ve arranged the thorns and needles to fence off the path of
            

                bamboo shoots,
            

            Now we have spread out the fishnet to cover the cherry trees.
        

        種園得果廑償勞，不奈兒童鳥雀搔。已插棘針樊筍徑，更鋪漁網蓋櫻桃。

        11.

        
            On a lucky day we open our bundle of rice shoots;
            

            Thunder rumbles in the southern hills, it rains all night.
            

            This year no dearth of water for the seedling beds;
            

            Look! Waves, newly risen, are lapping against the little bridge.
        

        吉日初開種稻包，南山雷動雨連宵。今年不欠秧田水，新漲看看拍小橋。

        12.

        
            Spring vegetables under the mulberry, green fills the fields,
            

            Cabbage hearts are green and tender, mustard chives are plump.
            

            Washing and culling by the stream, then off we go to market them;
            

            Then, as sun sets, we stock up on salt and buy some wine before
            

                heading home.
        

        桑下春蔬綠滿畦，菘心青嫩芥苔肥。溪頭洗擇店頭賣，日暮裹鹽沽酒歸。

        These last three poems all tell the agricultural narrative of spring in the village, the planting and harvesting of spring vegetables and the preparation of the rice beds for their late spring planting. These activities, particularly those involving the spring vegetables, will carry over into first part of the next set of poems (late spring). In fact many of the topics introduced in the first set of poems re-emerge in their seasonal variations throughout the sixty poems: the winter wheat harvest in poem 27, the preparation of the silk cocoons in poem 28, the weaving of fabric in 31, and the harvesting of rice crop in poems 44–45. 

        Reading through Fan Chengda’s sixty-poem set is like following a loosely woven fabric in which certain warp threads emerge and disappear among a variety of incidental weft materials. This fabric is not a fine brocade with clearly embroidered patterns but a coarser, home-made material with an uneven but equally pleasing texture. The final, sixtieth poem brings all this to a closure with new year greetings and a tribute to homey production. 

        60.

        
            Down village lanes this winter season you see the customary
            

                good cheer;
            

            The old neighbor, mindful of ceremony, bows at my briar gate.
            

            His long gown made of cotton looks like frost or snow.
            

            “Weaved it myself,” he says, “on the family spinning loom.”52
        

        村巷冬年見俗情，鄰翁講禮拜柴荊。長衫布縷如霜雪，云是家機自織成。

        
            Much could be said regarding this set of poems—one imagines a detailed and exhaustive study of the many nuances interwoven into the lyric sequence—but in actuality the existing commentary on the poems is rather thin.53 In specifics there is most detail in the accounting of the festival days that fill the cycle; and general commentaries usually compare Fan Chengda’s interpretation of rural village life with that of Tao Qian, who begins the tradition of poetry of “field and garden” (tianyuan)—typically as exemplified in his five-poem sequence considered in chapter 4. James Hargett’s essay, “Boulder Lake Poems,” is the best example of that type of comparison, which embraces a broader perspective of the entire tianyuan tradition up through the Song. Given the shared tianyuan title and the obvious nod to Tao Qian, this comparison is clear and fruitful, especially as it shows Fan’s innovations and contributions to the genre.54 What seems to have been neglected in these discussions is the influence of the twelve-part sequence, combined with the legacy of the four-season, yearly cycle that originated with the Wu sheng poems, with which Fan would have certainly been familiar.55
        

        Conclusion

        
            The seasonal and monthly progression offered Chinese poets their most programmatic form for the lyric sequence. Although poets often embraced that easy progression, such as Li Bai’s poems on the four seasons and the anonymous month-by-month “Here’s a Willow Bough,” there was always a tendency to complicate the program with diversions and hesitations. We saw that in the early Midnight poems with their seasonal groups that suggested, at least to Wang Yunxi, two ways to read the set: either as lei-like clusters of same-season poems or as four-season progressions extracted from the clusters and arranged for performance. That dual reading was taken to the extreme by Fan Chengda in his sixty-poem “Village Life” cycle where he assembled same-season clusters, but which he enriched with complicated threads of order and progression both internally within the season and on the wider annual stage. Even when there seems to be a pure program, one can find diverging lines of development. For example, the “Willow Bough” poems are capped with the “intercalendary month,” which not only does not fit into the amatory narrative but also offers a quite different view of time and its accommodation. This is also true for Li He’s monthly poems, but he disturbs the progression even within the progression itself: for example, he denies or diverts common seasonal imagery and offers cross-seasonal metaphors, all of which thwart readers’ expectations. There seems to be a strong aesthetic of “disorder” working against the programmatic sequence. One might attribute that aesthetic to the simple need for enrichment; yet, this might also be another example of the poetics where fu enumeration and xing associations are called on to create a whole more complex and complementary than either one of them can construct by itself. Here the fu element is strongest, but xing is often there to offer pause.
        

        Notes

        
            1. The importance of the seasons is easily attested to by the use of them as a principal ordering device for all the imperial anthologies starting with the Kokinwakashū; the seasons are also integrated into the renga and haikai sequences of later ages.
        

        
            2. That relationship is described by Helen McCullough, Brocade by Night. McCullough also notes (57) that the Japanese tradition apparently seized on the seasonal categories of the Chinese encyclopedia (leishu) and drew from them more influence then was actually present in the Chinese poetic tradition. The Chinese anthology that was most influential in Japan during this early period was the Yutai xinyong.
        

        
            3. For a brief description of the anthology see Paul Kroll’s entry in Nienhauser, ed., The Indiana Companion, 897–898. The text is available in a facsimile of the 1567 edition.
        

        
            4. Note that Paul Kroll’s entry for Wenyuan yinghua in Nienhauser, ed., The Indiana Companion, glosses the “gexing” genre as “Song and Sequences,” but this is certainly a modern interpolation of the term; there are many sequences under “gexing” but they are not at all exclusive to this division.
        

        
            5. The Quan Tang shi, an imperial commissioned project completed in 1707, is composed of over 48,000 poems by 2,200 authors, listed chronologically, except for imperial family members who come first in the volume. See Paul Kroll’s description, Nienhauser, ed., The Indiana Companion, 364–365.
        

        
            6. See Stephen Owen, The Making, Appendices A, G for a refutation of my arguments in In the Voice of Others.
        

        
            7. Joseph R. Allen, In the Voice of Others.
        

        
            8. Yuefu shiji, 47, 689. Marilyn Evans, “Popular Songs,” 16; Wang Yunxi, Liuchao, 26, identifies a half dozen cities with specific songs.
        

        
            9. Yuefu shiji, 44, 639–640, quoting Jin shu, 23, 716.The punctuation in the modern edition of the Yuefu shiji continues the quote from the Jin shu for the entire passage, but I can identify only the first few lines (as translated here).
        

        10. Marilyn Evans, “Popular Songs,” 16–17.

        
            11. The collection, which has a preface, is built around sites in Wang Wei’s mountain retreat. Pauline Yu, Wang Wei, 201–205.
        

        
            12. Wang Yunxi, Liu chao, 34; Marilyn Evans, “Popular Songs,” 14.
        

        13. Marilyn Evans, “Popular Songs,” refers to these performances in passing (e.g., 11), but does not speak to them directly; at one point she refers to the first two poems of a set as “introductory poems when the group was performed” (19). 

        
            14. Wang Yunxi, Liu chao, 38–39.
        

        
            15. Jinshu, 23, 716.
        

        
            16. Yuefu shiji, 44, 641.
        

        17. Marilyn Evans, “Popular Songs,” has a detailed review of the special language of these poems in her chapter 3. 

        
            18. Tian Xiaofei, Beacon Fire, 360.
        

        
            19. Wang Yunxi, Liu chao, 66.
        

        
            20. Ibid. 
        

        
            21. If every poem in each of the four seasons can be joined without restriction except for the sequence of spring, summer, fall, winter that yields 204, or 160,000, possible combinations.
        

        
            22. This interpretation is developed in Ferdinard de Saussure’s General Linguistics, chapter 5, “Syntagmatic and Associative Relations.”
        

        
            23. I am assuming that the editors had a group to select from similar to that which appears in Guo Maoqian’s collection. The poems, which have some variant phrasing, come randomly from the set as we know it—their exact location is given by Zhang Baoquan, Yutai xinyong yizhu, 458–459. Note that the editor of New Songs did not refer to this set with a “four season” designation, just by individual titles, “Spring Song,” etc.
        

        
            24. Yutai xingyong, 10, 5a-5b; translation follows the notes in Zhang Baoquan, Yutai xinyong yizhu, 458–459; compare translation by Anne Birrell, New Songs, 270.
        

        
            25. Li Bai, Li Bai quanji, 351–353, where they are called simply “Ziye ge”; Yuefu shiji, 45, 653, where the set is found, among other imitations, with the poems titled by the months. They have been translated by Obata Shigeyoshi, The Works of Li Po, 147–151. Three of the poems are also translated in Rewi Alley’s Li Pai, 58–60, although the titles are misconstrued as “Spring Night Song”, etc.
        

        26. I discuss this poem and its literati imitations (including another by Li Bai) in my “From Saint to Singing Girl.”

        
            27. There is another sequence of this type by the minor Tang poet Lu Guimeng (?–881), Yuefu shiji, 45, 654.
        

        
            28. Wenyuan yinghua, 331, 2095–2096.
        

        
            29. Yuefu shiji, 44, 650–651.
        

        30. Ibid., 45, 652–653.

        
            31. These sets are reproduced in Ding Fubao, Quan Han, Vol. 2, 854–855. See the explanatory notes in Yuefu shiji, 44, 650.
        

        
            32. Yuefu shiji, 49, 722–724. The title and refrain literally reads “To Break off a Willow Branch,” but the branch is intended as a token gift for someone leaving on a trip, thus my translation. This custom was based on the homophony in classical Chinese between the word for “willow” and the word “to stay”—by giving a willow branch one was symbolically saying “please stay.” A Ming text adds the designation “thirteen poems” to the title (see Ibid., 724, fn 1).
        

        33. For example in the collected poems of Li Bai there are three sets of five poems, two of ten, and two of twelve; Du Fu, on the other hand, has two sets of eight and one of ten, but has ten sets of five poems, with two of twelve. Nevertheless, none of these sets of twelve takes the months or even seasonal progression as a structural pattern. Later we will also see how important the set of twelve is to the painting album.

        
            34. One traditional critic, Yu Guang of the Ming period, complained because Li He “defied convention” since “in the farewell poem of the second month he didn’t mention the willow branch; in the eight month poem he didn’t describe the bright moon; and in the ninth month did not sing about climbing up to a high place [a convention of the double nine festival]; cited in Ye Congqi, Li He, 46.
        

        
            35. Quan Tang shi, 4397–4398; translation by J. D. Frodsham, Goddesses, Ghosts, and Demons, 26–35. Courtesy of Mrs. Beng Choo Frodsham, Frodsham Estate. Frodsham divides the translations into stanzas according to rhyme changes; heptasyllabic verses he renders into two lines. My notes are primarily adapted from Frodsham’s, with some small additions, deletions, and changes, especially in consultation of the annotations by Wang Qi, Li Changji, 48–53, and Ye Congqi, Li He, 33–46.
        

        
            36. The term yi nan cao, “plants that are good for boys”, was derived from the belief that if the pregnant woman wore the flower of the plant in her waistband she would give birth to a boy.
        

        
            37. J. D. Frodsham’s translation has a typo, rendering “moon” (yue) as “room”—there are no variants of which I am aware—Goddesses, Ghosts, and Demons, 33.
        

        38. Ibid., 236.

        
            39. Ibid. 
        

        
            40. Ye Congqi, Li He, 45–46; Wang Qi, Li Changji, 53.
        

        
            41. J. D. Frodsham, Goddesses, Ghosts, and Demons, has an enlightening discussion of the “modernity” of Li He’s poetry and how that has affected its reception over the years; see his Introduction.
        

        42. The cycle of sixty years is calculated by the combination of the twelve-based and ten-based counting systems, with each year designated by a binome of odd or even counters. These cycles then proceed independently through the various political changes and other historical references, as do our centuries.

        43. James Hargett, “Boulder Lake Poems,” 118.

        
            44. See A. C. Graham, Disputers of the Tao, 341–343, for how the four seasons were usually accommodated to the five processes.
        

        45. Note that a division of four seasons would have produced groups of the “insignificant” number fifteen, whereas using groups of ten would have produced the equally “insignificant” number six. Once five seasons were an actuality, it was natural to double spring, the first and most charged of the seasons with the greatest number of associations and images with which to work.

        
            46. James Hargett, “Boulder Lake Poems,” 119. J. D. Schmidt’s understanding of the set is much less positivistic in regard to its structure; he says that “any attempt to discover some grand design [for the set] is futile” (Stone Lake, 80). This is no doubt true if one insists on a design where each piece is contributing to a single linear whole, but if we accept a more complex and bi-polar construction, then I think we can discuss the set as a whole and as one that was constructed ex post facto by the author.
        

        
            47. Fan Chengda, Fan Shihu ji, vol. 2, 372–373. Translation James Hargett, “Boulder Lake Poems,” 119–122. Courtesy of the translator. I have used Hargett’s translations because they are most appropriate for a study of this type, where language is closely observed. He has provided copious notes on terms and practices, upon which I have relied but not reproduced in full. I also recommend Gerald Bullett’s translation of the sequence, Five Seasons, as an interesting work in English; it is perhaps the only time when rhyme is effectively and extensively used in the translation of Chinese poetry—although he is rhyming by couplet, not between them. He has domesticated the language such that he does not have any notes.
        

        48. As James Hargett, “Boulder Lake Poems,” 120n27, discusses, there is some disagreement about the exact nature of this beverage, but its intent seems to be to get the old man tipsy by the end of the poem 5. 

        49. The flags marked places for food and beverage in the countryside, as often seen in landscape paintings of the time. 

        50. See James Hargett, “Boulder Lake Poems,” 120n30. “Jousting grasses” was a game children played by gathering various plants—thus they are found strewn on the path in line 3.

        51. Two temples outside of Suzhou known for their scenic settings.

        
            52. Fan Chengda, Fan Shihu ji, 376. Translation, James Hargett, “Boulder Lake Poems,” 131. Courtesy of the translator.
        

        53. James Hargett’s “Boulder Lake Poems” footnotes cite all important sources for the poems.

        
            54. J. D. Schmidt, Stone Lake, 81–82, argues that the poetic style of Fan Chengda’s sequence differs dramatically from his other poems and this style must be attributed to the influence of the tianyuan subgenre. The poetry also finds roots in the large sets of quatrains commonly seen in the Tang period. In Fan’s case this is most importantly instantiated, as James Hargett (“Boulder Lake Poems,” 114–115) points out, by Wang Wei’s twenty-poem “Wang River Collection.”
        

        
            55. We can be assured that Fan would have been familiar with the Wu sheng poems, including “Midnight’s Four Seasons”: he would not only have known the Guo Maoqian anthology but was also a long-time resident and official in the Wu area; he, in fact, wrote the most important monograph of Wu history and culture, the Monograph on Wu Prefecture (Wujun zhi).
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        Chapter 6

        Du Fu’s Metapoem

        No text is as important to the definition of the Chinese lyric sequence as Du Fu’s (712–770) “Autumn Meditations: Eight Poems” (Qiuxing bashou). The sequence represents a culmination of earlier trends in the genre and casts a long shadow of influence over lyric sequences in the following centuries; moreover, Du Fu’s sequence retroactively draws earlier sets of poems more strongly into the convention. Whereas other lyric sequences might seem a tenuous whole, “Autumn Meditations” is a nearly inviolable unit, and the clarity of that unity encourages us to read earlier sets of poems as its precursors and later sets as its legacy. “Autumn Meditations” contains some of the greatest poetry by one of China’s greatest poets; one finds in these poems an almost overwhelming rich world of poetics, personality, and aesthetic vision, borne along by complex, heptasyllabic lines. Thus it provides a fitting closure to our consideration of the early Chinese poetic sequence and a springboard for consideration of later trends.

        Eights 

        
            Eight would not seem to be a naturally significant number; it does not reproduce digits, lunations, seasons, or the square of anything. In China the number is, however, closely related to the origins of writing, as well as discussions of early music. Writing was said to emanate from the legendary figure Fu Xi’s imitation of the patterns of heaven and earth, particularly celestial phenomena and the markings of animals. That discovery is in turn interwoven with the formation of the eight trigrams (ba gua) of The Book of Changes (Yi jing); this certainly is the oldest and most authoritative use of the number. The Da zhuan commentary to The Book of Changes describes:
        

        
            When in early antiquity Bao Xi [Fu Xi] ruled the world, he looked upward and contemplated the images in the heavens; he looked downward and contemplated the patterns on earth. He contemplated the markings of birds and beasts and the adaptations to the regions. He proceeded directly from himself and indirectly from objects. Thus he invented the eight trigrams in order to enter into connection with the virtues of the light of the gods and to regulate the condition of all beings.1
        

        
            These eight trigrams emerge out of a combination of yin and yang lines and are squared to produce the sixty-four hexagrams that constitute the divinational patterns of the Changes. Eight also features in early descriptions of music with the designation of the ba yin: the sounds produced by the eight materials for musical instruments: metal gong, stone chimes, silk strings, bamboo flute, gourd pipes, clay ocarina, leather drum, and wood percussions.2 Other groupings of eight are widespread throughout the culture but are especially important in certain areas of arts and letters.3
        

        
            In later ramifications of the literary “eights” there is no better manifestation for our purposes than in the emergence of regulated verse (lü shi) as the dominant poetic form in the Tang dynasty. This genre was built upon a highly articulated eight-line structure. The formal rules of which are complex and strict: 1) eight lines, each in either seven or five syllables but never mixed; 2) end rhymes exclusively in ping tones on the even lines, with optionally inclusion of the first line; 3) prescribed tonal patterns for each line that are determined in relation to contiguous lines and mirror a matching line to form couplets throughout; 4) strict parallel forms, in both theme and structure, for the two middle couplets (lines 3–4 and 5–6). These middle four lines form the core and carry the lyrical weight of the poem.
        

        
            In the post-Tang period there emerged an analysis of regulated verse wherein each couplet was designated a role in an integrated progression of the text: beginning, development, variation, and closure (qi cheng zhuan jie/he).4 This general shape has also been discussed by Stephen Owen in a slightly reconfigured tripartite form: topic (lines 1–2), descriptive amplification (lines 3–6), and response (lines 7–8).5 We will revisit these quadpartite and tripartite structures in the discussion of the “Autumn Meditation” sequence.
        

        Du Fu

        
            Regulated verse is often considered supreme in Chinese lyric poetry; and Du Fu is its acknowledged master. He wrote in many other forms but clearly this is the poetry with which he made his indelible mark on Chinese literature. Whereas Du Fu enjoyed only modest recognition during his own time, paling measurably when compared to his contemporaries (Wang Wei, Li Bai, Meng Haoran, etc.), in later ages, especially with the advocacy of Song dynasty poets such as Su Shi, Du Fu rose to the highest level of regard. William Hung’s designation of Du Fu as China’s “greatest poet” may be slight hyperbole, but it captures the spirit of the tradition’s assessment of the poet and has been confirmed recently by Eva Shan Chou’s detailed study.6 Ji Hao has traced the elevation of the status of Du Fu and his poetry beginning in the eleventh century through the late imperial times to the present, where it still stands high. Du Fu’s poetic reputation grows posthumously partly because he becomes closely identified with what is now seen as the climax of shi poetry, the High Tang period.7 And, what is more, Du Fu has become the spokesman for the crucial event in the history of that dynasty: the turmoil of the An Lushan rebellion in 755 that challenged the rule of the Li imperial house. Of the poems associated with Du Fu’s vision of the post-An Lushan catastrophe, none are as important as the “Autumn Meditations.” This is not to say that the power of Du Fu’s poetry owes only to the later valorization of its historical and biographical circumstances but rather that later evaluation coincides with the inherent power of his work, and the vision of the age projected by his poetry overlaps with our historical understanding of the times. That is because Du Fu’s poetry was not only shaped by these crucial events, his poetry has shaped our understanding of the events; thus it is called “the poetry of history” (shi shi).
        

        
            The “Autumn Meditations” can be claimed as Du Fu’s greatest single work. The power and unity of the sequence is found in the dynamic interplay of scenes and themes that are central both to Du Fu’s biography and to the Chinese literati tradition. Comparing it to Du Fu’s other eight-poem sequence of autumn sorrows, David McCraw says the “Meditations” are “a subtler, more decorous sequence” of “ornate images,” “honeyed words,” “somersaulting syntax,” “formal perfection,” and “personal response.”8 The eight poems are a single meditation where the biographical and geographic merge with the mythic and the historical, where Kuizhou and the imperial capital of Chang’an are blended with legendary Penglai Island and Ursa Major, where Du Fu and his emperor intersect with Liu Xiang and Emperor Wu of the Han dynasty. In that complex interplay of complementary elements (what Eva Shan Chou describes as a “polarity”),9 there is an overriding concern that belongs to both Du Fu and his poetic tradition: the fear of not being where one ought to be. That concern lies just beneath the surface of the first couplet of the first poem, where the autumnal chill freezes the maple trees and blows its cold breath down into the Wu gorges. It concludes sixty-four lines later in the final couplet with the poet, peering into the chilly distance, temporally and geographically separated from the glory of power and even from the artistic glory of his “brush of many colors.” In the end the poet’s hair is whitened by the same autumn frost that first touched the delicate maples in the opening couplet. In between the chill of those two autumns one finds an array of restatements of that primary dislocation that is used to build an architecture for the sequence.
        

