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Translator’s Preface

Yoshikawa Kojird wrote highly scholarly book-length studies on
Yuan drama, on the poetry of Tu Fu, and on the Shu ching, or
Classic of Documents. He also wrote popular works of scholarship
on Chinese literature, especially T’ang poetry, that became best-
sellers in Japan. In addition, he wrote articles that tend to fall
somewhere between specialist pieces and popular ones, covering
virtually every period of Chinese literature and most major literary
figures. Five Hundved Years of Chinese Poetry, 1150-1650 belongs
to this last category. The second of a pair of introductory volumes
to a series of books edited by the author and his Kyoto University
colleague, Ogawa Tamaki, this book was designed for a broad
readership, to whose more specialized interests it appealed. The
series—devoted to traditional Chinese poetry of the Sung period
and later—included ground-breaking volumes on individual au-
thors who had scarcely been treated by earlier Chinese and Japa-
nese scholars. Like the first introductory volume of the pair, the
author’s An Introduction to Sung Poetry,! this volume provided an
overview of an entire period. It was both less specialized than the
other volumes in the series and demanded more the perspective of
a seasoned senior scholar.

Yoshikawa K6jiré was such a scholar, and he wrote this study
much in the tradition of Chinese shik-hua, or “causeries on po-
etry,” which date back to the Sung dynasty. It is not that a shib-
hua author would write a treatise on poetry or poetics to convince
the reader through his argumentation that the views he was offer-
ing were correct. The words of a shib-hua generally have value
because they are stated by the personality who is writing them: he
is an important or interesting figure, usually one of wide learning.?

! See Introduction, n. 7, for complete citation.
2 The author was such a figure, being the doyen of traditional Chinese studies in
Japan and the most famous Japanese scholar of Chinese literature of the cen-

xi



xii TRANSLATOR’S PREFACE

Such works were normally written in random or anecdotal fash-
ion, sometimes with an almost stylized idiosyncracy. This study
by Yoshikawa K&jir, although definitely in that tradition, is con-
siderably more coherent in argument than most shih-hua.

Popular scholarly work has long garnered a large audience in
Japan. Works of high quality by well-known modern scholars have
circulated quite widely—for example, Nakane Chie’s study of the
structure of Japanese society or Ishida Eiichird’s work on compar-
ative anthropology. In the 1950s and 1960s, publishers ventured
to issue numerous multivolume series on Chinese literary and
philosophical works to a public well-known for its avid book buy-
ing. Their issuance was prompted in part by interest in China, in
Chinese culture, and in the Chinese background to Japanese cul-
ture. Such circumstances marked the appearance of the innovative
series of volumes on major Sung and later Chinese poets for which
the present work serves as an introduction.

The present study should be viewed as developing from these
two strains: the Chinese shih-hua tradition of informal, anecdotal
discussion of poetry, and the haute vulgarisation of scholarship in
Japanese trade publishing at its best.

Five Hundyed Years of Chinese Poetry, 1150-1650 does not pretend
to offer a comprehensive history of the poetry of the period. Nor
does it present literary analysis of the poetic work it introduces—
analysis as understood by students of New Criticism or later crit-
ical movements in the West. The volume is the only historical sur-
vey available, in any language, of Chinese poetry during the five-
hundred-year period it treats.® As such, it offers something that
might be likened to a tour of a wilderness area, one conducted by
an especially experienced and intelligent guide who wants his
charges both to learn from the experience and to enjoy it. Leading
us into an uncharted region, the author points out its general fea-

tury. Moreover, what Yoshikawa K6jird has to say about poetry of the Chin, Yuan,
and Ming dynasties—that it continues to be the most important literary genre over
the period—carries special weight, as it is being said by one of the outstanding
scholars of that period’s fiction (specifically, its drama).