        The Autumn Meditations 

        
            The eight poems of “The Autumn Meditations” were written in 766 while Du Fu was stranded in the southern city of Kuizhou (also called Kuifu), which is on the banks of the Yangtze River at the upper entrance to the Three Gorges. Du Fu never returned to the capital and died a few years later further downstream, increasing the pathos of these already very melancholy poems. Critics have often commented on the deepening melancholy and heightened poetics of the works from Du Fu’s Kuizhou period. David McCraw called them “the greatest lyric outpouring in Chinese literary history.”10 Eva Shan Chou has said that in these poems “the poet’s preoccupations are presented in a seamless tapestry of theme, motifs, and symbols that readers have long found aesthetically, emotionally, and intellectually satisfying.”11
        

        
            All commentaries on the “Autumn Meditations” refer to the structure and unity of the set, but most comments are more or less coincidental with philological annotation of the poems. Ye Jiaying has collected and organized fifty-three traditional annotations of the “Autumn Meditations” into her massive commentary, to which she has added his own summary and reflection.12 Ye’s first 1966 edition was the basis for Mei Tsu-lin’s and Kao Yu-kung’s analysis of the poems, an analysis that combines Sinology and New Criticism into a detailed discussion of the sequence.13 Since then, David McCraw has synthesized much of these various strains of thought in his detailed analysis of the sequence.14 And Stephen Owen has provided us with a new translation of the set.15
        

        
            In the numerous comments that Ye Jiaying collects under the discussion of “Poetic Structure and Theme,” one finds repeated reference to the interconnectedness of the poems. One critic claims the set “is like a literary ballad (yuefu) in eight stanzas,” whereas yet another says it is in sixteen stanzas.16 The important Ming annotator Wang Sishi (1566–1648) describes the relationship between the eight poems as follows:
        

        
            Sometimes a poem picks up from the previous ones, sometimes it leads to the poems that follow, sometimes they produce the others, and sometimes they respond to them. Yet in a larger sense they are all one text (yipian wenzi); you cannot delete one poem from the set, and you cannot select one out for individual consideration.17
        

        
            Indeed, unlike almost any other set of poems, these eight are never excerpted in Chinese anthologies and seldom even in Western ones.18 Moreover, they are always presented in a standard order. My intent here is to offer a single, integrated description of that structure, drawing upon the Chinese commentaries, as well as the analysis by Mei and Kao. In doing so, I also engage David McCraw’s skepticism and innovative thinking.
        

        From the various, sometimes conflicting, statements on the structure of the “Autumn Meditations” contained in the array of its commentaries, one can extract certain areas of general agreement. The following represent the four points of view most commonly shared by the annotators:

        
            1. The poems are often divided into two groups, either into equal groups of four, or into one group of three poems and another of five. Mei and Kao offer a slight variation of these structures, claiming that the fourth poem is the pivotal one between two groups. These various divisions reflect what the critics see as a shift in the locus of the texts’ attention: the first group has Du Fu brooding in the southern town of Kuizhou; the second shifts to the capital of Chang’an where the poet’s attention is drawn. This division is complicated by Du Fu’s integration of several historical themes and by his insistent cross-referencing to the other location. The Qing critic Lu Yuanchang’s comments on this are typical:
        

        
            The gentleman [Du Fu] was physically in Kuifu [Kuizhou], but his heart was in Chang’an. The first three poems take Kuifu as their focus, and the last five take Chang’an. When he was in Kuifu he thought about Chang’an; because that was toward which he gazed [longed], therefore he wrote [no. 2] “I gaze toward the capital.” But gazing toward the capital he could not see it, and thinking of this, he wrote [no. 3] “always in my thoughts.” The first three poems are all written in the frustration of wanting to be in Chang’an and not being there.19
        

        Similarly, Mei and Kao see the fourth poem as a “transitional link” that moves the poems gradually from present-day Kuizhou to present-day Chang’an, whence Du Fu explores the Chang’an of the past. 

        2. That focus on dual locations has led a number of critics to suggest a geographic catalogue of binary sets of locations, actual and desired, that are enumerated throughout the sequence. The most succinct example is this one:

        
            He [Du Fu] was in Wu Gorge [Kuifu], but his heart was in the capital, and that is the theme of the eight poems. It mentions the Wu Gorges, Kuifu, the Qutang Gorge, buildings on the shore, the blue Yangtze River, and the frontier passes; these are all the places where he is. It mentions his old country, the old garden, the capital, Chang’an, Penglai, Kunming Pool, the Crooked River, Purple Turret Peak; these are all the places he is thinking about. They provide the linkages through the eight poems.20
        

        
            David McCraw calls this a reverie of toponyms,21 and Mei and Kao conclude “. . . the co-presence of these two kinds of geographic locators throughout the entire cycle is the most unifying principle.”22
        

        3. Whether they focus on place names or not, most critics also want to describe a progression through the poems, even in the face of the binary groups that are forever dividing the set into two basic units of stasis. That movement is generally described in shifts in time and points of view, two dimensions that constantly interact to produce the progression. These descriptions can be relatively simple or rather elaborate and sophisticated; as an example of the latter, there is C. H. Wang’s description of this movement, which he clearly delineates as a “narrative”:

        
            The first poem, while stressing the symbolic meaning of autumn to set the melancholy tone of the narrative, draws to an end with the nostalgic sound of the pounding blocks in the Bodi City, late in a dusky afternoon. The next poem picks up the effect of the passage of time: the setting sun slants behind the lone city of Kuifu, the Dipper gradually becomes visible, and the Milky Way, too, appears. Moreover, amidst the poet’s anguished thoughts of the past and the present, the moon has stealthily glided through the sky to “shine upon the reed blossoms before the islets.” The rich imagery in the procession strongly suggests that the poet, suffering from insomnia, has been watching the stars and the moon, listening to the mournful bugles, and brooding on a sense of his own failure. The narrative continues into the third poem, as the day dawns quietly with the sunshine over clustered houses on the hills–the steady progression of time determines an unbroken plot in which the poet is hero.23
        

        
            Wang then describes how the third poem sets the theme that will unfold in the rest of the poems where the events of Du Fu’s personal past are related in a mixture of objective narrative and pure lyricism, what one might call a blend of fu and xing.
        

        
            4. Finally, there are several critics who note the importance of select poems in the set. Mei and Kao, following the lead of one of the traditional critics, offer the seventh poem as the climax of the cycle, pointing out that “not only does each couplet of poem 7 embody the most intense expression of a theme but the four couplets together encompass all the major themes.”24 As already noted, they (and others) have also suggested that the fourth poem is a pivotal one that leads to the main focus of the cycle, the capital of Chang’an. C. H. Wang, on the other hand, offers poem 3 for special consideration, as it “unreservedly sets forth his [Du Fu’s] thoughts, which . . . will rise to become the major theme of the rest of the poems.”25 David McCraw notes the importance of the last poem, which “recapitulates the entire sequence’s central antitheses.”26 More often than not, however, it is the first poem that is highlighted as a catalyst for the entire series. For example, it is called the set’s “starting point” (fa duan), the “main thread” (gang ling), the “central theme” (da zhi), and the “general heading” (zong mao), all of which suggest that the first poem contains the essence of the whole sequence.27 Remarks on this point by Wang Sishi are particularly revealing. He says, “The first poem offers the opening meditation (qi xing) which continues through the seven poems, each expressing innermost thoughts.”28 Here Wang seems to be using the term xing as it appears in title (“meditation”) but elsewhere he uses it the more general sense of xing composition: “The first poem is used as the starting point for the seven other poems; it is just like the so-called xing of the Shijing.”29 Needless to say, this offers food for thought in a discussion of the lyric sequence as an interplay of xing and fu.
        

        Although each of these four structural principles suggests a unity for the “Autumn Meditations” sequence, they do not seem to fall together into one configuration. Here I would like to offer a view of the set that tries to draw many of these remarks together into a larger consideration.

        Macropoetic Shapes 

        
            Wang Sishi’s comment on the xing quality of the opening poem suggests two possible ways to approach the set as a whole. First, we need to examine closely the first poem itself, for it should serve as a map of the corresponding relationships in other seven poems, in both theme and structure. Second, we should consider how other poetic structures at the verse/poem level might serve as models at the macropoetic level. For a lyric sequence composed of eight poems, the most obvious micro-cum-macropoetic shape is, of course, the regulated verse itself. That is to say, the structure of the sequence might imitate, poem for line, the structuring principles of the eight-line poem. What we might call the “regulated verse squared.” This idea, which has been associated with the set for some time, was restated by C. H. Wang in his concluding remarks on the sequence:
        

        
            A “regulated verse” is complete with eight carefully ordered lines, with two antithetical couplets in the middle. Writing a sequence of “regulated verse” in eight parts for an expression of the self and public may suggest to us in retrospect, that the “Autumn Meditations” be taken as an expanded “regulated verse,” each poem to be construed as a line in the decorous form aimed at formulating an advanced “regulated verse” in the structural scope of Tang poetry.30
        

        Wang not only suggests the model for the macropoetic structure of the sequence but also notes the principal focus of that structure: the parallel couplets of the central four lines. Of the many prosodic rules for regulated verse, the parallelism of the central couplets, reinforced by other conventions, is the most integral to the shape of the poem. 

        
            If one were to use Owen’s general tripartite structure of “topic, amplification, and response” to describe the sequence as a whole, with cheng-zhuan (development-variation) describing the internal architecture of the central four poems, then perhaps one could integrate a number of the set’s structural properties mentioned by the critics into a whole. And if the tripartite/quadpartite structure can be projected effectively from poem to sequence, perhaps there are other analogues that can be drawn from the poetic structure of regulated verse. To argue in this fashion we will need to draw out a deep structure for each poem—a hypothetical single line of verse whose transformations generate the whole poem. These would then be the lines of a “metapoem.” David McCraw has rejected this idea of the line-for-poem structure but has entertained other eight-part structures, especially his insight into the correlation between the eight poems (or “stanzas,” as he calls them) with the eight trigrams. McCraw briefly extrapolates that correlation, concluding, “Du Fu was too lively a poet to submit his magnum opus to a mechanically allegorical scheme [of the eight trigrams], no matter how primodial. But he unquestionably recognized the pattern and plied it to lend additional resonance to the sequence.”31 Although that strikes me as a conceivable way to read the sequence, I would argue that the prosody of regulated verse (including the four-part development as described ex post facto) would be a meta-form even more deeply embedded in Du Fu’s aesthetic consciousness—or better sub-consciousness, since I am not here describing authorial intent but rather phenomenological shape. I hope that the reader finds a reading along those lines productive.
        

        
            I will begin my discussion with a description of the first of the “Autumn Meditations” (especially in terms of its quadpartite structure) and then discuss the series as a whole. This will allow us to explore in some detail the xing nature of the opening poem from which we want to trace the rest of the series. It will also give us an immediate model to remind us of the regulated verse structure that I hope to project onto the eight poems.
        

        The First Poem 

        The first poem in the “Autumn Meditations” works well in its dual role as a model of the quadpartite regulated verse and as the opening of the “topic” section of the eight-poem sequence. 

        Qi: Beginning/Topic
        

        As several traditional commentators have noted, the opening two lines of the poem introduce the two basic tropes that are pursued throughout the rest of the poem, that is, autumnal melancholy and physical separation. 

        
            Gems of dew wilt and wound the maple trees in the wood:32
            

            From Wu mountains, from Wu gorges, the air blows desolate.
        

        玉露凋傷楓樹林，巫山巫峽氣蕭森。

        
            Autumnal references saturate the first line. The two substantives, “jade-dew” and “maple-tree-woods,” with their strong seasonal connotations, are joined by the dissonant transitive verb “wilt-wound,” yielding what Mei and Kao call the “autumnal drama of beauty embracing death.”33 With this line Du Fu introduces an autumn not of gentle melancholy but one of chilling pain. The second line then fixes that season in a specific location. The “air” (qi)—nearly “breath”—of autumn “moans” (xiao, the sound of wind with overtones of “cold” and “lonely”) over Mt. Wu and down through the Yangtze Gorges. For readers who know Du Fu’s biography, this line not only locates the poet in the southern town of Kuizhou but also tells us where he is not: he too has “moaned” down to the Gorges from his former comfortable residence in Chengdu and ultimately from the imperial court in Chang’an.34
        

        Cheng: Development/Amplification
        

        Lines 3 and 4, the first of two central parallel couplets of the poem, develop the implied dislocation of the first couplet with more binary relationships.

        
            The waves between the river banks merge in the seething sky,
            

            Clouds in the wind above passes touch their shadows on the
            

                ground.
        

        江間波浪兼天湧，塞上風雲接地陰。

        
            There is a strict parallelism of landscape set up by these two lines: the river in the third line is matched by the mountains in the fourth, which have evolved from references to gorges and mountains in the second line of the poem. Yet the parallels are much more complex than that simple dichotomy. These lines begin the extended exploration of what Mei and Kao call the sequence’s “theme that connectedness is an agent of separation.”35 The power of the lines is in the strong verbs of contact, to merge (jian) and to touch (jie), that anchor the syntax of each line. In line three there is the connection and separation of the river and sky—an agitated connection where natural forces are reversed and water rises up (because of the constrictive force of the gorge) to the sky. In line 4 there is gentler contact when the water-filled sky reaches down to touch the mountain passes with its shadows.
        

        
            In this couplet the theme of dis/connection is played out on a much larger stage. The locative specificity of the first couplet yields here to the universal forces of nature—specific gorges, and mountains are transformed into generic rivers and passes. The whole couplet is cast in the forces of yin and yang: the yin river touches the yang sky that, in turn, fills with water, which reaches down to touch the earth again. It is a human-less landscape; yet the verbs themselves, “to merge” and “to touch,” have human connotations. This brings a subtle sense of “intention” to this otherwise impassive landscape: almost as if the river, sky, and earth are reaching for some connection, as tentative as it might be, across the great spaces that separate them. Certainly this is what Du Fu, the man caught in the great flux of yin/autumnal time, would do if he could: touch the yang power of the Son of Heaven.
        

        Zhuan: Variation/Amplification
        

        In lines 5 and 6, the theme of dis/connectedness is sustained, but here specificity reasserts itself, transformed into a temporal frame. In accordance with the described “variation” of this couplet on the previous one, the lines explore the other side of the basic binary relationship of the poem. As it does so, it builds more complexity into that relationship, yielding the richest couplet of the first poem. The specific thread that is picked up here is the river, but it is the land that asserts its temporal control. 

        
            Clustered chrysanthemums have opened twice, in tears of other
            

                days:
            

            The forlorn boat, once and for all, tethers my homeward thoughts.
        

        叢菊兩開他日淚，孤舟一繫故園心。

        
            These two lines center on the simplest of numerals, one and two. The commentaries have long pondered the biographical reference of the adverbs, especially the “twice” of the first line. Regardless to what “twice” specifically refers, it means Du Fu is again spending his autumn away from where he wants to be, which is in his “old garden” (gu yuan, translated as “homeward”) of the next line.36 The temporal preciseness of this “twice open” binds two already strong temporal substantives: the chrysanthemums, which are the flower of autumn, and the “other-day tears” (tuori lei), which exude time, even though on closer inspection they elude definition. Syntactically the line is also allusive—the verb “open” could be both intransitive (the flowers open) or transitive (“flowers open tears” can mean “flowers bring tears”); tears, of course, reintroduce the human element back into the poem, but they also may refer obliquely to the dew on the flowers. This suggests two possible deep structures for the line: one, where the line breaks strongly at four syllables/three syllables; and secondly, where the whole line is read as a transitive sentence with no break. Mei and Kao argue for the latter:
        

        
            Line 5, taken as having a bifurcated construction, describes the occasion and the reaction separately. The other interpretation, in which “tears of other days” become the direct object of “twice opened” evokes an arresting image of chrysanthemum petals, or perhaps the dew drops on them, transforming into and finally fusing with tears.37
        

        
            The modifier “other days” is problematic in that it is too temporal to be pinned down; like the English term, “another time,” tuori can refer to both the past and the future. Thus Mei and Kao suggest it “conveys the sense that the poet is not only unhappy about the two years he has already spent in Kuizhou but also sees no reason to be sanguine about his prospects.”38 Whichever permutation one follows, the line is overwhelmed by a sense of time with its human implications.
        

        
            These human implications are developed by the second half of the couplet but are cast in parallel spatial terms. Even the adverb “once and for all” (yi) can be read spatially, implying direct connection and continuity; this is especially so as a modifier of the verb “to tie/tether” (xi). The verse is again anchored by a strong verb that binds two substantives. The lone boat is not casually adrift (implying a life of ease) but rather trapped, like the poet, on shore. As with the parallel verb in the previous line, this “tether” can also be read as a transitive verb, with “old garden heart” (guyuan xin) as its object: the boat is tied/connected to his thoughts of home. Reading these main verbs as transitive (to open, to link) certainly is more unusual than their intransitive readings, but as they reinforce each other across the parallelism they make each more possible, especially when the second line is projected back onto the first. Thus the boat lies there on the river in Kuizhou, tethered to the bank, but also emotionally tethered to that faraway home; it is, as a metonymy for the river, the symbol of and solution to Du Fu’s dislocation.
        

        He/Jie: Closure/Response
        

        The last couplet of the poem returns to the present and biographical side of the poet’s autumnal melancholy. It does not merely echo the opening couplet but rather pulls it, along with the middle couplets, into a new sphere of consideration that closes the poem on a solemn note in a minor key.

        
            In the houses quilted clothes speed scissors and ruler.
            

            The washing blocks pound, faster each evening, in Baidi high
            

                on the hill.
        

        寒衣處處催刀尺，白帝城高急暮砧。

        
            Here the scene is entirely in Kuifu (Baidi is just to the east) and the time is entirely in the present. Everything and everywhere is in, and only in, the poet’s eyes and ears–a fu composition. The scene is again filled with autumnal and evening chill, but the binary relationship is now recast into one of interiority/exteriority, all joined by the very human problem of warm clothes. Inside the houses everywhere (chuchu) scissors work quickly against the cold to finish the padded garments for winter, while high on the hill the cloth is being fulled in the fading light (of the day and the year). The “gems of dew” of the first line have come to “wound” the poet, and he has taken up his sartorial defenses.
        

        
            The primary verbs of the couplet (“press” [cui] and “hasten” [ji]) both express not only speed but also urgency. They continue the string of strong central verbs of the earlier couplets, forecasting the pending doom of winter’s onslaught. The substantives here are specific and domestic, drawing the larger issues of the earlier couplets—the natural, dramatic, and philosophical—into a terribly mundane context, what Eva Shan Chou would call a “structural juxtaposition.” When all this dislocation and melancholy come to rest, it is on this small but urgent problem, warmth against the cold. The closure is thus a fitting one for a Chinese poem: the larger concerns of the poem are really only distractions from the important but modest one: the poet alone, cold, and worried.
        

        The Poem Squared

        Before exploring the macropoetic shape of the whole “Autumn Meditations” sequence, we should note several points. First, I assume, though it is not demonstrated here, that each of these eight poems individually conforms to this quadpartite structure, and each does so in terms equally complex as those of the first poem. Moreover, although the first poem offers us a quadpartite model, the macropoetic structure of the cycle does not necessarily mirror the specific manifestations of that structure, granting there are necessarily many parallels. Finally, if one is to propose a structure for the sequence as a whole, then the second poem must join with the first poem to form a basic unity that will inform the rest of the series on a higher level. 

        2.

        
            On the solitary walls of Kuizhou the sunset rays slant,
            

            Each night guided by the Dipper I gaze towards the capital.
            

            It is true then that tears start when we hear the gibbon cry thrice:
            

            Useless my mission adrift on the raft which came by this eighth
            

                month.
            

            Fumes of the censers by the pictures in the ministry elude my
            

                sickbed pillow,
            

            The whitewashed parapets of turrets against the hills dull the
            

                mournful bugles.
            

                    Look! On the wall, the moon in the ivy
            

            Already, by the shores of the isle, lights the blossoms on the reeds.
        

        Line 3: The cry of the gibbon, long associated with the Yangtze gorges, was said to be particularly sad; the “cry thrice” is from a popular song that speaks of this sadness. 

        Line 4: It was believed that the great rivers of China connected with the “River of Stars” (the Milky Way) in a continuous loop. Legend has it that in this way someone once traveled to the heavens on a raft down river. 

        夔府孤城落日斜，每依南斗望京華。聽猿實下三聲淚，奉使虛隨八月槎。畫省香爐違伏枕，山樓粉堞隱悲笳。請看石上藤蘿月，已映洲前蘆荻花。

        The relationship between this poem and the first of the series is almost invariably viewed in temporal terms. The dusk-filled scene in Kuizhou that closes poem 1 is resumed in the first line of the second poem. This scene then gives way to nightfall, and there is a simple progression of nocturnal time through the poem. One can, therefore, argue that a temporal progression provides linear linkages between the two poems that allow us to view them as the opening metacouplet for the entire series. This linkage does not construct a “parallel couplet” out of the two poems, but rather one that is more loosely narrative, more continuative. In this way it is similar to the structure of the opening couplet of the first poem where we saw autumn seep down through the two lines, linking the two worlds together with its howling wind. 

        Underneath the linearity of real time that flows through these two poems, there are several other important structuring elements, ones that moderate the linear movement as they develop the concept of temporal and spatial dislocation. Both poems engage the two aspects of Du Fu’s dislocation, but I would suggest that the first poem is primarily concerned with the dislocation of time, whereas this one focuses more on place. The second poem’s focus on place is seen especially in the second line, “Each night guided by the Dipper I gaze toward the capital”—the capital being the significant place from which Du Fu is separated. Many critics have argued that this line is quintessential to the meaning of the entire poem, that is, the poet’s longing for Chang’an, and the thematic thrust of the whole sequence. From this point on in the sequence we know Du Fu’s problem, and we read everything in light of that knowledge. This also induces the retroactive reading of the first poem, where we find clues and innuendos of this dislocation, such as the location of his “old garden.” 

        The terms signifying location and dislocation in the second poem stand in counterpoint to references of the first poem: the smoky censers of the imperial court, instead of the dewy chrysanthemums of the countryside; the mournful bugles, instead of the domestic sewing; the sight of the moon on the islets, instead of the sound of fulling blocks in the dusk. When the river images of the first poem reappear in the second, they are displaced into figurative language—mythical rafts that can transport one up to the Milky Way and the call of gibbons as a metonymy for the Yangtze Gorges. 

        Thus, although images of time and place are scattered throughout this run-on metacouplet, they tend to align themselves in a binary fashion with time predominant in the first poem and space in the second. In foregrounding this temporal-spatial dichotomy we are following in the footsteps of traditional criticism, and by following this lead we should be able to plot a quadpartite structure for the series as a whole. 

        Metacouplet Two

        
            Entering the second metacouplet (poems 3 and 4) of the sequence, there are several points of discussion common to the majority of Chinese commentators, especially these two: first, the observation that the loci of the two poems stand in contrast—poem 3 is set in Kuizhou and poem 4 in Chang’an; second, poem 3 continues the depiction of real time that began at the end of the first poem of sequence and was carried through poem 2. With that in mind, the opening line of poem 4, “Well said Chang’an looks like a chess-board,” is startling not only in its abrupt change of location but also in its new voice. The abstract metaphor of the chessboard contrasts with the quotidian image of hillside homes and fishing boats of poem 3 and introduces the most intellectualized poem in the sequence. Here the sequence veers away from the biographical and personal toward the moral and political, a swerve that Eva Shan Chou identifies as one of the most salient of Du Fu’s poetics.39 Here, however, that transition is not caused by a disjunctive juxtaposition that is seen so often in his other types of poetry but by the seamless linkages characteristic of Du Fu’s Kuizhou regulated verse.
        

        Acknowledging the validity of those points, here I want to offer another way to look at the poems. This reconsideration will allow us to view the poems not merely as two poems that share the theme of dislocation with others in the sequence but also as a united “development” of that theme in the spirit of the quadpartite structure of regulated verse. I will focus on the affinities between the poems, as well on a deeper discontinuity the metacouplet introduces into the sequence.

        3. 

        
            A thousand houses rimmed by the mountains are quiet in the
            

                morning light,
            

            Day after day in the house by the river I sit in the blue of the hills.
            

            Two nights gone the fisher-boats once more come bobbing on
            

                the waves,
            

            Belated swallows in cooling autumn still flit to and fro.
            

            . . . A disdained Kuang Heng, as a critic of policy:
            

            As promoter of learning, a Liu Xiang who failed.
            

            Of the schoolfriends of my childhood, most did well.
            

            By the Five Tombs in light cloaks they ride their sleek horses.
        

        Lines 5–6: Kuang Heng and Liu Xiang were both officials known for their loyal service to the Han dynasty.

        Line 8: Five Tombs, are the imperial, especially Han, tombs in the vicinity of Chang’an, and here refer to an upscale part of the city.

        千家山郭靜朝暉，日日江樓坐翠微。信宿漁人還泛泛，清秋燕子故飛飛。匡衡抗疏功名薄，劉向傳經心事違。同學少年多不賤，五陵裘馬自輕肥。

        4.

        
            Well said Chang’an looks like a chessboard:
            

            A hundred years of the saddest news.
            

            The mansions of princes and nobles all have new lords:
            

            Another breed is capped and robed for office.
            

            Due north on the mountain passes the gongs and drums shake,
            

            To the chariots and horses campaigning in the west the winged
            

                dispatches hasten.
            

            While the fish and the dragons fall asleep and the autumn river
            

                turns cold
            

            My native country, untroubled times, are always in my thoughts.
        

        
            Line: The streets and avenues of Tang Chang’an were laid out on a grid surrounding evenly shaped square wards, suggesting the game of go, either its board or its strategies.
        

        Lines 5–6 This is a reference to the ensuing turmoil caused by the An Lushan rebellion.

        聞道長安似弈棋，百年世事不勝悲。王侯第宅皆新主，文武衣冠異昔時。直北關山金鼓振，征西車馬羽書馳。魚龍寂寞秋江冷，故國平居有所思。

        
            Mei and Kao’s analysis of the phonological structure of these two poems suggest that each poem is divided into two four-line sections as “an accumulation of phonic parallelisms endows the first half of the poem with so much internal cohesion that any connection with the rest of the poem seems secondary.”40 This phonic division of each poem into two equal halves is also seen on the semantic level, especially so for the third poem with its shift at line 5 from present-day Kuizhou to Han Dynasty literary allusions. In the fourth poem the semantic shift is less pronounced but no less significant, seen primarily in the change in the point of view, where the empire is viewed not from within the capital city of Chang’an, but from outside of it. One should note that a structural cohesion between the two poems is also maintained by their end rhymes, which are the closest of any two contiguous poems in the sequence—jei and uei.41 Thus, each poem of the metacouplet is phonologically and semantically divided within itself, but this shape pairs the poems together, thereby creating a syntactically parallel, properly rhymed metacouplet on the macropoetic level.
        

        
            The opening of poem 3 continues the portrayal of the slow, mundane life of Kuizhou as it goes on day after day. One senses, however, the absence of the narrator; there are no verbs of consciousness or sensation, and the verb “to sit” (zuo) might well be understood as “to be situated,” with the “house by the river” as its subject. All is a still life, devoid of the poet. The poet’s vision is also absent from the first four lines of the fourth poem where the imperial and symbolic overshadow any elements of Du Fu’s biography. The capital and its machinations are objective and untouched like a chessboard where life is played out. Thus, poem 3 opens with a token continuation of the domestic scene of poem 2, but on closer consideration it is a marked revision of that scene. Likewise, poem 4 has transformed the “other place” of Du Fu’s biography into an abstraction—it too exists without and beyond him.
        

        A somewhat different semantic relationship exists between the second halves of the two poems when viewed against each other. The latter half of poem 3, with its literary allusions to the Han, turns away from Kuizhou to a consideration of Chang’an. Yet, unlike the first half of the poem, which is located in Kuizhou but devoid of the poet, these lines are set in Chang’an but are more Du Fu specific, with their “school friends of my childhood.” It is almost as if Du Fu is emotionally absent from the Kuizhou scene described in the opening lines because in the second half of the poem he has “gone to” Chang’an through the literary allusion of the Han scholars. Thus, on a simple level, references to the capital in the opening of poem 4 can be seen as a continuation of the close of poem 3, but as I have noted the city described in poem 4 is an abstract, Du Fu-less city, thus much different from the one for which he longs. The closing of poem 4, on the other hand, leads us away from that imperial capital out into the “passes” and “rivers,” which surround Du Fu in his exile (see table 6).

        Just as these two poems are drawn together by their complex parallel phonetic and semantic structure, they also diverge from the first metacouplet of the sequence in structure and range of vision. This divergence is first seen in the fourth line of poem 3 when the poem draws on allusionary material in a comparison of the Han and Tang capitals. This shift moves away from the simple bifurcation of Du Fu’s dual locations into a new variation of the “here and there,” “self and other” dichotomy. On one level the metacouplet is split temporally between the Han and the Tang (a relationship that is more developed in poem 7), but more fundamentally the division is between the “insiders and outsiders” of imperial life. 

        
            [image: ]
            

        

        
            With the scope of the metapoem expanded to encompass not only the poet and his dislocation but also the larger dichotomies of the mundane and the imperial, the present and the past, there is the fusion of the autobiographical and the historical that C. H. Wang calls the manifestation of the “genuine quality of a Chinese intellectual, combining the two highest ambitions in the tradition of Confucian humanism [lyric poetry and historiography].”42 This is also what Eva Shan Chou has called the juxtaposition of the personal and the moral in Du Fu’s poetry. We are now ready to enter the second half of the “amplification” of this expanded regulated verse. In the next metacouplet, what the Chinese call the “turn” or “variation,” there is a new material: Du Fu, Kuizhou, and Chang’an are all there, but to them are added heightened intertextual relationships.
        

        Metacouplet Three

        The third metacouplet of the poetic sequence is pervaded by a sense of the imperial, which is not unrelated to the previous poems, but here presented in different and reconfigured terms. In time and place we are again ostensibly in present-day Chang’an and (to a lesser sense) Kuizhou, but there are also forays into the distant and near past and into the legendary “other.” Du Fu is casting his exile in ever wider terms.

        5.

        
            The gate of Penglai Palace faces the South Mountain:
            

            Dew collects on the bronze stems out of the Misty River.
            

            See in the west on Jasper lake the Queen Mother descend:
            

            Approaching from the east the purple haze fills the Hangu pass.
            

            The clouds roll back, the pheasant-tail screens open before the
            

                throne:
            

            Scales ringed by the sun on dragon robes! I have seen the majestic
            

                face.
            

            I lay down once by the long river, wake left behind by the years,
            

            Who so many times answered the roll of court by the blue
            

                chain-patterned door.
        

        Line 1: Penglai Palace was part of the palace at the northern edge of the imperial city, and South Mountain was a range of mountains south of the city, which the palace (and emperor) would “face.” 

        Line 2: Dew was collected in bronze basins to make elixirs; this association goes back to the Qin-Han period. The Misty River is the Milky Way.

        
            Line 3: Queen Mother of the West (Xiwangmu), seen earliest in The Elegies of Chu, was associated with imperial cults of immortality.
        

        Line 4: The Hangu Pass is a reference to the Daoist sage, Laozi, who there departed China in this purple haze.

        蓬萊宮闕對南山，承露金莖霄漢間。西望瑤池降王母，東來紫氣滿函關。雲移雉尾開宮扇，日繞龍鱗識聖顏。一臥滄江驚歲晚，幾回青瑣點朝班。

        6. 

        
            From the mouth of Qutang gorges here, to the side of Crooked
            

                River there,
            

            For ten thousand miles of mist in the wind the touch of pallid
            

                autumn.
            

            Through the walled passage from Calyx Hall the royal splendor
            

                coursed,
            

            To Hibiscus Park the griefs of the frontier came.
            

            Pearl blinds and embellished pillars closed in the yellow cranes,
            

            Embroidered cables and ivory masts startled the white seagulls.
            

                    Look back and pity the singing, dancing land!
            

            Qin from most ancient times was the seat of princes.
        

        Line 1: Qutang is the uppermost of the Yangtze Gorges, just above of which is located Kuizhou; the Crooked River (Qujiang) was a waterway in an imperial park in the southeast part of the Tang imperial city.

        Lines 3–4: Calyx Hall (Hua’e jiacheng) and Hibiscus Park (Furong xiaoyuan) were part of the imperial grounds, with the later having associations back to the Han.

        瞿塘峽口曲江頭，萬里風煙接素秋。花萼夾城通御氣，芙蓉小苑入邊愁。珠簾繡柱圍黃鵠，錦纜牙檣起白鷗。回首可憐歌舞地，秦中自古帝王州。

        The first four lines of poem 5 are essential to the sequence’s new configuration of its theme of dislocation. Echoing the second line of the second poem, with its allusion to legend and the ethereal, these lines introduce a series of images that share a ubiquitous sense of distant and unattainable goals. They function nearly as an allegory for Du Fu’s desire to return to Chang’an. The first line sets the stage for the complexity of this reading by resonating intertextually with other texts, including other poems in the sequence (especially poems 2, 3, and 7). Here I want to explore some of those intertextual linkages in extended detail.

        
            South Mountain and the Penglai Palace of the first line are on one level merely place names that designate Du Fu’s Chang’an and its imperial residences. Yet on another level, these place names refer to things distant and past. The mountains have a long association with the capital area (and thus with those former imperial residences there, especially of the Han) and ultimately allude to their mention in The Book of Songs. There they have a number of associations, principally the sense of endurance and longevity, as seen in the famous metaphor of poem no. 166:
        

        
            Like the moon arching full,
            

            Like the sun climbing high,
            

            Like the longevity of the Southern Mountains (nan shan)
            

            Without any damage or collapse,
            

            Like the evergreen of pine and cypress,
            

            There is nothing that you will not receive!43
        

        如月之恒、如日之升。如南山之壽、不騫不崩。如松伯之茂、無不爾或承。

        
            Similarly, Penglai’s final referent is the island of immortals in the Eastern Sea, which has long occupied the Chinese imagination. The island was the goal of actual oceanic expeditions. The most memorable of these was that initiated by Emperor Wu of the Han, as recorded in Sima Qian’s (ca. 145–90 BCE) Records of the Grand Historian (Shi ji):
        

        From the ages of Kings Wei and Xuan of Qi and King Zhao of Yan, men were sent from time to time to set out to sea and search for the islands of Penglai, Fangzhang, and Yingzhou. . . . In the past, people said there had been men who succeeded in reaching them, and found them peopled by fairy spirits who possessed the elixir of immortality. . . . In any event, as soon as anyone got near to them, the wind would suddenly come and drag the boat away, so that in the end no one could ever reach them.

            Li Shaojun then advised the emperor [Wu of the Han], “If you sacrifice to the fireplace you can call the spirits to you, and if the spirits come you can transform cinnabar into gold. Using this gold, you may make drinking and eating vessels which will prolong the years of your life. With prolonged life you may visit the immortals who live on the island of Penglai in the middle of the sea. If you visit them and perform the Feng and Shan sacrifices, you will never die. This is what the Yellow Emperor did. Once I wandered by the sea and visited Master Anqi, and he fed me jujubes as big as melons. Master Anqi is an immortal who roams about Penglai. If he takes a liking to someone he will come to meet him, but if not he will hide.”

            As a result the emperor for the first time began to sacrifice in person to the fireplace. He dispatched magicians to set out on the sea in search of Master Anqi and the immortals of Penglai, and attempted to make gold out of cinnabar sand and various kinds of medicinal ingredients. 

        . . . . 

        
                None of the group sent out to search for Master Anqi in the island of Penglai succeeded in finding anything.44
        

        Thus the imagery of the opening line of poem 5 introduces very other-worldly associations, signifying not so much Du Fu’s personal dislocation as the dislocation of the times and the imperial house itself.

        
            This heightened level of separation, mythical and imperial, is continued in the second line that focuses explicitly on the failed quests for immortality of Emperor Wu of the Han. Again a relatively simple grammar supports the heaviest of referents—the imperially commissioned bronze statues with their “immortal palms” turned skyward to collect the evening dew (believed to be an essential ingredient in the elixir of immortality).45 On first reading it appears that these statues still stood in Du Fu’s Chang’an, just as the Penglai Palace did, but in fact they were by his time entirely lost, thus representing a double dislocation—the Tang is not the Han, and even the Han (in the personification of Emperor Wu) could not reach its cherished goal.
        

        
            This rhetorical power is maintained over the next two lines where the focus is on the legendary and mythic associations of the far west and the distant past, but again Emperor Wu’s presence is felt. The Queen Mother of the third line was China’s principal deity of the west before the advent of Buddhism; she is associated with the erotic/religious quests of several royal suitors. Among them was China’s earliest pleasure-seeking tourist, King Mu of the Zhou (Mu Tianzi, r. tenth century BCE), who is said to have journeyed west to the Kunlun range where he met her.46 More importantly, she also dallied with Emperor Wu of the Han when “she descended on the seventh day of the seventh month; that night the Emperor suddenly saw what appeared to be white clouds form in the southwest, shortly thereafter the Queen Mother arrived.”47 And behind the “purple haze” of the fourth line stands another legendary figure, the ancient mystic Laozi, from whom all Daoists, including those who pursued alchemical methods of immortality, took their lead, and which the Tang imperial house claimed as its ancestor. It is said he paid his way out of the Middle Kingdom with his now famous book, disappearing, as a purple cloud, into the oblivion of the deserts of the far west. From these various associations of the mythical and historical past, Du Fu creates a foreboding sense of the unattainable “other.”
        

        The second half of poem 5 returns more to Du Fu himself, faintly echoing the poems that precede it. Here Du Fu’s isolation is symbolized by the imperial trappings that he once saw, but which now are also lost to him. Those remembrances are, however, colored by the mythical associations of the opening lines: clouds and screens obscure the imperial throne, the glitter of the imperial robes dazzles the eye, all of this comes to Du Fu in his dreamy, somewhat nightmarish, sleep by the river. Thus the poem opens with the mythical, historical, and intertextual portrayal of the unattainable quest. It closes with Du Fu’s specific problem, now cast in elegant imagery of the lost imperial court, a dislocation not only from his own “Penglai” but also from his own “Queen Mother.” 

         If the fifth poem intratextually echoes the third and fourth poems with their Han and imperial references, then the sixth poem clearly echoes the first and second poems. This is seen in the geographic focus of the opening lines, along with the aqueous and atmospheric images of interconnection and linkage that fill the poem. A detailed examination of those images will reveal, however, how much the metapoem has evolved as its “descriptive amplification” draws to a close (see table 7). 

        
            [image: ]
            

        

        
            The first change one notes is that the movement in poem 6 is from the south to the north (where the focus remains), whereas in the first poem of the cycle the implied movement is from the capital to Du Fu’s southern exile in Kuizhou. In poem 6 autumn’s pallor is not merely blowing down through the gorges but also spreading over ten thousand miles, blighting all. Again there are waterways and boats, but these are imperial, artificial, and disconnected. The boat is not Du Fu’s forlorn one but an imperial pleasure craft with its elaborate rigging. And, in the final lines, the gay imperial city is lovely and lamentable but also sterile and unattainable in its princely and Qin associations. The central two couplets of poem 6 are convoluted by the inherent ambiguity of their syntax. As in the first poem of the sequence, the couplets here center on verbs of contact—jie (touch), tong (course), and ru (enter). But the syntax of verbs is far more complicated. The subjects and objects of the verbs in poem 6 are apparently “confused.” The wind-blown mist has not come to “touch” the Wu mountains as it does in the first poem but rather spreads over ten-thousand miles so that, as Mei and Kao translate, it “links the pallid autumn.”48 This mist then seems to transform into the imperial splendor and wend its way through the enclosed walkways of the forbidden palaces, moving from the Calyx Hall to the Hibiscus Park. But such a reading requires us to rewrite a straightforward subject-verb-object construction (splendor course through the walkways) into a passive construction: object/passive verb/agent (splendor coursed [by] walkway). The same problem is seen in the third connective verb (ru) by which we understand that the imperial park is penetrated by the sorrow of the border, when the grammar would suggest the opposite (the park penetrates the sorrow). This slightly confused syntax foreshadows the closing metacouplet of the cycle.
        

        Metacouplet Four

        The form that poetic closure took in regulated verse was well established by the High Tang; it was generally subjunctive in tone, reflecting on and drawing together the preceding lines. This might find one of several forms: such as an intrusive comment by the narrator, or one where emotion dissolves into the objective scene, filling it with unspoken comment; sometimes it asks an (often rhetorical) question or suggests the proper (or only) course of action. The closing couplets of the first six poems of the “Autumn Meditations” sequence offer excellent examples of these conventions—from the emotion-infused scene (1, 3), narrative statement (2, 6), question (5), and suggestion (4). 