3 There are survey histories of Yuan poetry, general surveys of the entire span of
Chinese poetry and/or literature, and anthologies of Chinese poetry that include
selections from the period.
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tures, draws our attention to new and different phenomena, and
pauses to introduce major items (and numerous minor ones), all
the while taking pains to keep the entire amble interesting. In a
word, this is old-fashioned literary history at its best.*

Yoshikawa K6jir6’s work also represents a balance of a different
sort, one of literary style. Many (indeed, most) Japanese scholars
of traditional China write works in turgid language, seldom stray-
ing from the use of learned Chinese compounds to write in a Jap-
anese that can seem more intended to impress the reader with the
author’s earnest scholarliness than to communicate material
clearly in what is supposed to be the author’s native language.
Such style is not unlike that of classical scholars or others in the
West who write a very Greek or Latinate English or who, with
little or no explanation, freely cite a host of technical terms that
are virtually incomprehensible to the nonspecialist, intelligent
reader.

By the same token, with the admirable intent of writing in a
Japanese that contemporary readers can understand, a number of
other Japanese sinologists have taken to writing in natural, mod-
ern Japanese. When done skillfully, the results can be admirable.
What not infrequently happens, however, is that their writing be-
comes terribly prolix. Five characters in the line of an original
Chinese poem, when translated, can become three lengthy lines of
Japanese paraphrase; and much the same material may be re-
hashed in a footnote. Here and elsewhere in their work, what such
authors really need is nothing so much as a good editing.

Yoshikawa Kojiro belongs to neither of these categories. Writ-
ing in a particularly plain modern Japanese by sinological stan-
dards, he does not hesitate to insert the occasional born mot in the
form of an apt, but unusual (for modern readers) Chinese com-
pound. Many of his sentences are quite short, being interspersed
with longer ones; and occasionally there is the involved or con-
voluted sentence. The combination makes for fluid pacing. Clearly
the author wanted his audience to enjoy what he has to say while

* It offers much the same pleasure that one can derive from reading Van Wyck
Brooks, The Flowering of New England, 1815-1865 (Boston: Houghton Mifflin
Co., 1936; rpt. 1981), and other such titles.



Xiv TRANSLATOR’S PREFACE

reading it. He is never prolix; if anything, he errs in the opposite
direction. In a word, he strikes a pleasing stylistic balance.

Yoshikawa Kojird’s renown among Japanese intellectuals in
fields totally unrelated to his own stems largely from the informed
readability of his writing. The famous twentieth-century hasku
poet Nakamura Kusadao once told the translator how much he
enjoyed reading Yoshikawa K6jird’s work, mostly for the reasons
just outlined.®

I suggest to those interested in checking the Japanese-language
original of this study that they also consult Cheng Ch’ing-mao’s
fine Chinese-language translation of the work.” It is invaluable for
its citation of the original Chinese for most prose excerpts in the
work (which appear only in Japanese translation in the original).
The Chinese version also occasionally includes supplemental pas-
sages that are cited from original sources (histories, biographies,
and collected writings) to bolster the author’s discussion of indi-
vidual poets. Cheng Ch’ing-mao cites the original Chinese texts
of the numerous poems that appear in the study, translating into
modern Chinese only the author’s appended notes on specific
turns of phrase and poem lines or occasional paraphrasings of an
entire poem. Otherwise, consistent with Chinese scholarly prac-
tice, there are no translations of the original poems into modern
Chinese.

The Japanese original of the work is worth consulting for the
“parsing” (kundoku) apparatus that is appended to all of the poems
cited; this is the system of notation that has traditionally been used
by Japanese to explicate classical Chinese. Generally, it is helpful
to have such material in addition to the original Chinese poem-
text, as the author frequently must indicate how he understands
the use of words or phrases in an original poem; the notation may
indicate whether a term is used as a verb, verb object, topic, or

5 It is also true that the author wrote parts of this volume in haste. He skimped
in clarifying some of its points and certainly developed others meagerly. And cer-
tain metaphors are overworked (toned down in translation), betraying the signs of
perfunctory editing.

6 Needless to say, I hope this translation creates an acceptable English-language
analogue to the original.

7 Yuan Ming shik kai-shuo (Taipei: Yu-shih wen-hua shih-yeh kung-ssu, 1986).
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adverb and, if as a verb, whether it is construed as being passive,
causative, or the like.