        As is perhaps fitting, the final two poems exhibit particularly fine versions of closures that combine several of these modes. And when we look at these two poems together as the closure for the entire cycle-cum-metapoem, we find that they also mimic well those conventions. 

        7.

        
            Kunming Pool was the Han time’s monument,
            

            The banners of the Emperor Wu are here before my eyes.
            

            Vega threads her loom in vain by night under the moon,
            

            And the great stone fish’s plated scales veer in the autumn wind.
            

            The waves toss a zizania seed, over sunken clouds as black:
            

            Dew on the calyx chills the lotus, red with dropped pollen.
            

                Over the pass, all the way to the sky, a road for none but the
            

                    birds.
            

            On river and lakes, to the ends of the earth, one old fisherman.
        

        Line 1: Kunming Pool was an artificial imperial lake in the suburbs of Chang’an dating from Han times.

        Line 2: Emperor Wu of the Han.

        Line 3: Vega is the female star in the Cowherd and Weaver Girl myth; there was a statue of her at Kunming Pool.

        Line 4: The stone fish was a monument in the Kunming Pool; its fins moved in the wind.

        昆明池水漢時功，武帝旌旗在眼中。織女機絲虛夜月，石鯨鱗甲動秋風。波漂菰米沉雲黑，露冷蓮房墜粉紅。關塞極天惟鳥道，江湖滿地一漁翁。

        8.

        
            The Kunwu road by Yusu River ran its meandering course,
            

            The shadow of Purple Turret Peak fell into Lake Meipi.
            

            Grains from the fragrant rice-stalks, pecked and dropped by the
            

                parrots:
            

            On the green wutong tree branches which the perching phoenix
            

                aged.
            

            Beautiful girls gathered kingfisher feathers for spring gifts:
            

            Together in the boat, a troop of immortals, we set forth again
            

                in the evening. . . .
            

                    This brush of many colours once forced the elements.
            

            Chanting, peering into the distance, in anguish my white head
            

                droops.
        

        Lines 1–2: Kunwu Road, Yusu River, Purple Turret Peak, and Lake Meipi were all in the imperial hunting preserve south and west of the capital city.

        昆吾御宿自逶迤，紫閣峰陰入渼陂。香稻啄餘鸚鵡粒，碧梧棲老鳳凰枝。佳人拾翠春相問，仙侶同舟晚更移。彩筆昔曾干氣象，白頭吟望苦低垂。

        
            Mei and Kao have provided their most detailed and unified analysis of these two poems. As noted previously, they believe that poem 7 is the most important poem of the set since it restates many of the essential themes. The point-by-point comparison between the Han and the Tang dynasty reaches its climax in the first couplet; the theme of despair amidst cosmic and human disturbances in the second; the contrast between past prosperity and present decline in the third; and the paradox of connectedness as an agent of separation, as well as the image of the unhappy boat, in the fourth.49 Although my view of the sequence’s structure is different from that of Mei and Kao, their understanding of the cumulative nature of the seventh poem fits well with my arguments. I want this poem, as the first “line” in the closing metacouplet, to begin a summation that can function as the springboard for the subjunctive quality necessary for closure for the cycle.
        

        
            Without trying to repeat the detailed arguments of Mei and Kao, let me note some points of their discussion that are especially pertinent to my arguments. First, the focus of poem 7 remains at the imperial, somewhat impersonal level, with direct references to the Emperor Wu of the Han and the remnants of imperial statuary from that time. The Weaver Girl (star Vega) is a symbol of isolation from her intended, the Cowherd, who is exiled to the other side of the Milky Way (Misty River). The analogy of estrangement here for Du Fu, his emperor, and his river is obvious. One should also remember that the two lovers are allowed one reunion a year, in the autumn when magpies form a bridge for them, which, allegorically, may offer Du Fu a modicum of hope—whether the emperor desires Du Fu as much as Du Fu desires him might be questionable, but that certainly is what Du Fu hoped. Autumnal melancholy and what Mei and Kao call “a sense that things are out of joint” fill the center couplets of the poem.50 The syntax of the middle couplets is very complicated and the reader must force the grammar to fit the supposed intended meaning, whose “net effect of this couplet is to add a further detail to the thematic contrast between past prosperity and present decline.”51
        

        
            The last couplet of the seventh poem especially draws our attention, for it embodies the sense of dislocation that fills and unites the whole cycle. The image of the boat is constant throughout the set, from the forlorn one in Kuizhou (poem 2) to the imperial ones in the later poems. The lone fisherman in this poem brings quickly to mind the boat in poem 2 and the fishermen in poem 3, all of which leads to “the suggestion that the poet will be forever stranded in his loneliness, an insignificant speck in the cosmic tragedy of spatial separation and temporal impermanence.”52 One might also note that behind this fisherman is another one of the tradition—the fisherman as recluse, who revels in his isolation, and whose desire is to free himself from the trappings of government. His boat never “tethers homeward thoughts,” but rather drifts with the current beyond the “cosmic tragedy” of human life. He is happily alone. Can this be a model for Du Fu? No, but one must not forget the advice that the very first of these fisherman gave to the first and most dislocated Chinese poet, Qu Yuan:
        

        After Qu Yuan was banished, he wandered, sometimes along the river’s banks, sometimes along the marsh’s edge, singing as he went. His expression was dejected and his features emaciated. A fisherman caught sight of him.

            “Are not you the Lord of the Three Wards?” said the fisherman. “What has brought you to this pass?”

            “Because all the world is muddy and I alone am clear,” said Qu Yuan, “and because all men are drunk and I alone am sober, I have been sent into exile.”

            “The Wise Man is not chained to material circumstances,” said the fisherman, “but can move as the world moves. If all the world is muddy, why not help them to stir up the mud and beat up the waves? And if all men are drunk, why not sup their dregs and swill their lees? Why get yourself exiled because of your deep thoughts and your fine aspirations?”

            Qu Yuan replied, “I have heard it said: ‘He who has just washed his hair should brush his hat; and he who has just bathed should shake his clothes.’ How can I submit my spotless purity to the dirt of others? I would rather cast myself into the waters of the river and be buried in the bowels of fishes, than hide my shining light in the dark and dust of the world.”

        The fisherman, with a faint smile, struck his paddle in the water and made off. And as he went he sang:

        
                “When the Canglang’s waters are clear,
            

                I can wash my hat-strings in them;
            

                When the Canlang’s waters are muddy,
            

                I can wash my feet in them.”
        

        
            With that he was gone, and did not speak again.53
        

        
            This certainly is pertinent advice for Du Fu. He is in the south, the land of Qu Yuan; he is preoccupied with the river; he is unappreciated (if not actually slandered); and he faces the autumn of the year and of his life. Should Du Fu “cut and drift,” disconnecting himself from that impossible desire of the imperial embrace? Qu Yuan could not follow this advice and apparently neither could Du Fu. According to the traditional understanding, Qu Yuan’s decision to persevere resulted not only in his magnum opus, “Encountering Sorrow,” but also in his suicide, throwing himself into the Miluo River. Despite the overwhelming presence of the river in the “Autumn Meditations,” it is the magnum opus, not suicide, that represents Du Fu’s final response.54 The eighth poem in the sequence makes that clear and, thus, as a response to the seventh poem, forms a definitive integrated closure to the sequence.
        

        Whereas Mei and Kao see the last poem as a “coda” to the set, I find it more integral to its total closure; I read it as Du Fu’s response to the fisherman of the seventh poem. Mei and Kao suggest this poem bursts the bubble of illusion that Du Fu tries to create as he draws the past and present together. Spatially, that might be described as the poet’s attempt to write away the distance between his dislocation and his desired location, between Kuizhou and the imperial city. The disruptive syntax that is seen in the central couplets of the last few poems reaches its ultimate form in lines 3 and 4 of the last poem, where the grammar and sense of these lines defy all rules (despite A. C. Graham’s rendering into relatively clear language). A straightforward reading of these lines would produce the surrealistic couplet:

        
            Fragrant rice stalks peck and drop parrot grains;
            

            The green Wutong tree perches on the old phoenix branch.
        

        
            Even rewriting the syntax into a passive construction will not reinstate the sense that we know should be there but cannot read. Rice and parrots, trees and phoenixes are transmuted, nothing makes any sense anymore, language fails. Then the closing lines of the poem focus again on our poet, now alone and dejected, like a frustrated suitor, an abandoned lover. At that point he turns to a simpler syntax to chant a song, this poem, into the yawning abyss.55
        

        Another Closure 

        
            Yet the song that Du Fu sings perhaps is an earlier, simpler song. The phrase bai tou yin (white/hair/chant) can be read as it is in Graham’s translation, or as a title of a Han dynasty song, “A White Hair Lament.”56 This older song has no imperial or even literati trappings; it is not a poem of heightened, troubled language; it is a straightforward song sung by an abandoned woman such as we saw in the “Nineteen Old Poems”:
        

        
            My love, like my hair, is pure,
            

            Frosty white like the snow on the mountain
            

            Bright and white like the moon amid the clouds.
            

            But I have discovered
            

            You are of a double mind.
            

            We have come to the breaking point.
            

            Today we pledged each other
            

            In a goblet of wine.
            

            Tomorrow I will walk alone
            

            Beside the moat,
            

            And watch the cold water
            

            Flow East and West,
            

            Lonely, mournful
            

            In the bitter weather.
            

            Why should marriage bring only tears?
            

            All I wanted was a man
            

            With a single heart,
            

            And we would stay together
            

            As our hair turned white,
            

            Not somebody always after the wriggling fish
            

            With his big bamboo rod.
            

            The integrity of a loyal man
            

            Is beyond the value of money.57
        

        皚如山上雪，皎若雲間月。聞君有兩意，故來相決絕。今日鬥酒會，明旦溝水頭。躞蹀御溝上，溝水東西流。淒淒復淒淒，嫁娶不須啼。願得一心人，白頭不相離。竹竿何嫋嫋，魚尾何簁簁。男兒重意氣，何用錢刀為！

        
            In this alternative ending, Du Fu’s regulated verse collapses under the weight of its own complexity into this simple song but again a song of loss, separation, and dislocation. He does not accept the fisherman’s advice nor choose Qu Yuan’s final solution. Rather, in his genius Du Fu uses his failure to write the ultimate regulated verse to write one. In accepting his own failure to maintain the heightened language through the closure of the sequence, Du Fu returns the poem to the emotional wellspring of the entire Chinese lyric tradition, for as the preface to The Book of Songs says, “when words fail, then we weep and sigh, but when that fails, we break into song.”58
        

        Conclusion 

        
            Stephen Owen has written of a “poetry of hell” in China that “embod[ies] the fear of expulsion and being alone,” that is, not being able to find the “centered immobility” that is the shape of utopia for the traditional Chinese writer and civil servant.59 That, of course, is the abiding concern of the “Autumn Meditations.” Du Fu has captured his private hell of being separated from the center of power and from the warmth of his cottage in Chengdu in ways that resonated deeply with the shared hell of his time.
        

        Du Fu’s “Autumn Meditations” is an example of the Chinese lyric sequence at its most sophisticated and articulated moment. The cycle is unusual in its degree of inviolability, representing one extreme in the relationship between the independent poem and integrated set. The “Autumn Meditations” fully exploits the complementary bipolar reading that one expects with the Chinese lyric sequence, using the rigid patterns of the regulated verse for which it is so well suited. In this chapter I have spoken of a metapoem that exists beyond and/or behind the “Autumn Meditations” sequence. Such a poem exists only in the abstract, engendering the eight poems but not being merely their cumulative nature. As a metapoem, it is both more than and less than the eight poems together. More, because they are only one possible manifestation of its potential; less, because the metapoem is never realized, never fulfilled.

        Yet if one were able to recover the “Autumn Meditation” metapoem as an actualized form, it might read something like this:

        
            Crystalline dew wilts and wounds the maple woods,
            

            While by the Dipper I gaze nightly toward the capital.
            

            The overnight fisherman are back again on the river,
            

            But the robes of the officials differ from ages past.
            

            Rolling clouds and pheasant tails open on palatial screens;
            

            Embroidered cable and ivory masts startle the white gulls.
            

            Mountain passes cross bird trails high in the sky;
            

            Peering into anguish, I sing, hanging down my white head.
        

        玉露凋傷楓樹林, 每依南斗望京華。信宿漁人還泛泛，文武衣冠異昔時。雲移雉尾開宮扇，錦纜牙檣起白鷗。關塞極天惟鳥道，白頭吟望苦低垂。

        Notes
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        Chapter 7

        Eight Views

        Du Fu’s “Autumn Meditations” may be seen as the culmination of the history of the early Chinese poetic sequence, but it could also be regarded as the beginning of a new mature form of the lyric sequence. Although the variety of poetic sequences becomes increasingly broad in the post-Tang centuries, there continues to be a large number composed of eight poems, along with those of ten and twelve. There are even occasions when one sees reformulations of the pattern of Du Fu’s regulated verse “squared,” including in sets by Song poets Su Shi (1037–1101) and Lu You (1125–1210). Whereas these later sequences seldom exhibit the extremely complex internal architecture of Du Fu’s “Autumn Meditations,” they certainly use the metapoetic form self-consciously in the shadow of Du Fu’s masterpiece. Moreover, in the late imperial period, the proliferation of albums of paintings in eight leaves is also immense.

        Here I want to consider some other, less recognized examples of the eight-part lyric sequence, from Tang dynasty rituals to contemporary painting, with some reference to lyric sequences of ten and twelve units. Although readers might find this material somewhat anticlimactic after Du Fu’s masterpiece, I hope this chapter suggests the extensiveness of the lyric sequence in the elite cultural landscape of China in general by way of a few wide-ranging examples. That I have here developed thoughts only on sets of eight is merely a nod toward the practical—one could have easily also done this for sets of ten or twelve.

        A Ritual Program

        One of the seldom noted occasions for highly articulated lyric sequences in early Chinese literature is in the sets of ritual poems that were part of the cultural and spiritual paraphernalia by which the ruling houses of China maintained their mandate. Among these sets, which are preserved in the essays on ritual practices in official histories, there are ones of many different sizes, but especially important are groups of eight. These are sets of poems that never approached the canonical status of many of the others considered in this study, and that, in part, is why I have included them here. They mark the practice of the Chinese lyric sequence on the liturgical margins.

        
            The ritual songs (jiaomiao ge) of a given ruler—whether prince, king, or emperor—were addressed to two audiences who helped maintain his mandate. First were the ancestral spirits, who were the ruling family’s historical link to political power. Rituals for the ancestors were primarily private affairs conducted in the royal ancestral temple (zongmiao); these temples were suitably non-public buildings built or designated for the purpose. The zongmiao rituals were in essence a highly elaborated and politicized form of the ancestral worship that would have been performed in some manner by all clans or families in China. Although the form and function of the ancestral rituals were similar for each ruling house, and materials were often borrowed from one to the next, the object of the worship, the said ancestors, was specific to each. That is not so for the second type of sacrifice, those performed at the suburban temples (jiaomiao or jiaosi); these were more public affairs performed to please the cosmic powers that presided over all ruling houses. The most common of these powers in the Tang period was Haotian shangdi (God on High in Mighty Heaven), to whom a sacrifice occurred at the time of the winter solstice.
        

        
            Songs of both of these types of ritual (ancestral and suburban) find their earliest manifestations in the Hymns of The Book of Songs, where ancestor and heaven are commingled.1 On the other hand, certain sequences in The Elegies of Chu, particularly the “Nine Songs,” might be seen as forerunners of the second type. The earliest designated collections of jiaomiao ge (from the Han period) are rather random in construction and size, but a pattern of organization develops with later sets.2 In this development there is a movement toward significant numbers and explicit programming of the ritual. Jiaomiao ge, song-texts that accompanied the prayers and sacrifices of the annual imperial rituals, generally are not included in literary collections or studies.
        

        
            In its simplest form, the ritual program for the jiaomiao ge consists of two, complementary movements: “Invocation of the Spirits” (Ying/jiang shen) and “Farewell to the Spirits” (Song shen). In one set of Tang ritual hymns that basic binary form is extrapolated to form a set of ten poems when the pair is used at the sacrifices of the five different suburban temples. Here is the first of those five pairs:
        

        Songs for Sacrifices to God on High of the Five Directions at the Five Suburban Temples, Ten Texts3 祀五方上帝五郊樂章十首
        

        The Yellow Temple 黃郊 

        Invocation 迎神

        
            Ruddy and bright, seasonally in sequence comes,
            

            The star of the Lord of the Yellow Temple.
            

            Abundant are the proffered goods,
            

            Sweet enough to sustain men on earth.
            

            Molding gold to make their body;
            

            Taking fire to form their frame.
            

            The palace music reverently performed;
            

            Performed to welcome the spirits here.
        

        朱明季序，黃郊王辰。厚以載物，甘以養人。毓金為體，稟火成身。宮音式奏，奏以迎神。

        Farewell 送神

        
            The end of spring, winter’s sunset,
            

            The heat of summer, the close of fall.
            

            Lord of Earth in the fourth month,
            

            The seasons of the year make one full turn.
            

            Sacrificial millet has already been offered,
            

            Ceremonial food jars duly received.
            

            With this music we send off the spirit,
            

            On this spirit we bestow its repose.
        

        春末冬暮，徂夏杪秋。土王四月，時季一周。黍稷已享，籩豆宜收。送神有樂，神其賜休。

        Employing formal and obscure language in staid four-syllable lines, this form is then repeated for the four other temples, using similar imagery and often referring directly to the music that accompanied the performance, thereby constructing a ten-poem set. 

        
            In more complicated programs the invocation and farewell are used to frame a series of ritual actions in the performance. All the eight-part sequences found in the Jiu Tang shu follow such a ritual progression.4 The clearest manifestation of this is in an expanded set of forty poems where the eight-poem sequence is repeated for the five suburban temples. In each repetition there is this order of texts:5
        

        
            1. Invocation of the Spirits (Jiang shen).
            

            2. The Imperial Procession (Huangdi xing).
            

            3. Ascend to Sing and Offer Jade and Silk (Deng ge dian yubo).
            

            4. Welcoming the Sacrificial Vessels (Ying zu).
            

            5. Imperial Libations of Auspiciousness (Huangdi zhuoxian yinfu).
            

            6. Sending off the Civil Dance, Welcoming in the Martial (Song
            

                wenwu chuying wuwu ru).
            

            7. Martial Dance (Wuwu).
            

            8. Farewell to the Spirits (Song shen).
        

        
            For many of these ritual sequences there are only the titles and musical notation recorded, and none, or only some, of the lyrics; this is because the lyrics to any given performance were often borrowed from earlier dynastic examples. One set for which all three textual dimensions are extant—title, lyrics, and designated music (but no actual score)—is a work associated with the Feng and Shan sacrifices by Emperor Xuanzong in 725 CE at sacred Mount Tai. The imperial Feng and Shan sacrifices to Heaven and Earth at Mount Tai, a type of suburban sacrifice in the extreme, were so important and elaborate that they were performed only six times in all of Chinese history—twice in the Tang dynasty (also in 665). The origins of the sacrifice are obscure, but during the Han dynasty it was established as the supreme imperial ritual, where it remained thereafter. Howard J. Wechsler describes its significance in the Tang period:
        

        
            They [Feng and Shan Sacrifices] were an expression of the ruler’s receipt of the Mandate of Heaven. They symbolized that he legitimately bore Heaven’s appointment. They acknowledged and gave thanks for the blessings of Heaven and Earth. They were an announcement to Heaven and Earth that the ruler had unified the empire and brought peace to the world, that is, that the divine charge had been fulfilled. The sacrifices thus bore strong political as well as religious overtones.6
        

        
            Clearly such a highly charged sacrifice demanded new, unique ritual materials. For the occasion of Emperor Xuanzong’s sacrifice, the lyrics of the Shan portion were composed primarily by one of his principal ritualists, the poet He Zhizhang (659–744). Accounts of the preparations for this performance include discussions between the emperor and He Zhizhang regarding proper ritual procedure.7 Yet those records say very little about the performance itself; the most detailed account in the “Ritual Monograph” of the Jiu Tang shu, says:
        

        
            The sun was bright and shining, the peak of the mountain was high and clear. Looking down from the mountain, the four passes were calm; when they ascended singing and performed the music, an auspicious wind came from the south, with the sound of winds and strings, floating from beyond the heavens. Then the sacrifice was performed, the sun rose high and burned like fire, the blessed clouds swirled thickly, filling the heaven to its very edges.8 (my emphasis)
        

        Although this account records some of the prayers made by the Emperor, the ritual songs for the sacrifice are found only in the history’s “Music Monograph.” That set of songs takes the general shape of Du Fu’s regulated verse “squared”—eight poems in eight lines each—but its structure is clearly a prescribed ritual progression. The first song is in five-syllable verse, poems 2 through 7 are all four syllables, whereas the last poem, which appears to have been added to the set to make the requisite eight, is in three-syllable lines.

        Emperor Xuanzong, Thirteenth Year of Kaiyuan Reign (725 CE), Performed the Shan Sacrifice at Mount Sheshou, Worshiping Lord of Earth, Eight Texts9 玄宗開元十三年禪社首山祭地祇樂章八首
        

        
            1. Invocation of the Spirits (to xunhe music) 迎神用《順和》
        

        
            He arrives! Possessing gentle virtue,
            

            The myriad things flourishing in richness.
            

            Always calm, and with full measure,
            

            Moving modestly through variation and fullness,
            

            His sagely mind serves, well does he pray,
            

            The multi-tiered temple fills with sincerity.
            

            Ochre Lord’s blessing appears to be with us,
            

            On the Taizhe altar all offerings are then presented.
        

        Line 1: Although unstated, the subject through most of this series is the emperor himself.

        
            Line 7: Ochre Lord (Huang zhi) is a term for the lord of earth (technically a female deity) to which the shan sacrifice is made.
        

        至哉含柔德，萬物資以生。常順稱厚載，流謙通變盈。聖心事能察，層廟陳厥誠。黃祇儼如在，泰折俟咸亨。

        
            2. The Emperor’s Procession (to taihe music) 皇帝行用《太和》
        

        
            Solemnly do we carry out this charge,
            

            To the left-side, for the Ocher Lord.10
            

            In robe and ceremonial cap making sacrifice,
            

            Ascending and descending in this place.
            

            The five tones are complete,
            

            The eight variations well arrayed.
            

            Luminous and composed,
            

            His mind does not stray.
        

        肅我成命，於昭黃祇。裘冕而祀，陟降在斯。五音克備，八變聿施。緝熙肆靖，厥心匪離。

        
            3. Ascending to Sing and Offer Jade and Silk (to suhe music) 登歌奠玉帛用《肅和》
        

        
            The Ocher Lord is our lord,
            

            With us day and night.
            

            In awe and with pure sincerity,
            

            No haste, peacefully he resides.
            

            With zong jades for the ritual,
            

            Presenting from rush-made mat,
            

            Contemplating this grace from on high;
            

            How could he be given to leisure?
        

        黃祇是祗，我其夙夜。夤畏誠潔，匪遑寧舍。禮以琮玉，薦厥茅藉。念茲降康，胡寧克暇。

        
            4. Welcoming in the Sacrificial Vessels (to yonghe music) 迎俎入用《雍和》
        

        
            Day and night he stays in relaxed seclusion,
            

            Not daring to join in any festivities.
            

            The five ceremonial wines are arrayed in order,
            

            The eight musical instruments hang in place.
            

            The grain vessels are immaculate,
            

            The tray for the sacrificial vessels is presented.
            

            His virtue, his power, how far-reaching!
            

            From here it will spread everywhere.
        

        Lines 1–2: Before the sacrifice the Emperor remained in “relaxed seclusion,” then “intense seclusion” in preparation for the ceremonies.

        夙夜宥密，不敢寧宴。五齊既陳，八音在縣。粢盛以潔，房俎斯薦。惟德惟馨，尚茲克遍。

        
            5. The Emperor’s Libations (to shouhe music) 皇帝酌獻用《壽和》
        

        
            Thus it is when the dawn comes,
            

            With emotion, filled with deep feeling,
            

            The music is rich, reverberating through the hall.
            

            The ritual in full accord, he prays,
            

            Making his offerings with firm purity,
            

            Offerings to draw this one close.
            

            To the right, not yet complete,
            

            Then gathering each side, he approaches.
        

        惟以明發，有懷載殷。樂盈而反，禮順其禋。立清以獻，薦欲是親。於穆不已，裒對斯臻。

        
            6. The Emperor Drinks in Auspiciousness (to fuhe music) 皇帝飲福用《福和》
        

        
            Glorious is the Son of Heaven,
            

            Announcements made to sacred Mount Tai.
            

            His great robe is so supple,
            

            He holds his scepter with such firmness.
            

            The music brings peace to his mind,
            

            The ritual brings calm to his countenance.
            

            Lord on High comes near to us,
            

            Oh how solemn and composed.
        

        穆穆天子，告成岱宗。大裘如濡，執珽有顒。樂以平志，禮以和容。上帝臨我，云胡肅邕。

        
            7. The Emperor Returns to the Palace (to the taihe music) 皇帝還宮用《太和》
        

        
            Clear and bright is our mighty Tang,
            

            Heaven brings forth the myriad states.
            

            The array of ancestors responds to this charge,
            

            Our four progenitors concur with the regulations.11
            

            Honors extend to us without limit,
            

            Praising the virtue that we share.
            

            The next generations will continue this way,
            

            Worshiping the gods, with perfect match.12
        

        
            Title. This would be the temporary palace (xing gong) built at the foot of the mountain.
        

        昭昭有唐，天俾萬國。列祖應命，四宗順則。申錫無疆，宗我同德。曾孫繼緒，享神配極。

        
            8. Invocation [sic] to the Spirits (to the lingjuzui music, replacing the shunhe music) 迎神用《靈具醉》代順和
        

        
            Tipsy are all the luminous souls,
            

            Of a mysterious glow,
            

            They are about to proceed.
            

            Gazing, restless to part,
            

            He has seen the bright virtue.
            

            Expressed in upright phrasing,
            

            Glistening, with an after-glow,
            

            Floating off, full of felicity.
        

        
            Line 1: I understand this to be the ling (spirit/soul) of the pei, representing contact with the god.
        

        靈具醉，杳熙熙。靈將往，眇禗禗。顧明德，吐正詞。爛遺光，流禎祺。

        
            The formality of the language here (much of it rare and obscure13) lends to the extremely solemn air under which this ritual was performed. Yet even through the difficult and laconic language one can trace the progression that binds the sequence together. At first one would think that the progression appears frustrated by the lack of a final “Farewell” title, but in fact the last poem (despite its title) clearly concludes the progression, offering an ethereal portrait of the departing spirit (ling) of the god and/or accompanying ancestors.
        

        
            Ritual performances such as this, for which these texts are only diminished traces, certainly represent a form of lyric sequence.14 Its strong programmatic shape places this sequence closer to the narrative end of the fu spectrum. In mainstream lyric sequences one seldom sees such strong programs, although certain narrative handscrolls that depict imperial visits may provide an analogous structure in the visual arts. Furthermore, one might argue that modern reconstructions of the “Nine Songs” as a ritual program were formulated by projecting the structure and function of such jiaomiao ge back onto those earlier poems. That retroactive gaze may also be seen in modern studies of The Book of Songs that look for patterns of worship in the Hymns. If so, one could say that the structure of these ritual progressions, which lay far outside the literary mainstream, was used to reread important canonical works.
        

        Su Shi’s Sequences 

        Of the important post-Tang poetic sequences in eight parts, Su Shi’s “Eight Poems on East Slope” (Dongpo bashou) is especially noteworthy. These poems were written during Su’s first official exile to Huangzhou, 1080–1084, which marked a time when he began to explore the pleasure of the simple life and economic restraint. In terms of defining a poetic persona, this sequence ranks with Tao Qian’s “Returning to the Farm to Dwell” and Du Fu’s “Autumn Meditations, to which it is often compared. The poet’s preface describes the circumstances of the poems’ composition:

        
            It was the second year of my stay [exile] in Huangzhou and I was in daily worsening straits. My friend Ma Zhengqing (Ma Mengde) took pity on my hunger and asked the district authorities if I could have several acres of an old army campground to cultivate. The land, which had long lain waste, was no more than a pile of rubble overgrown with weeds; there had also been a severe drought that year. The mere task of breaking up the soil was nearly enough to exhaust my strength, and so, letting go the plough with a sigh, I wrote these poems to console myself in my effort, in the hope that next year’s harvest will make me forget my labors.15
        

        
            There have been a number of excellent studies of the East Slope poems; in fact, those by Michael Fuller and Alice Cheang both deal with the set as a whole, answering its interpellation for order in slightly different ways. Rather than offer my own reading of the sequence, I want to reprise the readings of these two scholars as a way to explore the sets’ lyric sequence form. Fuller is particularly interested in how the poet explores the “inherent pattern” (li) of rural life in the set, which he calls a “modern version of Tao Qian’s ‘Returning to the Farm, five poems.’”16 In describing that inherent pattern, Fuller discusses the sequence of events and their narrative progression whereby the land (and the poems) are brought into order. In the end he suggests, however, that the set does not have a truly integrated architecture:
        

        
            Although one can attempt to elucidate intentions that shape the poems, it probably is folly to build a large interpretive framework on them. . . . A more conservative and anticlimactic conclusion is simply that, as a whole, the series defines levels of asserted meaning that range from participation in the inherent patterns of natural growth to the necessarily simple—therefore unalloyed—pleasure of rustic conviviality.17
        

        
            Alice Cheang, on the other hand, takes exception with the comparison to Tao Qian, but argues for the power and integrity of the sequence in which Su Shi “transformed the poetic act into an act of becoming.”18 At the beginning of her analysis she posits the set as “the chronicle of Su Shi’s education in suffering, how he learns, not mere resignation, but to transform the cause of his pain into a source of joy, to turn consolation into celebration.”19 Cheang’s analysis addresses both the details of that integration, including complex intertextual markers, as well as its overall import. She too describes progressions and passages, linkages between the poems, oscillations between twin poles, intratextual structures such as reply, pairing, and recycled motifs, as well as thematic and rhetorical unities of the set. In conclusion, she says:
        

        
            Taken as a whole, the sequence makes up one continuous moment of self-manifestation: in them the poet names the ideal, gestures towards the self that he would like to be; then through them, through the act of writing these poems, he actualizes the ideal, entering into the self that he names in the naming of it. For a junzi, a true gentleman, is someone in whom the name and the reality are commensurate.20
        

        Despite their different conclusions, the analyses by Fuller and Cheang are actually quite similar. Fuller’s hesitation to assign some “large interpretive framework” and Cheang’s enthusiasm for the “continuous moment” merely reflect the respective level of their optimism in reading the text. When we view the “Eight Poems on East Slope” within the larger frame of the Chinese lyric sequence, I believe we can be quite comfortable with its inclusion. 

        
            With its recounting of activities, Su Shi’s East Slope sequence also verges toward the narrative end of the spectrum of fu enumerations. This is encouraged by the agricultural progression and various linkages noted by the critics. The final two poems differ substantially in that they step back to contemplate human relationships rather than farming activities, but Cheang argues for their role as culmination of the sequence.21 I would only note here how this rhetorical gesture echoes the common form of closure in Chinese lyric verse, and this is how Du Fu’s “Autumn Meditations” also reached closure. The narrativity of the East Slope poems may be a growing trend in the latter lyric sequences, but there are also many examples of other modes of composition, including fu-like catalogues and xing-like correspondences. Needless to say, such non-narrative compositions are most often the basis for album paintings, which become an abiding presence in post-Tang literati culture.
        

        Poems and Paintings

        
            The early application of this “album mentality” is seen in Su Shi’s preface to a set of eight four-line poems written in 1078 (during his tenure as prefect in Xuzhou) to be inscribed on a painting—“Eight Vistas of Qianzhou, Eight Poems.”22 The preface is a remarkable statement for the composition of the lyric sequence:
        

        
            The painting “Eight Vistas of Nankang [Qianzhou]” is a composition by the Prefect, Mr. Kong.23 He is also the one responsible for the construction of the stone levee there. He completed this painting after taking in the views from the terraces high in the tower on the levee. To the east one gazes toward the seven areas of Min, and to the south one gazes on the five ranges; from here one observes the rise and fall of the ridges in the distant mountains, from here one peers down on the rapids of the Zhang and Gong Rivers; clouds and mist emerge and disappear, plants and trees are profuse and beautiful, you can gaze out on city and homes, you can hear the call of chickens and dogs. When you look at this painting, it makes you become lost in a daze, laugh wildly, or sigh deeply. But Old Su said, “There is only one vista of Nankang here, where does the number eight come from?”24
        

        
            “This is not the way that I see it. Do you see that sun? At dawn it is like a platter, at noon it is like a pearl, and a dusk it is like a broken disk of jade. Yet how could there be three suns? If you want to know how this becomes eight vistas, then it is in the differences between winter and summer, morning and night, rain and clearing, brightness and darkness; it is in the variations of sitting idle and doing something, standing and walking, grief and joy, desire and disdain. These come directly to my eye and the emotions are moved in my heart; such that there is no counting them. How could it be only eight? If you want to know how eight comes of one, then it is because the wide world is full of things hilarious, crafty and strange. So that what is recorded in the ‘Yu gong’ chapter, what is discussed by Zou Yan, and what is rhapsodized by Sima Xiangru, approach ten million, but they are still no more than one.25 Gentlemen of later times will certainly all be moved by this. Thus, I have created poems in eight parts (ba zhang), and inscribed this upon the painting.”26
        

        
            Obviously Kong and Su have chosen “eight” as a proper number to capture the relationship between one and ten million. In doing so they are participating in the establishment of the commonplace of eight views as a standard number for such landscapes, as epitomized by many “eight views” (ba jing) albums. Su Shi’s rationale for the production of “eight vistas emerging out of one” is explicitly in the interplay of the complementary pairs of both scenery and action. The first set of pairs defines what “comes directly to [his] eye,” the other describes how one might interact with and react to that landscape.
        

        
            The program of eight views was perhaps first established by Su Shi’s contemporary, Song Di (ca. 1015– ca. 1080) with his famous set of handscrolls, Eight Views of the Xiao and Xiang Rivers—no longer extant but which Su Shi may have very well have seen. Alfreda Murck has discussed a similar set of handscrolls by Wang Hong (fl. 1131–61), particularly their relationship to the titles established by Song Di’s work; Song’s titles read:
        

        
            1. Wild Geese Descending to Sandbar
            

            2. Returning Sail off Distant Shore
            

            3. Mountain Market, Clear with Rising Mist
            

            4. River and Sky in Evening Snow
            

            5. Autumn Moon over Lake Dongting
            

            6. Night Rain on Xiao and Xiang
            

            7. Evening Bell from Mist Shrouded Temple
            

            8. Fishing Village in Evening Glow27
        

        
            Murck argues that these four-character titles, which generated the later paintings, establish an intratextual pattern that echoes the relationship found between the couplets of regulated verse. These titles (maybe through another handscroll based on them) in turn generated a set of poems in regulated verse by a Buddhist monk, Huihong (1071–1128), which in turn functioned as inspiration to the painter Wang Hong, whose work is the focus of Murk’s attention. Her analysis of the relationship between text and image, including the interpenetrating poetics of format and production, offers an innovative way to view the dynamics of both painting and poem. In the conclusion to her study, Murck speculates on the fate of compositions such as the Eight Views, including Su Shi’s influence on the format:
        

        
            Later artists occasionally painted the Eight Views of the Xiao and Xiang Rivers, but the popularity of the subject dramatically declined in China after the fall of the Song dynasty in 1279. . . . it may have been this very format of multiple paintings [handscrolls] that doomed it. For a scholar practicing Su Shi’s concept of spontaneous creation fueled by the exhilaration of the moment, a cumbersome cycle of eight paintings may have seemed a laborious exercise. And the predetermined titles came to be seen as the confines and distance of another’s inspiration.28
        

        
            If there were aesthetic and practical reasons for the decline in appeal of the multiple handscroll format, then the album, which was just coming into popularity, might have been a natural substitute in the creation of lyric sequences. Murck speaks of a “new aesthetic and a different way of relating poetry and painting” that emerged from the work of Su Shi.29 The album certainly provided an opportunity to experiment with the relationship of the two media, as the album agglutinates texts and paintings, both in a simple binary fashion and in more intratextual ways.
        

        Albums of Paintings

        Like poetic sequences, albums of paintings exhibit a variety of forms, ranging from miscellaneous, posthumously assembled pieces, sometimes by separate artists, to extremely well-articulated sets filled with artist intention and controlled sequencing. In analyzing the structure of such albums, we can bring to bear concepts derived from, or analogous to, the critical terms employed in the discussion of the poetic sequences. This is particularly true in the inherent modesty of the small album leaf, which finds in its replication both the comfort of that modesty and a challenge to it. In addition, specific structural principles, such pairing, bipolar play, and open architecture seemed to be shared by the two media. 

        
            In terms of thematic material, the albums reflect Chinese painting in general, with sets of landscapes, bird and flower paintings, as well as portraits—here I will investigate landscapes and portraiture, but the albums of small object paintings are perhaps the most pervasive. As with other forms of Chinese painting, there are a variety of relationships between image and text, but one of the most interesting is the integration of poetic sequence and the album of paintings. Elsewhere I have discussed a Qing album that retroactively assembles twelve theretofore unrelated poems on the seasons by Su Shi into a new “poetic sequence.”30 In concluding this chapter, I will consider a contemporary example of a particularly complex relationship between these two types of lyric sequences, poetic and painterly. To set the stage for that consideration, let’s first consider some very canonical examples of the basic album format.
        

        Three Canonical Albums

        
            Of the many and varied landscape albums, perhaps the most famous are these three: Dong Qichang’s (1555–1636) Landscapes in the Manner of the Old Masters, Gong Xian’s (1619–1689) Landscape Album, and Shi Tao’s (1642–1707) Wonderful Conceptions of the Bitter Melon.31 Each of those albums offers a significantly different way to organize the leaves into strong lyric sequences, and in the first two their ten-leaf sequences have been manipulated by the agency of later collectors and art professionals. Dong’s album, which is now organized by composition dates, is held together by a repeating landscape plan and perspective, in which he casts each of his imitations (fang gu). The chronologically structured album induces us to read each imitation as a conscious variation on the ones that proceed it, thus bringing a linear shape to a basic clustering of lei images.
        

        Gong Xian’s work, as his colophon tells us, was painted on a pre-constructed album over a short period of time. It is a mixture of landscape plans and perspectives, with the leaves interrelated by a unique and unified style of brushwork and painterly grammar. Taking the “shanshui” (meaning landscape, composed by the Chinese characters for “mountain” 山 and “water” 水) theme quite literally, he constructs a cluster of images where the vertical mountain profile interacts in various settings with the more horizontal plane of water, each scene mediated by trees in various forms. There is an oscillation of these two basic elements but no overt progression between the leaves. 

        Shi Tao’s twelve-leaf album, on the other hand, is more internally and apparently self-consciously structured. The album is based on a seasonal progression, with a clear beginning and especially strong conclusion. The last leaf is a dramatic snow scene in which appears a depiction, apparently, of the very painter bringing his completed work to his patron, Liu Shitou, who commissioned it and sits in his living room. On the leaf is inscribed a poem that describes the scene, concluding: 

        
            . . .
            

            He [Liu] reads a volume and pours a cup of wine.
            

            In purple gown, smiling, he relaxes in his house under plum
            

                blossoms.
            

            Rapid sleet flies around without interruption.
            

            Cold waves run down the wintry banks.
            

            As a Ch’an monk I would like to sweep away my writing,
            

            But find myself composing poetry for his ideals.
            

            For Shitou, my senior of the same year. [Signature]32
        

        This overt conclusion induces us to re-read the entire album as a progression of calendric change, allowing certain ambiguous scenes to find their proper season. 

        Two Landscape Albums of Eight Leaves

        
            For more detailed consideration, here are two rather divergent versions of the landscape album. First, a variation on the eight-view format is seen in Hongren’s (1610–1664) eight-leaved Landscape Studies (Shanshui huafan) held by the Nelson-Atkins Museum of Art.33 This is an album composed of individual “scenes” unified by style and technique; but here the topics are generic rather than actual or inspired, and they are labeled so. They do not read like sites on a map or manifestation of moods but rather as scenes abstracted from an idealized landscape. In this sense the album is somewhat akin to Gong Xian’s landscape album but without intertextual referencing or enriching inscriptions. Except for the final one, the leaves are labeled only with their single-character topics (Pine, Creek, Spring, Pond, Precipice, Rock, Cliff, Peak) as if they came from a instruction manual of compositional elements. The last leaf contains the small inscription, “Painted by Hongen for Zhongwen jushi on the eighth day of the jiaping month of the guimao year [January 5, 1664]” (see figure 2).34 This places the composition of the album thirteen days before the artist’s death, making it his last known work.
        

        
            Clearly this is an album constructed by a lei grouping of compositions, as suggested by an alternative title to the work, Album of Pines and Rocks—in fact, this title reminds us of the affinity the album holds with the “bird and flower” albums that feature a set of objects painted nearly without background.35 Hongren’s compositions come from a hypothetical landscape, from which certain leaves might be removed (the Pond seems out of place) or to which other leaves might be added—both from the vegetable world (such as Bamboo, Willow, or Wutong tree) and the aqueous-lithic one (rocky ledge at waters edge, or a small stream opening into rapids).36 There is some suggestion of a larger internal structure with things aqueous grouped in leaves 2–4 and lithic 5–7. To this, a framing structure can be added with the first and last leaves marking the shortest focused, most detailed leaf (Pine) and the most elevated view, in which pine trees also appear (Peak)—figures 1 and 2. Although one might imagine some internal structure to the set as now organized, it is most satisfying to see this as a cluster of xing elements enumerated (fu) in a relatively open form.
        

        
            As a counterpoint to the hypothetical scenes of an album like Hongren’s Landscape Studies stands the Zhi Garden (Zhi yuan tu) album by his contemporary Zhang Hong (1577–ca.1652). Zhang Hong, a professional painter from the city of Suzhou, was not highly regarded by the tradition, thus little is known of his life. Yet his innovative work has been celebrated in recent exhibitions and studies, particularly those by James Cahill who sees Zhang’s style as a radical revision of painting conventions of his time, perhaps influenced by some Western techniques:
        

        
            No one [of traditional critics] mentions the qualities of his paintings that we admire today: their stylistic innovativeness and relative independence of conventions, their tendency to substitute the real appearances of particular places for the time-honored motifs and type-forms of traditional Chinese landscape.37
        

        
            Zhang’s descriptive landscapes are often detailed with a vibrant use of color and employ innovative techniques, such as continuous transitions from the foreground objects to the distant mountains.38
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            [image: ]
            

        

        
            The “eight-leaved” Zhi Garden, dated 1627, is fascinating, both because of its innovative nature and because of the circumstances by which the eight leaves became an ex post facto set, excerpted from an original twenty.39 James Cahill has recounted this history:
        

        
            The original separation of [twenty] leaves was done in the 1950s by a dealer who had acquired it; he kept the eight leaves he liked best and sold the other twelve to the Cambridge, Massachusetts, collector Richard Hobart. The eight, after being included in an exhibition of Chinese landscape painting in 1954, were purchased by Franco Vannotti in Lugano Switzerland. . . . The eight Vannotti leaves were purchased in the 1980s by the Museum für Ostasiatishe Kunst in Berlin [and appeared in the 1992 Tung Ch’i-ch’ang catalog].40
        

        
            The story of the other twelve leaves is even more deliciously baroque, including one point when the original dealer bought back eight of the twelve he had originally sold off.41 The reestablishment of the set of twenty leaves in 1996 was a very special moment in the history of the album and, in fact, in the history of Chinese albums in general.42 Nonetheless, following the exhibition, the leaves were divided again, with the eight leaves of the Berlin album remaining “intact.” Thus, in this case, the machinations of the contemporary world of collectors and museums have created and maintained our eight-leaved album. One assumes that the twice selection of eight leaves by the anonymous dealer and the insistence by the Berlin museum on the inviolability of their album (see note 42) results in part from the power of the Chinese tradition of “whole” eights.
        

        
            I would like to treat the Berlin group as an album of eight leaves, akin to poems selected in an anthology, and suggest that this form offers a diminished but still analogical “whole” garden, of which Cahill speaks. The wholeness of the Zhi Garden album is dramatically generated by its first leaf, which is labeled with the inscription “Zhi Garden, Whole View” (Zhi yuan quan jing). This leaf is a distant, bird’s-eye view of the entire garden that provides the viewer with an architectonic introduction to that space, located outside the city wall along the canals for which Suzhou is famous—figure 3. From the entry gate in the foreground to the far tower, we can take in the garden, all of which is surrounded by canals and/or walls. Our subsequent views all come from within these confines; Cahill writes:
        

        
            Having opened his album with the “Whole View,” Zhang Hong proceeds with his systematic exploration of the garden . . . It is as though the viewer having first been shown the whole from a distance, were now being brought into the garden and allowed to inspect closer up what he could make out only distantly and unclearly before.43
        

        
            Indeed, the leaves that form the rest of the album all offer close-ups of areas that can be exactly located, with one exception, on the overview, and they are painted with such verisimilitude as to “allow for an approximate reconstruction” of the details of the garden.44 For the exhibition and catalogue, Li and Cahill ordered the twenty album leaves according to the topography of the garden, but Cahill noted that “there is no set order to the leaves that can be determined; the numbering proposed here provides an orderly progress through and out of the garden”—elsewhere he calls this the “program” of the album.45 The exceptions to the unspecified order are the three framing leaves—the first (first in the Berlin album), with its bird’s-eye view, the second leaf (from the Los Angeles set) with its small title, and the final leaf (also from the Los Angeles set), which includes an inscription to the patron and depicts a unique winter scene, thus engaging the convention of seasonal albums. With such framing, the opening and closure of the album is clearly established, while its center remains an open-ended display of garden scenes. The possible depictions of this space are infinite, so choices need to be made: a “double decade” must have seemed like a good number for the original album.
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            When one compares the Berlin album with the Li-Cahill reconstituted one, one is immediately struck by the dissimilarity of the two constructed sequences: the eight Berlin leaves appear as 1, 19, 16, 7, 12, 14, 17, 6 of the Li-Cahill twenty-leaf order. The Berlin group is faced with the problem that it does not include the closing winter scene and cannot take advantage of that framing device. Thus, instead of a progress of “through and out of the garden,” the Berlin group seems to read best as a progress only into the Garden, moving toward the most intimate part of the enclosure.
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            In that light, the second leaf of the Berlin album depicts an entrance to the garden viewed from across the surrounding canal. Whereas in the Li-Cahill order this is the penultimate scene and read as the end of the garden tour—”we are looking back now from outside the garden and so have returned to the world of practical affairs”46—in the Berlin order it should be read as the beginning of our tour: we approach the entrance in a small sampan, welcomed by the host looking out from inside of the waterside pavilion. In the remaining Berlin leaves we find these two figures (guest and host), or variations of them, placed in various interior spaces within the garden. These spaces are depicted in nearly uniform perspective and distance, with views penetrating into the various buildings and structures of the garden. The seven remaining views include the two prominent waterside pavilions with front terraces (leaves 4 and 7), two views of the complex of buildings in the upper left-hand portion of the overview (leaves 3 and 6), and one view of the rock and tree garden framed by its multi-storied tower. The final leaf, dominated by a large rockery with a penetrating passageway, is slightly more intimate in scale and secluded in nature, as if we have made our way into the most interior part of the garden—figure 4.
        

        
            Paintings of local scenes, including gardens, were common with the Suzhou painters, and this album was probably a work commissioned by the owner of Zhi Garden, named on the last leaf as Huishan Cizong–perhaps the Suzhou calligrapher, Zhou Tianqiu.47 James Cahill has argued that the influence of Western engravings available to Zhang Hong accounts for the unconventional rendering of the first leaf and gives the album its special “unliterary” quality: that is to say, the leaves are not conventional scenes from an imagined experience but depict an actual garden. In this tension between conventional landscape motifs and mimetic portrayal, these leaves verge strongly toward the latter. The details of this album, both in style and structure, challenge many conventions of Chinese painting, yet the criteria and analytical tools drawn from other examples of the Chinese lyric sequence do give us a productive way to read the album as a whole. From the perspective of the Chinese lyric sequence, the relationship between the first leaf and the others (in either the entire sequence or its diminished eight-leaved version) is, however, highly unusual and suggests another aspect of Zhang Hong’s innovative revision of conventional materials.
        

        Poems, Paintings, and Poems Again

        
            Our final consideration is an album and poetic sequence (in two versions) by the contemporary painter and poet, Lo Ch’ing (Luo Qing b.1948).48 This is not a landscape album, although he has also painted those, but rather an album of portraits, Album of Figure Paintings (Renwu huace, 1981).49 The portraits are of eight Buddhist Arhats—the Arhat (luohan in Chinese) is an ascetic monk of extreme spiritual advancement. The painting of Arhats has a long tradition in China and in several ways Lo Ch’ing’s work is a restatement of many of that subgenre’s conventions; it clearly derives its pedigree from the relatively late form of Arhat paintings by Wu Bin (fl. 1591–1626), to which the artist has added some very contemporary overtones.50 Aptly, Lo Ch’ing writes in his Preface:
        

        In painting the Eight Arhats to represent eight abstract views and ideas I have deliberately attempted to depict different types of emotion and lives. In doing so I could not help but use the classical Buddhist images to symbolize the condition of modern man. (See figure 6.)

        
            I offer Lo Ching’s Figure Paintings with its accompany sequence of poems, “Bizarre Manifestations of the Dharma” (Faxing qiguai), not just for visual analysis but also as an example of an unusual, nearly post-modern integration of painting and text. As we shall see, the relationships between the two versions of one lyric sequence are interwoven with a special complexity. The eighteen-leaf album is currently held by the Saint Louis Art Museum and reproduced as plates at the end of this chapter.
        

        
            The poetic sequence exists a priori as an autonomous constructed whole and should be considered first, separate from the paintings. Thus, let us begin with the poetic sequence as it was originally published:51
        

        Bizarre Manifestations of the Dharma 法相奇怪52
        

        The Wedge 楔子

        
            Dharma manifestations emerge from the bizarre
            

            Nothing more than you me him and her
        

        法相出奇怪/ 無非你我他

        1. The Arhat of Bitter Reading 苦讀尊者

        
            I wonder if there’s no writing in the text
            

            Or no words in my eyes
            

            Or no me in the text
            

            Or no text in my mind
            

            Or if that text really exists at all
            

            Or if this me has already vanished
        

        Between heaven and earth

        
            Only one dumb rock remains
            

            Intricately patterned standing alone and quiet
            

            Silent without a word
        

        不知是那書裡無文 / 還是我眼中無字 / 還是那書中無我 / 還是我心中無書 / 還是那書本不存在 / 還是這我早已消失 

        天地之間 

        只剩下頑石一塊 / 紋路複雜的靜立一旁 / 默默無語

        2. The Arhat of Bitter Thought 苦思尊者

        How confusing

        
            I wonder whence came flying
            

            This big burning rock
            

            A heap of weird imponderable questions
            

            As weighty as this, to fall into my arms
            

            Totally without reason, colliding in my mind
        

        Torturing me as I stand here

        
            Dazed and foolish
            

            With sweat dripping like bronze juice
            

            Tongue curled like a wilted leaf
            

            Just short of turning into a heap of
            

            Fragmented rock
            

            Cracked by parching thirst
        

        莫名其妙

        不知從哪裡橫飛過來 / 一塊火燙的大石頭 / 一堆難解的怪問題 /如此沉重，落入雙手 / 十分無禮，撞進心中/ 

        害得我站在這裡

        又呆又楞 / 汗出如銅汁 / 舌卷如枯葉 / 差一點變成了一堆 / 乾渴欲裂的 / 碎石頭

        3. The Arhat of No Thinking 莫思尊者

        
            “Please have a seat
            

            Sit at peace in front of the flower vase
            

            Learn from the water in the vase
            

            Don’t think, don’t ponder
        

        
            “If your concentration flutters, or thought wavers
            

            Then the bird painted on the vase
            

            Will turn its head
            

            To watch you”
        

        
            A painted bird
            

            On a painted vase
            

            Watches
            

            A painted person
            

            Sitting in front of a painted rock
            

            So He Spoke
        

        Last line: A phrase from Buddhist scripture, quoting the historical Buddha.

        “請坐，請坐 / 請靜靜坐在花瓶前 / 學習瓶中的水 / 請不要思，不要想 / 

        如果心思一動，念頭一轉 / 那花瓶上畫的鳥 / 便會回過頭來 /看你”

        一隻畫的鳥 / 在畫的花瓶上 / 看 / 一個畫的人 / 坐在畫的石頭前 / 如是說

        4. The Arhat of Abandoning the Mind 拋心尊者 

        
            He takes his mundane mind
            

            Lightly with the tips of his fingers
            

            And flicks it away
        

        
            Down it floats like a lone
            

            Red leaf
            

            Into the water
        

        把凡心 / 輕輕從指尖 / 拋棄 

        如飄落一片 / 紅葉 / 於水中

        5. The Arhat of Battling Anger 賭氣尊者

        
            With hatred
            

            He isolates all the smothering anger hidden inside him
            

            Squeezing, pressing it into a little
            

            Weird-shaped, strange-formed pebble
        

        
            And then spits these from his mouth in a string
            

            Just like a cement truck
            

            Spits them out to form a solid stone grotto
            

            Layer upon layer he wraps around himself
            

            King upon his throne
        

        把胸中各種鬱悶之氣 / 用怨恨堵住 / 左擠右壓 / 壓擠成一塊塊 / 奇形怪的小石頭

        然後從嘴巴裡連續吐了出來 / 像不停攪動的水泥車一般 / 吐成一座堅固無比的大石 / 洞 / 把自己層層包裹起來 / 南面稱王

        6. The Curious Arhat 好奇尊者

        
            I wonder
            

            Which leaf
            

            Is the very last lone leaf
            

        

        
            So here I stand
            

            In autumn’s wind swaying myself into
            

            Its first barren tree
        

        不知道 / 哪一片葉子 /是最後一片葉子 

        於是便站在這裡 / 把自己搖成秋風中 / 第一棵枯樹

        7. The Shy Arhat 害羞尊者

        
            I know and firmly believe
            

            That behind those green vines
            

            There certainly is not
            

            Anything I would want to see
            

            Absolutely not
        

        If a gust of wind were suddenly to blow

        
            Blow back those concealing branches and leaves
            

            Then we would discover
            

            Inside and out of those vines, not a soul
            

            Just a cluster of small red flowers
            

            Lying there in peace
        

        我堅決認為且相信 / 那綠籐背後 / 一定沒有 /我所想要看的東西 / 絕對沒有

        如果有一陣風突然吹來 

        吹開掩映的枝葉 / 便會發現 / 籐裡籐外，空無一人 / 只有一朵暗紅的小花 / 靜靜的落在那裡

        8. The Arhat of Returning to Origins 還原尊者

        
            Under the gaze of the august bodhi tree
            

            Slowly I settle down
            

            Sitting amidst those strange jagged rocks
            

            Slowly starting to return to my origins—
            

            Just a plain, smooth mountain cliff
            

            A riot of moss and wild vines
            

            Climbing all over body and face
        

        Line 1: The bodhi tree was where the historical Buddha reached enlightenment.

        在一棵莊嚴寶樹的觀照之下 / 我慢慢靜了下來 / 坐在嶙峋的怪石之間 / 開始慢慢還原成 / 一片平淡無奇的山壁 / 一任青苔野籐 / 爬個滿身滿臉

        
            The first time these poems were published, they were paired with photographs of the figures that are now found in the leaves to Figure Paintings.53 This early sequence of printed poems and color plates was also accompanied by an author’s comment explaining its order.54 First, Lo notes that according to Buddhist doctrine there are six kinds of Arhats,55 and that a description of one of them (“one morning reaching the fulfillment of Arhat-hood, he passes beyond this world of ugly attachments, and abandons all that he possesses”) reminded him of students and friends.56 His grouping comes, however, from the Buddhist sequence (ci) of seven emotions, which trap the soul in this world. Lo gives these as “hate, sadness, desire, anger, joy, love, and fear,” in that order.57 The eighth poem he describes as his addition in which he used the “august bodhi tree” to symbolize the completion of virtue, whereupon the body turns into a mountain of stone to endure as long as heaven and earth. This is an engaging analysis of the internal structure of the lyric sequence; yet, with the exception of the last poem/painting, the rationale is difficult to coordinate with the sequence of paintings as we have them, in either order.58 The plates/figures seem better named by the accompanying poem. One may wonder whether the artist is rationalizing the enumeration of eight, which suggested itself merely as a conventional whole number with strong album associations, especially as it happens to also mimic the form of the sixteen Arhats, which are often found in Buddhist temples, with two ranks of eight along each wall. Or perhaps Lo was working with a pre-constructed album and he just needed to fill the pages?
        

        
            Elsewhere I have discussed how I applied the significance of the Buddhist “Holy Eightfold Path” (which describes the progress toward enlightenment) to the number and order of the sequence (as manifested by the published set of plates and poems).59 In that discussion I outlined a “progression” in the images of rock and vegetation, representing the spiritual and the mundane worlds, respectively. I would now perhaps describe this more as an oscillation between those two worlds but with the final poem still being “a holistic integration of the two worlds, lithic and herbal, spiritual and mundane.”60 Thus, that progression can be viewed as an enumerated (fu) structure that, as usual, does not progress lock-step to its conclusion but rather finds its artifactual way. Moreover, I would note that both as a progression and oscillation, the order of paintings as they appear in the album works as well as, if not better than, that which appears in the earlier book of poems. This analysis better accounts for the form of the sequence as it now appears partly, I would suggest, because of the way the entire complex of poems and paintings evolved out of the interaction of different media and forms. What is most important for our purposes is Lo’s creation of a lyric sequence where such innovation is integrated with traditional pedigree.
        

        We have considered how the poetic sequence might have generated the paintings in their first published form. Now let us turn our attention to how the album has influenced the poetic sequence: that is, how the poems appear in calligraphic forms on the facing pages of the album—see figures 7–14. First, note that only one of the poems (no. 4 as previously quoted) appears verbatim and intact in both sequences although in different sequential positions (see note 58). The rest of the calligraphic renderings are truncated quotations of the published poems, often with variant phrasing; for example, lines in the album matching “The Curious Arhat” painting are just the first half of the original poem: “I wonder which leaf is the very last lone leaf” (figure 11). This type of variation reaches an extreme with “The Arhat of No Thinking” poems, which differ sharply. Rewriting of the poems in the album suggests the very tenuous primacy of the poetic sequence and implies the power of the album format to rewrite the poems. 

        The painter himself addresses this new relationship in a colophon for the album that declares: 

        The poems cited in this album were all previously composed and are not here as mere decoration. Yet in these versions some words have been elided, verses changed, and left incomplete; this was done so that the calligraphy would be written naturally. At some other time when I might cite these verses, they could be in their original form. (figure 15)

        
            The reformative power of the album leaf on the text is most dramatically demonstrated with the shaping of the poems on the page. Most of the poems are written in deliberate, self-conscious forms, often mirroring shapes in the facing paintings. Sometimes these are cast in direct punning relationships, such as in the first pair of leaves where the calligraphy forms a block shaped like the rock in the painting, and the poet’s red seal protrudes from the lower left-hand corner of the text just as the Arhat’s toes show from under the black rock (figure 7). Or when the line of calligraphy in the “The Curious Arhat” follows the ground line of the painting, with characters piling up on the right, just as the fallen leaves pile up in the painting on the left (figure 11). Sometimes the relationship is more subtly suggestive, as in the “Arhat of Abandoning the Mind” where the light, cursive calligraphic line suggests the path of the red leaf carried by the waterfall to the Arhat’s feet (figure 12). Sometimes the relationship is bluntly made, such as in the last pair of leaves where the calligraphy takes on the general shape of the bodhi tree (figure 14).
        

        
            Lo Ch’ing’s two works, “Bizarre Manifestations of the Dharma” and Figure Paintings, form a complex of sequences of modern printed poems and color plates; of the classical album format and conservative painting style, matched by playful calligraphy and the re-presentations of the poems. These sequences interact, inform, and reform each other, such that in the end it is impossible for any given one to claim dominance over the others. Such aggressive interaction of painting and text is not unknown in Chinese art. For example, in describing the innovative use of poetic space in the work by Qian Xuan (ca. 1235– ca. 1300), where text and painting become interactive, John Hay declares this a type of xiangsheng (mutual generation) where “the painting thus generates an inscription that reflexively provides it context.”61 Yet the complexity and attending comments of Lo Ch’ing’s work suggests a level of authorial self-consciousness and manipulation that is rarely seen in the history of the Chinese lyric sequence. Lo Ch’ing is a unique modern Chinese artist. He is both an accomplished modern poet and a painter in traditional materials, but, unlike most such painter-poets, he is also a very innovative, often quite zany artist. In addition, Lo is well read in both Chinese and Western literature and painting. That exposure to another aesthetic tradition allows Lo to think about his sequencing in more complicated forms. Lo’s work represents a dynamic integration of the Chinese and foreign, the old, modern, and postmodern. Clearly this multilayered lyric sequence is testimony to his multiple talents.
        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        
            [image: ]
            

        

        Notes

        
            1. Herlee Creel, Origins of State Craft (Appendix C), and Cho-yun Hsu and Katheryn M. Linduff, Western Zhou, 106–109, discuss the relationships between the ancestors, god (shangdi) and heaven (tian) in the Zhou materials. Bruce Rusk, Critics and Commentators, 97–98, has argued for the pervading influence of the “Zhou Hymns” on later imperial ritual poems.
        

        
            2. The most convenient context in which to see this development is in the Yuefu shiji, chapters 1–12, where the ritual poems are collected together.
        

        
            3. Jiu Tang shu, 30, 1107–1108.
        

        
            4. Of the other three sets of ten listed in the Jiu Tang shu, one has no subtitles for the movements, but the other two use variations on the progressive ritual movement. There are also several examples of rituals in twelve movements, either with nearly the same set of titles, slightly expanded or with quite different movements—see for example Jiu Tang shu, 30, 1140–1141, where a set elaborates slightly the middle movements of the ritual progression to create a set of twelve.
        

        
            5. Jiu Tang shu, 30, 1103–1107. This exact sequence appears at least two other times in Tang texts: see Ibid., 1112–1113, 1121–1122.
        

        
            6. Howard Wechsler, Offerings of Jade and Silk, 170.
        

        
            7. The preparations and procedures for the Tang sacrifices, particularly for the Feng half, are recounted in several sources, such as the official histories. Howard Wechsler, Offerings of Jade and Silk, has discussed the first of these sacrifices (by Emperor Gaozong) in detail, but has said little about the second, by Emperor Xuanzong, other than to note it followed closely the former one. Wechsler does not address the texts that accompany the performance of the sacrifices.
        

        
            8. Jiu Tang shu, 23, 900.
        

        
            9. Ibid., 30, 1118–1119: poems 1–7 are by Minister He Zhizhang, and poem 8 by Palace Attendant Yuan Qianyao.
        

        
            10. Zhao (shining) is a technical ritual term for the ancestral tablets on left side of the temple (cf. poem 5, mu for the right side); it is not clear how this should be understood here. It also may be just general praise for the deity.
        

        
            11. The terms zu and zong both mean ancestor. I distinguish the terms by closeness to the present ruler; note that zong is also the honorific used by all important Tang Emperors, which could be its immediate referent.
        

        
            12. The terms xiang (worship) and pei (match) are both technical terms of worship in the ancestral temple.
        

        
            13. A good deal of the language is derived from the Major Odes (Daya) section of The Book of Songs.
        

        
            14. Howard Wechler’s detailed description of the annual suburban sacrifice in seven steps gives some idea of the actual activities upon which such texts depend, Offerings of Jade and Silk, 118–120.
        

        
            15. Su Shi shiji, 21, 1079. Translated by Alice Cheang, “Poetry, Politics, Philosophy,” 354.
        

        
            16. Michael Fuller, Road to East Slope, 272.
        

        
            17. Ibid., 284.
        

        18. Alice Cheang, “Poetry, Politics, Philosophy,” 387.

        19. Ibid., 355.

        
            20. Ibid., 387.
        

        21. Ibid., 376.

        
            22. Su Shi, Su Shi shiji, 16, 791-796.
        

        23. Kong Zonghan was Prefect of Qianzhou, in present-day Jiangxi Province (Nankang is an older name for the area); Kong built a stone embankment to protect the city from the flooding of the Zhang and Gong Rivers. Su Shi apparently had seen a painting of the vista from that wall. This construction may have been the inspiration for Su’s building of a similar protection at Xuzhou, crowned with the famous Yellow Tower.

        
            24. I have made this passage into a dialog, assuming that Suzi (Mister Su) is Su Shi’s mocking self-reference, a variation on Su Fuzi—cf. Michael Fuller, Road to East Slope, 156–157.
        

        
            25. “Yu Gong” is a chapter of the Book of Documents (Shujing) that relates the labors of the Great Yu, including an itinerary around the world. Zou Yan was a pre-Han philosopher and geographer. Sima Xiangru was a Han dynasty writer of rhapsodies, including those that described the wonders of the empire.
        

        
            26. Su Shi, Su Shi shiji, 16, 791–792. In conclusion, he depicts his composition as in eight zhang, a term that might also be translated as “stanza.” Without the painting, it is difficult to know exactly the relationship is between the poems/parts/stanzas, but I suspect they were poems inscribed at different junctures of the painting, assuming it was a handscroll.
        

        27. Alfreda Murck, “Eight Views,” 216.

        28. Ibid., 234.

        29. Ibid. 

        30. See my “An Album of Classical Chinese Poems.”

        
            31. These three albums are all held by the Nelson-Atkins Museum of Art; I was able to view them in 1996. They are reproduced in Tung Ch’i-ch’ang, Vol. I, 214–227; and Eight Dynasties, 79–81; Tung Ch’i-chang, Vol. I, 419–420, Vol. II, 278, respectively.
        

        
            32. Tung Ch’i-ch’ang, Vol. II, 174; translation by Chu-tsing Li.
        

        
            33. Nelson-Atkins Museum of Art. Landscape Studies (Shanshui huafan), Ink on paper, 9 ¾ x 6 ¾ inches (24.8 x 17.1 cm). Gift of Mrs. George H. Bunting Jr., 80-33/1. Reproduced in Eight Dynasties, 302–303. The reproduction there has some problems in as much as the order of the album and its notes are confused. If one uses the accession numbers of the Nelson-Atkins Museum as the “proper” order, then the sequence of the leaves (Pine, Creek, Spring, Pond, Precipice, Rock, Cliff, Peak) is correct and the notes are out of order.
        

        34. Ibid., 303.

        35. Ibid.

        
            36. These are scenes described in Mustard Seed Garden, edited by Sze Mai-Mai, 200, 211.
        

        
            37. James Cahill, Compelling Image, 5.
        

        
            38. This can be seen, for example, in Zhang’s Twelve Views of Suzhou (Tung Ch’i-ch’ang, Vol. I, plate 102, 320-321) where each leaf is inscribed with a four-character descriptive phrase labeling the site depicted, similar to those seen on the Xiao and Xiang handscroll. In most cases these sites are easily identifiable in historic Suzhou, with a few verging more toward generic scenes—such as leaf 5’s “ten thousand mountains” which has little to do with the Suzhou landscape.
        

        
            39. Museum fuer Asiatische Kunst, Staatliche Museen, Berlin, Germany. The Zhi Garden. Ink and paint on paper. 32.4 x 34.4 cm. inv no. 1988-463.
        

        
            40. June Li and James Cahill, Paintings of the Zhi Garden, 9. The eight-leaf Berlin album is reproduced in Tung Ch’i-ch’ang, Vol. I, 322–325. This was my first encounter with the album. Later I visited Los Angeles County Art Museum to view their collection of twelve leaves and eight facsimiles of the Berlin group.
        

        
            41. June Li and James Cahill, Paintings of the Zhi Garden, 9.
        

        
            42. This was the event that produced the Paintings of the Zhi Garden catalogue by June Li and James Cahill. The reconstitution of the original album brought together leaves from four different sources: eight from Berlin, six from Cahill (who traded with the previously-mentioned dealer), two from Los Angeles County Museum, and four from Mabel Brandon, daughter of Richard Hobart. The Berlin album was not allowed to be dismantled for the exhibition so only one leaf was on view at a time, but full-size facsimiles of the eight were on view. After the exhibition, the LA Museum acquired Cahill’s six and Brandon’s four to form a twelve-leaf set. I did not learn about this exhibition and catalogue until I had already finished work on this chapter, in which I originally dealt with only the Berlin leaves, along with some speculation about the original set. For those thoughts I had relied on James Cahill’s The Distant Mountains, where he discussed the album in its fuller form. After reading this new account of the history of the set, in which another ex post facto formation seemed to succumb to the power of the numbers, I could not resist keeping my thoughts about these eight leaves.
        

        
            43. James Cahill, The Distant Mountains, 56.
        

        
            44. June Li and James Cahill, Paintings of the Zhi Garden, 11. Lucy Lo-hua Yang, “The Wu School,” 59, says confidently that “Each of the seven subsidiary scenes can be located within the map-like, almost areal overview of the first leaf.” But this seems to ignore the problematic second leaf (see note no. 46).
        

        
            45. June Li and James Cahill, Paintings of the Zhi Garden, 13. “Program” mentioned, Ibid., 9.
        

        46. This is the one scene that June Li and James Cahill cannot identify from the “Whole View,” thus, they say “it must represent the rear gate of the garden, behind the trees in the upper left of the BEV [Whole View].” Ibid., 14.

        
            47. June Li and James Cahill, Paintings of the Zhi Garden, detail of leaf 20; James Cahill, The Distant Mountains, 55.
        

        48. I have already discussed this album at some length in my “Lo Ch’ing’s Poetics.” I do not want to repeat the details of that analysis here, which represented the very beginning of the consideration of the poetic sequence and painter’s album. Here I will draw on some previous points and offer a new view of the album in light of my understanding of the Chinese lyric sequence. 

        
            49. The Saint Louis Art Museum. Album of Figure Paintings. Ink and color on paper or silk; 17 x 9 inches; Saint Louis Art Museum, Museum Shop Fund 112:1990.
        

        
            50. The Cleveland Museum of Art’s The Five Hundred Arhats, handscroll reproduced in Eight Dynasties, plate 205, 263–266.
        

        51. The poetic sequence was written first and the album painted in response to the texts (author’s personal communication); yet as we shall see, that was only the beginning of the dynamic relationship between text and painting.

        
            52. Lo Ch’ing. Buming feixingwu laile, 8–25. Translations from my Forbidden Games and Video Poems, 217–225, with some variations. Courtesy of University of Washington Press.
        

        53. These plates/poems are reproduced in my “Lo Ch’ing’s Poetics,” and now available on MCLC Resource Center web publications, 2004.

        
            54. Lo Ch’ing, Buming feixingwu laile, 25. This note appears in a somewhat different version as the last colophon (figure 15) of the album.
        

        55. I would note that it is more common to speak of the sixteen Arhats, disciples of the historical Buddha; these have been the subject of many works of art, including painting. They also appear as figures in many Buddhist temples, secondary to the central Buddha figure.

        
            56. Lo Ch’ing, Buming feixingwu laile, 25.
        

        57. Ibid. Lo Ch’ing’s listing actually seems closer to the “seven emotions” associated with Confucian, rather than Buddhist, doctrine.

        58. The sequence of paired poem-painting in the published version and that of the album are somewhat different. In both sets, the first three and final two pairs are the same, but in the published sequence the “Arhat of Abandoning the Mind” is in the fourth position, not the sixth, and “The Arhat of Battling Anger” is in fifth position not the fourth, leaving “The Curious Arhat” in the sixth position not the fifth. So using the sequence of the album plates reproduced here, there is a different order in the published version: 1, 2, 3, 6, 4, 5, 7, 8. It is unclear whether that was an intentional difference or just a publishing coincidence. I will use the album sequence as the “correct” one since that must represent Lo’s intention at the time of construction.

        59. See my “Lo Ch’ing’s Poetics of Integration.”

        60. Ibid., 163. 

        
            61. John Hay, “Poetic Space,” 183. The term xiangsheng is from Yuan dynasty dramaturgy, and has been adapted in Lin Shuen-fu’s, The Transformation of the Chinese Lyric Tradition (65, 74), to describe the relationship between Jiang Kui’s poem and preface.
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        Epilogue

        In Significant Numbers

        As for numbers, there are none without significance.

        數者莫無意也

        —Zhou Danlong (644–674)

        From the discussion in the previous chapters we can extract a number of features that describe and define the Chinese lyric sequence, both generally and in specific manifestations. Although these features are not present in all examples of Chinese lyric sequence, they appear with enough consistency over a range of examples to suggest a distinguishing power of the form. These features allow us to formulate an eight-step protocol for reading the Chinese lyric sequence:

        
            	Although the poetic sequence is a ubiquitous aesthetic form in China, it was one that went relatively unnoticed in the critical tradition. As I have said, it seems to have been a genre that was “invisible” to its practitioners, therefore its generic conventions are not generated out of prescription or conscious application, but rather out of the propensity to reproduce the form.

            	I have argued that the sequence of poems was an inherently comfortable way for the Chinese poet to explore literary regions beyond the modesty of the occasional poem. It was comfortable because it maintained contact with that core of Chinese lyricism, perspicuity and occasionality, while it reached toward fictionality. 

            	The texts that comprise a Chinese lyric sequence have a potential dual life: they can be read both as part of the sequence and as independent works, with each text exhibiting its own particular configuration of this potentiality. This is to say that their primary relationship can be circumscribed to those immediate member texts (i.e., a form of intratextuality) or can be much more generalized intertextuality. When the lyric sequence is a duality of image and text, such as in some albums of paintings, then its intratextuality is correspondingly complex.

            	Compared with the poetic sequence in other traditions, the Chinese genre is likely to have an open architecture in which the intratextual relationship of poems resembles more a web than a chain. Within that web, poems tend to form complementary pairs and groups. This allows for the selection and rearrangement that is seen in the anthologizing of poetic sequences and the production and presentation of the album of paintings.

            	Related to that open architecture, there are multiple agents that can produce the Chinese lyric sequence. Not only is an author capable of producing a viable sequence, so can anthologist, editor, or critic; all of which implies the power of the reader as the final agent of the sequence. Thus, the sequencing of materials is a phenomenological activity associated with reading, both in the literal and metaphorical sense. 

            	
                Following Roland Green’s analysis of the “ritual” and “fiction” modes of the Western lyric sequence, I have suggested another dialectic between two modes of composition and reading: xing and fu. This offers a way to understand the variety of structures that the Chinese lyric sequence manifests, as a given sequence can be read as a tension between evocative juxtaposition (xing) and enumeration (fu).
            

            	Finally, the Chinese lyric sequence frequently finds its external form in culturally significant numbers that remain relatively constant through the centuries. These numbers offer a familiar container for the variety of internal architectures that characterize Chinese lyric sequences: the numbers serve as a hard shell for very fluid contents. Sometimes these significant numbers are invoked even when the units in the sequence do not exactly correspond. 

        

        Here I would like to explore further the last of these features: the enumeration of the Chinese lyric sequence in significant numbers.

        By organizing this study around culturally significant numbers, chronologically arrayed across the span of centuries, I am participating in a form of “constructuralism” wherein lie two critical assumptions: first, these numbers inform, perhaps unconsciously, the agency of the Chinese lyric sequence—that is, these numbers call to poets, artists, editors, compilers, and readers as they construct and reconstruct the sequences; and second, there is a determinativeness to this chronology whereby the sequence not only offers a continuity of form but also responds to cultural-historical factors. Thus, numbers and chronology map configurations of culturally embedded significance in Chinese literary culture, at least in the culture that poetic sets, literary anthologies, and albums of paintings share. 

        
            Reflecting on how these assumptions have manifested themselves in the Chinese lyric sequence, I would recall three main points. First, one must remember that the Chinese tradition of numbering poetic sets is primarily cardinal not ordinal. Although one seldom finds a poem numbered within a set (an exception being poems of the months) or referred to by its ordinal position, one often does find sets, large and small, with their overall size clearly labeled. Through usage, that label often becomes part of the title–the Three Hundred Poems (Shi sanbai),1 the “Nineteen Old Poems,” and the “Eight Autumn Meditations.” This tendency is modified somewhat in modern and contemporary sequences that are more likely to number ordinally, which is evidence of the general transformations of Chinese literature in the twentieth century. 2
        

        Second, although there are poetic sets in a myriad of sizes, from pairs of poems to collections in the hundreds, there is a proclivity, especially with certain poets and artists and in certain environments, for the sets to fall into prescribed sizes. This is seen throughout the classical tradition, and I would suggest that there is also evidence of this even in modern and contemporary poetry, as we saw with the case of Lo Ch’ing’s “Bizarre Manifestation of the Dharma” in chapter 7. And sometimes a poetic set is labeled with one of these preferred cardinal numbers even when the poems within the set are not exactly that number—our primary example is the “Nine Songs” discussed in chapter 3. 

        
            Finally, one should note the ubiquity of paired poems as a basic aesthetic construct, reflecting the cultural significance of paratactic parallel structures.3 Every collected work has numerous examples of paired poems, with some poets, such as Su Shi, being particularly insistent and prolific in the form. This paring is carried over to the album of paintings where the double leaf is a constant presence, allowing poems to be paired with paintings in various configurations.4 Although I have not considered the paired poem as a separate macropoetic form, that dual, complementary device is found as an integral part of the internal construction of many lyric sequences. This may be part of the reason why even-numbered sets, especially eight, ten, and twelve are most important to the poetic sequence and the album of paintings, in some contexts accounting for almost all the examples.5 The exceptions discussed here are sequences of nine and five, which challenge my arguments with their special cultural-historical significance.
        

        
            Dore Levy has suggested that enumeration is pervasive in Chinese literary culture, yielding sequences that “underlie the textual integrity of any self-conscious work of literary art.”6 To that I would add that the enumeration by significant numbers is especially pervasive and is not limited to poetic sets and albums of paintings; it is found within a wide array of verbal constructions. First, one should remember that classical prosody itself was based on gross syllable/graph count, which only later was further articulated with tonal sequences.7 Chinese aphorisms (chengyu) invariably followed a four-syllable (or multiples thereof) structure, a principle that remains true even in the modern language. The most important formal essay was the “eight-legged” form (bagu wen), with its prescribed shape duly enumerated. The most popular anthology of Tang poetry, compiled in the eighteenth century, is the Three Hundred Poems of the Tang (Tang shi sanbaishou) although there are slightly more poems than this nice even number suggests.8 And the massive Tang anthology, Blossoms of the Literary Garden, is composed of exactly 1,000 chapters. Even the classical novel, which should offer the most linear, narrative shape, tended toward a predictable size, especially of 100 or 120 chapters, which are simple variations on ten and twelve.9 Andrew Plaks even argues for the ten-chapter substructure of these novels, reminding us of the “decades” of The Book of Songs.10
        

        
            Furthermore, far beyond the literary world, cardinal numbering of various items, events, and concepts is pervasive to Chinese culture throughout its history, including in contemporary times. Certainly all cultures use numbers in this way to some extent (the seven deadly sins, the seven seas, Snow White and the seven dwarfs, seven types of ambiguity, etc.); yet the practice seems particularly ubiquitous in China and in various Chinese cultures and discourses. The list of even the most common usages would be extensive, beginning perhaps with: the twelve heavenly branches and the ten earthly stems, the nine tripods of Yu, the eight trigrams, the eight immortals, and the eight don’ts; the five elements, the five organs, and the five tastes; the four treasures of the scholar, the four modernizations, and, of course, the Gang of Four. Although these are the numbers that I have chosen to feature in this study, cardinal numbering is clearly not limited to sets of these sizes; there are also various sets of eighteen, six, and three. In fact there is evidence that some of those other numbers are as significant to the Chinese aesthetic tradition as the ones I have chosen to feature here.11
        

        We might wonder what could account for the ubiquity of this type of cardinal enumeration. Is this merely the arbitrariness of a semiotic code? Or is there some cultural DNA that urges Chinese authors to enumerate their literature (and, indeed, other phenomena) in such standard shapes to suggest a wholeness by that very numbering, with or without an internal architecture holding the pieces in place within the set? 

        
            For an answer to these questions one needs to return to the sense of “ritual” in literary culture, as both Roland Greene and Andrew Plaks have used the term. In my opening arguments I suggested that the ritual mode of apprehension, as opposed to the fictive or narrative mode, was dominant in Chinese literature. I believe we can now argue that this ritual quality accounts for the use of significant numbers: the numbers are culturally shared configurations that allow literary materials to move away from the personal lyric toward a more public, intratextually significant form. Furthermore, since ritual wholes are not built of linear progressions in which units are enchained but rather of paratactic relationships where materials are combined and interchanged, this leads to the ability of the lyric sequence to be incomplete and still whole. Although there are examples of enchained poems, including ritual sets, in the Chinese lyric sequence, they usually occur within the enumerative frame of significant numbers.
        

        If there is a single rationale behind all this ritual and enumeration, it must be posited in the deepest and most stable layer of Chinese culture–that is, in language. The nature of Chinese language, especially classical language with its strong paratactic structures, may encourage the building of literary sets of enumeration, generated ultimately by relational pairs. If Chinese language is the prime engine of cultural enumeration then it logically manifests itself most clearly in literary culture, where language is both vessel and contents. Yet, as the vessel of all cultural artifacts (in the sense that human constructions are all ultimately mediated by language-based cognition), Chinese language may inform quite disparate examples of enumeration—from sets of ancient bronze vessels to the grammar of contemporary political slogans.

        Notes

        
            1. An early name for the Shijing; note that there are not exactly 300 poems in the anthology—currently 305, and originally perhaps 311.
        

        
            2. There was a practice of giving ordinal numbers to the poems of a set in the convention qi-numeral (eg., qiyi, number one). But this convention seems to be a late developing one, perhaps emerging from the sequencing in the lyric songs (ci) sets. But note the numbering of Zhang Heng’s “Four Sorrows,” as discussed in chapter 4.
        

        
            3. Stephen Owen, Traditional Poetry and Poetics, chapter 3, discusses the pervasiveness of parallelisms, suggesting a relationship between cosmology and poetic form.
        

        
            4. James Cahill, The Lyric Journey, 23–46, discusses this relationship, beginning with the double sided fan.
        

        
            5. In Wen Fong’s Images of the Mind, of the ten albums he reproduces, four have eight leaves, three have ten leaves, and two have twelve leaves. Of the forty-two albums in Tung Ch’i-ch’ang, twenty-six are in these three sizes.
        

        6. Dore Levy, “Constructing Sequences,” 493.

        
            7. Note that the tonal sequencing is a form of enumeration cited by Dore Levy, Chinese Narrative Poetry, 52; yet Levy’s use of the term “enumeration” places more emphasis on the ordering of sets, that is the ordinal number, then in my understanding.
        

        
            8. There are now various counts, with the original perhaps having 310—see Indiana Companion, edited by Nienhauser, 753.
        

        
            9. I am thinking of Sanguo yanyi, Shuihu zhuan, and Honglou meng in their final form with 120 chapters; and the Xi you ji and Jin ping mei with 100 chapters.
        

        
            10. Andrew Plaks, Masterworks, 72–75.
        

        
            11. The dictionary of aesthetic culture, Zhongguo meishu cidian, lists as many entries for “six” as for “eight” and “five,” and twice as many for “three.” “Seven” appears, however, much less often. The evidence from standard dictionaries is similar. Yet, the unreliability of such evidence is clear when one notes that “ten” and “twelve” have very few entries, which does not represent their cultural importance.
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        Glossary

        Names and titles that appear in the Bibliography not included; names and terms that appear in cited poems not included unless discussed in the text; all terms in full-form characters.

         an 暗 (dark)
        

         ao 媼
        

         ba feng 八風
        

         ba gua 八卦
        

         ba jing 八景
        

         ba xian 八仙
        

         ba xing 八刑
        

         ba zhang 八章
        

         babao fan 八寶飯
        

         bagu wen 八股文
        

         Bai tou yin 白頭吟
        

         Baidi 白帝
        

         Baizhu ge 白紵歌
        

         bao su 寳粟
        

         bei liang 北梁
        

         biao 表
        

         Bin feng 豳風
        

         caishi guan 採詩管
        

         cao 草
        

         Cao Zhi 曹植
        

         Cengyang 涔陽
        

         Chang’an 長安
        

         changlü 長律
        

         chen wang 塵網
        

         Chengdu 成都
        

         chengyu 成語
        

         cheng-zhuan 乘專
        

         Chi di 赤帝
        

         Chuci 楚辭
        

         ci 詞
        

         ci wu he zu gui 此物何足貴
        

         Cong jun 從軍
        

         Congling 蔥岭
        

         cui 催
        

         Da Yu 大禹
        

         da zhi 大旨
        

         Dai 岱
        

         Danfu 亶父
        

         Daya 大雅
        

         Deng ge dian yubo 登歌奠玉帛
        

         Di 帝
        

         diezhang 疊章
        

         Dizi 弟子
        

         dokugin renga 獨吟連歌
        

         dong huang 東皇
        

         Dong Qichang 董其昌
        

         Dong Tonghe 董同龢
        

         Dong Zhongshu 董仲舒
        

         Dongpo bashou 東坡八首
        

         Dongting 洞庭
        

         Du Shanhai jing shisanshou 讀山海經十三首
        

         duan si 短絲
        

         duilian 對聯
        

         fa 法
        

         fa duan 發端
        

         Fan Deji 范德機
        

         Fan Peng 范梈
        

         fang gu 仿古
        

         fei ju 飛駏
        

         fei long 飛龍
        

         fei yuan 飛泉
        

         fei zhu 飛柱
        

         feng 風 (airs)
        

         Feng 酆 (city)
        

         fu 賦
        

         Fu fei 伏妃
        

         Fu Sinian 傅斯年
        

         Fu Xi 伏羲
        

         Fu Xuan 傅玄
        

         Fu Yuan 傅元
        

         Furong xiaoyuan 芙蓉小園
        

         fusang 扶桑
        

         fushimono 賦物
        

         Gan Jiang 幹將
        

         gan su 甘露
        

         gang ling 綱領
        

         Gao Yao 高要
        

         Gaotang 高唐
        

         ge 歌
        

         gexing 歌行
        

         geyao 歌謠
        

         gong 共
        

         Gong Xian 龔賢
        

         gongti shi 宮題詩
        

         gu yuan (xin) 故園(心)
        

         guan hu 觀乎
        

         guang 光
        

         gui 簋
        

         Gui yuantian ju 歸園田居
        

         Gun 鮌
        

         guo feng 國風
        

         Guo Pu 郭璞
        

         gushi 古詩
        

         Gushi shijiushou 古詩十九首
        

         guwen 古文
        

         haikai 俳諧
        

         han shi 寒食
        

         Hangu 函谷
        

         Hanyang 漢陽
        

         Hao 鄗
        

         hao du shu 好讀書
        

         Haotian shangdi 浩天上帝
        

         he 和 (jade)
        

         he 河 (river)
        

         he bo 河伯
        

         He Zhizhang 賀知章
        

         Hong lou meng 紅樓夢
        

         Hongren 弘仁
        

         hou 候
        

         Hu 胡
        

         hua ce 畫冊
        

         Hua’e jiacheng 花萼夾城
        

         huan 歡 (love)
        

         huan 還 (return)
        

         Huan Dou 驩兜
        

         huan ju zhi nong fou 歡詎知儂否
        

         huang 凰 (phoenix)
        

         huang 荒 (waste)
        

         huang quan 黃犬
        

         Huang zhi 黃祗
        

         Huangdi xing 皇帝行
        

         Huangdi zhuoxian yinfu 皇帝酌獻飲福
        

         Huangzhou 黃州
        

         Huihong 惠洪
        

         Huishan Cizong 徽山詞宗
        

         Hujia shibapai 胡笳十八拍
        

         hyakuin 百韻
        

         ji 急 (urgent)
        

         ji 集 (collected works)
        

         Jia Yi 賈誼
        

         jian 兼 (merge)
        

         jian 見 (see)
        

         Jiang 姜 (peoples)
        

         jiang 江 (river)
        

         Jiangling 江陵
        

         jiaomiao ge 郊廟歌
        

         jiaoming 鹪明
        

         jiaosi 郊寺
        

         jiaotong 狡童
        

         jie 接 (touch)
        

         jie 解 (stanza)
        

         jin 今
        

         Jin ping mei 金瓶梅
        

         jing nü 靜女
        

         jinwen 今文
        

         jiu 酒
        

         Jiu bian 九變
        

         jiu cheng 九成
        

         Jiu ge 九歌
        

         jiu he 九河
        

         Jiu huai 九懷
        

         jiu ke 酒客
        

         jiu keng 九坑
        

         jiu tian 九天
        

         Jiu zhang 九章
        

         jiu zhou 九州
        

         Jiuyi 九疑
        

         Jiuzi Mu 九字母
        

         jiuzi zong 九子粽
        

         jiwen 祭文
        

         Jizhou 冀洲
        

         jueju 絕句
        

         junzi 君子
        

         ke huai 可懷
        

         ke wei 可畏
        

         Kokinwakashū 古今和歌集
        

         Kong Yingda 孔穎達
        

         kongwu 空無
        

         Kongzi shilun 孔子詩論
        

         ku xin 苦心
        

         Kuang Heng 匡衡
        

         Kuifu 夔府
        

         Kuizhou 夔州
        

         Kunlun 崑崙
        

         Kunming 昆明
        

         Kunwu 昆吾
        

         lan xiao ren 蘭笑人
        

         Laozi 老子
        

         lei 類
        

         leishu 類書
        

         li 理 (pattern)
        

         Li 醴 (river)
        

         Li gong 離宮
        

         Li sao 離騷
        

         lian zhang 連章
        

         liang dian 涼殿
        

         liang 良
        

         Liangfu 梁甫
        

         liangren 良人
        

         lianju 連句
        

         Lin Huaimin 林懷民
        

         ling 靈
        

         Lintao 臨洮
        

         liu lü 六律
        

         Liu Shitou 劉石頭
        

         Liu Xiang 劉向
        

         Lu 魯
        

         Lu Guimeng 陸龜蒙
        

         lu hua 露花
        

         Lu Ji 陸機
        

         Lu You 陸游
        

         Lu Yuanchang 盧元昌
        

         luan 亂
        

         Luofu 羅敷
        

         luohan 羅漢
        

         lüshi 律詩
        

         Ma Mengde 馬夢得
        

         Ma Zhengqing 馬正卿
        

         Man’yōshū 萬葉集
        

         Mao 毛
        

         Mei Sheng 枚乘
        

         Meipi 渼陂
        

         meiren 美人
        

         Meng Haoran 孟浩然
        

         Milou 汨羅
        

         Mingguang 明光
        

         Moshang sang 陌上桑
        

         mu 穆
        

         Mu Tianzi 穆天子
        

         Nan shan 南山
        

         nigu 擬古
        

         Nü Wa 女媧
        

         pei 配
        

         Peng 彭
        

         Penglai 蓬萊
        

         ping 平
        

         qi 氣 (air)
        

         Qi 齊 (state)
        

         qi cheng zhuan jie/he 起乘專結/合
        

         Qi Liang 杞梁
        

         qi xing 起興
        

         qi yin 七音
        

         Qian Xuan 錢選
        

         Qianzhou 虔州
        

         Qin feng 秦風
        

         Qing miao 清廟
        

         Qing 清
        

         Qingming 清明
        

         Qingshang 清商
        

         qiong fang 瓊芳
        

         Qiuxing bashou 秋興八首
        

         qiyi 其一
        

         qu 曲
        

         Qu jiang 曲江
        

         Qu shui 曲水
        

         Qu Yuan 屈原
        

         Quan Tang shi 全唐詩
        

         quanci 詮次
        

         Qutang 瞿唐
        

         renga 連歌
        

         Renwu huace 人物畫冊
        

         renyi 仁義
        

         ru 入
        

         ru yun 如雲
        

         Ruan Ji 阮籍
        

         Ruo shui 弱水
        

         Ruoye 若耶
        

         San Miao 三苗
        

         Sanbai shi 詩三百
        

         sangma 桑痲
        

         Sanguo yanyi 三國演義
        

         sanshi nian 三十年
        

         sha 殺
        

         shan 禪
        

         Shang huang 上皇
        

         shanshui 山水
        

         Shanshui huafan 山水畫範
        

         shaoyao 勺藥
        

         shen jie 甚解
        

         sheng 聲
        

         shi 十 (decade)
        

         shi 詩 (poetry)
        

         Shi ji 詩紀
        

         Shi kong liushou 十空六首
        

         Shi Tao 石濤
        

         shi yan zhi 詩言志
        

         Shifa 詩法
        

         Shijing 詩經
        

         shishi 史詩
        

         shou 首
        

         Shou gong 壽宮
        

         Shu 叔
        

         Shu Duan 叔段
        

         Shu jing 書經
        

         Shuihu zhuan 水滸傳
        

         Shun 舜
        

         shuo furen 說婦人
        

         Si chou 四愁
        

         sifang 四方
        

         sihai 四海
        

         Sima Xiangu 司馬相如
        

         simo 死沒
        

         sining 四佞
        

         sishi 四時
        

         Sishi tianyuan zaxing 四時田園雜興
        

         sixiang 四象
        

         song 頌
        

         Song Di 宋迪
        

         song shen 送神
        

         Song wenwu chuying wuwu ru 送文武出迎武舞入
        

         songshenqu 送神曲
        

         Su Fuzi 蘇夫子
        

         su nü 素女
        

         Su Shi 蘇軾
        

         su shou chou zhen leng 素手抽針冷
        

         su shou qing tiao shang 素手青條上
        

         Sui 随
        

         Suzi 蘇子
        

         Tai 太 (mountain)
        

         Tai E 太阿
        

         Tai yi 太一
        

         tanka 短歌
        

         tao 套
        

         ti 體
        

         tian 天
        

         tianyuan 田園
        

         tong 通
        

         tuori lei 他日淚
        

         wan chun 晚春
        

         wang 望
        

         Wang Bao 王褒
        

         Wang Bo 王柏
        

         Wang Can 王粲
        

         Wang chuan ji 輞川集
        

         Wang Guowei 王國維
        

         Wang Hong 王洪
        

         wang hou 王后
        

         Wang Jinzhu 王金珠
        

         Wang Sishi 王嗣奭
        

         Wang Wei 王維
        

         Wei 洧 (river)
        

         Wei 魏 (state)
        

         Wen wang 文王
        

         Wenyuan yinghua 文苑英華
        

         Wenzhang liubie ji文章六別集
        

         wu 巫 (shaman)
        

         Wu 吳 (state)
        

         Wu Bin 吳彬
        

         wu sheng 五聲 (five notes)
        

         Wu sheng 吳聲 (Wu songs)
        

         Wu Weiye 吳偉業
        

         Wu Zixu 伍子胥
        

         Wujing tongyi 五經通義
        

         Wujun zhi 吳郡志
        

         Wushan 巫山
        

         Wuwu 武舞
        

         wuxing 五行
        

         wuyanshi 五言詩
        

         wuyue 五月
        

         xi 繫
        

         xi qu 西曲
        

         Xi you ji 西遊記
        

         xiang 香 (fragrant)
        

         Xiang 湘 (river)
        

         xiang 享 (sacrifice)
        

         xiang han 香汗
        

         xiangsheng 相生
        

         Xiao 消 (city)
        

         xiao 蕭 (moan)
        

         Xiao Gang 蕭綱
        

         xiao shi 小詩
        

         Xiao Tong 蕭統
        

         xiaoren 小人
        

         Xiaoya 小雅
        

         Xie Lingyun 謝靈運
        

         xing 興
        

         xing gong 行宮
        

         Xing lu nan 行路難
        

         xinglü 行旅
        

         Xishi 西施
        

         Xiwangmu 西王母
        

         Xu Ling 徐棱
        

         Xu Shen 許慎
        

         xuan 玄(discourse)
        

         xuan 選 (select)
        

         Xuanzong 玄宗
        

         Xuzhou 徐州
        

         ya 鴉
        

         yang 陽
        

         yang cheng 陽城
        

         Yang Xiong 揚雄
        

         Yang Yun 楊惲
        

         yange 艷歌
        

         Yanmen 雁門
        

         yi 一
        

         Yi jing 易經
        

         yi nan cao 宜男草
        

         yin 淫 (excessive/licentious)
        

         yin 陰 (of yin-yang)
        

         Yin jiu ershishou 飲酒二十首
        

         yin shi 淫詩
        

         Ying zu 迎俎
        

         ying/jiang shen 迎/降神
        

         yingshenqu 迎神曲
        

         yipian wenzi 一篇文字
        

         yonghuai 詠懷
        

         Yongming 永明
        

         yongshi 詠史
        

         yongwu 詠物
        

         you 幽
        

         youlan 幽蘭 (secluded orchid)
        

         youlan 遊覽 (sightseeing)
        

         youxian 遊仙
        

         Yu Chang 俞瑒
        

         Yu gong 禹貢
        

         Yu Guang 余光
        

         Yuan Mei 袁枚
        

         yuan 願 (desire)
        

         yuan 怨 (resent)
        

         Yuan 沅 (river)
        

         yuanyou 遠遊
        

         yue 月 (month)
        

         Yue 越 (state)
        

         yueci 樂詞
        

         yuefu 樂府
        

         Yusu 御宿
        

         zani 雜擬
        

         zashi 雜詩
        

         Zeng Baima Wang Biao 贈白馬王彪
        

         zengda 贈答
        

         Zhang Heng 張衡
        

         Zhang Hong 張宏
        

         Zhang Zai 張載
        

         zhang 章
        

         zhao 昭
        

         Zhaoming taizi 昭明太子
        

         zhaoyin 招隱
        

         zhe 折
        

         Zhen 溱
        

         Zheng 鄭
        

         zheng shu 整數
        

         zhi 芝
        

         Zhi yuan quan jing 止園全景
        

         Zhi yuan tu 止園圖
        

         zhong zhou 中州
        

         Zhongxingge 中興歌
        

         Zhongzi 仲子
        

         Zhou 周 (dynasty)
        

         Zhou 軸 (in state of Zheng)
        

         Zhou Chen 周臣
        

         Zhou Tianqiu 周天球
        

         Zhu Rong 祝融
        

         Zhuang 莊
        

         Zhuang Ji 莊忌
        

         Zichong 子充
        

         Zidu 子都
        

         Ziye 子夜
        

         Ziye ge 子夜歌
        

         Ziye sishi ge 子夜四時歌
        

         zong mao 總冒
        

         zong miao 宗廟
        

         Zou Yan 鄒衍
        

         zuo 座
        

         Zuo Si 左思
        

         zushi 組詩
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gure 15. Lo Ch'ing. Athum of Figure Paintings. Colophon.
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Source: Courtesy of the artist and the Saint Louis Art Museum.
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Figure 2. Hongren. Landscape Studies. Leaf 8, “Peak.”

Source: Courtesy of Nelson-Atkins Museum of Art, Kansas City,
ndscape Studies (Shanshui huafan), Qing Dynasty (1644-1911). Gift o
rs. George H. Bunting Jr., 80-33/1. Photo: Jamison Miller.
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Figure 3. Zhang Hong. Zhi Garden. Leaf 1.
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Table 3. Structure of “Nine Songs” by Chen Shih-hsiang.

1. Invocation

‘The Great Unity (1)

2. First Pair of
Worship

Lord of East (7)
Lord within the

3. Second Pair of
Worship

Goddess of Xiang (3)
Lady of the Xiang (4)

. Third Pair of
Worship

Greater Master of
Fate (5)

Mountain Spirit (9)

Clouds (2) Lesser Master of
Fate (6)
5. Fourth Pair of | 6. Finale 7. Processional
Worship
Hymn to the Honoring the
River Earl (8) Fallen (10) Dead (1)
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Table 2. Chu ci texts in relation to Qu Yuan's

Pre Qu Yuan Texts

Central Qu Yuan Text

Tian wen (Heavenly Questions)

Li Sao (Encountering Sorrow)

Jiu ge (Nine Songs)

Zhao hun (Summons of the Soul)

Da Zhao (Great Summons)

Post Qu Yuan Anonymous
Texts

Post Qu Yuan Literati Texts

Yu fu (Fisherman)

Jiu Bian (Nine Changes) Song Yu

Bu ju (Divination)

Zhao yin shi (Summons for a
Recluse) Liu An

Jiu zhang (Nine Picces)

Ai shi ming (Alas That My Lot
Was Not Cast) Zhuang Ji

Yuan you (Far-off Journey)

Jiu huai (Nin Regrets) Wang Bao

Xi shi (Sorow for Truth

Betrayed)

Jiutan (Nine Laments) Liu Xiang

Qi jian (Seven Remonstrances)

Jiusi (Nine Longings) Wang Yi
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Table 1. Outline of Disorder.

Poem | Upper preface

Subject

Lower Preface
Detail

75 Wu (770-743)

Praise his virtue

76 | Zhuang (742-700)

Criticism lack of resolution

77| Zhuang

Criticism re: Shu

78 | Zhuang

Criticism re: Shu

79 Wen (671-627)

Criticism of advance of Gao Ke

80 | Zheng Court

Praisc of past, satire on present

81 Zhuang

Praisc of past, loss of loyalty

82 Generalzed

Criticsm re: lack of virtue

83 Zhao (701-694)

Satire of marriage

84 | Zhao Criticism of poor judgement
85 | Zhao Ruler’s weakness

86 | Zhao Ruler’s weakness

87 | Generalized Criticism of state disorder

88 | Disorder (luan)

Not proper marriage

89 Disorder

Contact between men and women

90| Superior man Age of disorder

91 Neglect of schools | Age of disorder

92| No proper ministers _| Pity of Zhao

93| Disorder Royal family conflict

94| Untimeliness Marriage practice disarra

95 Disorder

Strife, lewdness
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Table 7. Structure of Third Metacouplet.

Poem | Lines 1-4 Lines 5-8 Related
poems
Five | Mythical-historical | Present imperial | 3,4
allusions imagery
Intertextual Du Fu’s past
associations
Six | Presentimperial | Present imperial | 1,2
palaces equipage
Du Fu absent Du Fu absent
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Figure 4. Zhang Hong. Zhi Garden. Leaf 8.

Source: bpk Bildagentur/ Museum fuer Asiatische Kunst, Staatliche
Museen, Berlin/ Photo: Jirgen Liepe, Art Resource, NY.
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Table 5. The Potential Production of Seasonal Sequences.

Syntagmn

Spring — Summer— Autumn— Winter

1 1 1 1

20 spring 20 summer 20 autumn 20 winter

Dynamics

— indicates progression of syntagmn; {
indicates paradigmatic interchangeable
integers used in syntagmns, here the twenty

poems of each season
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Figure 5. Lo Ch'ing. Album of Figure Paintings. Cover.
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Table 6. Structure of Second Metacouplet.

Poem | Lines 1-4 Lines 5-8 Rhyme

Three | Everyday Kuizhou | Historic Chang’an | *-jei
Du Fu absent Current friends

Four | Present-day Present-day *-uei
Chang’an countryside
Du Fu absent Du Fu in exile
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Table 4. Four Directions, Four Seasons, and the Five Elements.
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