In making this translation, I had to commit myself in English
in ways that neither Yoshikawa Kojir6 nor Cheng Ch’ing-mao was
forced to do when treating the dozens of classical Chinese poems
that are cited. English offers neither the option of simply indicat-
ing the constituent grammatical elements of a Chinese poem nor
that of merely quoting the original poem without comment.

When I understand a line or passage in one of the poems in a
way that clearly differs from the author’s parsing or occasional par-
aphrasing of it into Japanese, I render the author’s interpretation
in the body of the text and offer my alternative in a footnote. Of
course, in many instances, because of the nature of Japanese ku#n-
dokn “construing” of Chinese texts, the author’s interpretation of
a poem is vague or opaque at best. It is worth noting, however,
that on more than one occasion when I asked Yoshikawa Kojird
which of two renderings of a passage he thought more correct, he
shrugged his shoulders and said he did not know.?

Yoshikawa Kojir6’s study is useful for the parallels it draws be-
tween Chinese and Japanese literature, history, and thought, es-
pecially the influences of the one on the other. In order to keep
the argument of the translation focused on Chinese poetry, how-
ever, I have removed most such material to the footnotes. It adds
an interesting and important dimension to the work.?

I have not hesitated to rearrange material from the original in my
translation so as to make it more consistent with the expectations
of English-language readers. Most such adjustments are minor
(e.g., placing the explication of a poem line immediately before
the citation of that poem rather than after). One chapter in the
original, however, has been divided in two, to form the Introduc-
tion and chapter 1 of the translation. This serves to make chapter

8 This was an endearing quality of the man (and a rare one among famous schol-
ars of Chinese literature, as many readers will appreciate).

? The only other book-length volume by the author translated into English
(apart from the one noted on Sung poetry) treats similar issues: Jinsas, Soras, and
Norinaga: Three Classical Philosophers of Mid-Tokugawa Japan, trans. Kikuchi Yuji
(Tokyo: Toho Gakkai, 1983).



xvi TRANSLATOR’S PREFACE

1, which deals with the nature of Chinese poetry of the later im-
perial dynasties, consistent with A» Introduction to Sung Poetry,
where the first chapter treats the nature of Sung poetry. Also, in-
asmuch as the discussion of Yuan Hao-wen in chapter 2 is hard to
follow as originally ordered, I have rearranged the author’s treat-
ment so that it falls more clearly into two segments: chronological
discussion of the poet’s life and work, and general discussion of
his literary theory.

Virtually all that is included in the original work appears in the
translation, except for secondary names of poets or rulers (i.e., lit-
erary or posthumous names), dates needlessly repeated in terms of
reign periods (e.g., “1593 or Wan-li 22” is rendered simply as
“1593”), explication of poem lines clearly incorporated in the
translations, and a few redundant references by the author to his
own published work. The only important exception to this is the
abridged version of Ho Ching-ming’s “Song of the Bright
Moon,” which appears in chapter 7. The author cites the entire
poem, minus any commentary other than minimal kundoky an-
notation; as the poem is a long pastiche of allusions that make
little or no sense without lengthy explication, I decided that the
present excerpts adequately suggest the nature of the piece.

As for material that has been added to the original, most such
items are clearly identifiable by being enclosed in brackets in the
notes. Many minor explanatory points have been inserted in the
text (and occasionally in the author’s notes) without such nota-
tion.

There is a small body of detail, however, that differs from the
original and is not so identified. It consists mostly of corrections
of minor misprints and errors in the original: incorrect dates,
poem titles incorrectly or incompletely cited, characters mis-
printed in the poems, and inadequate or misleading citation of
official titles. Some of these were pointed out to me personally by
the author. A few such corrections were noted by Japanese review-
ers of the original book. Some are indicated by the author in the
three-page supplement and list of corrections that he appended to
the study, as reprinted in volume fifteen of his collected work.1?
Several such items are rectified by Cheng Ch’ing-mao in his

1¢ See Introduction, n. 1, for complete citation.
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Chinese-language translation of the volume, and I corrected some
in passing. It would be pedantic and cumbersome to list these in
detail.

Citations in the translation have been kept to a minimum. They
are mostly restricted to Western-language items, as specialists are
presumed to know where to find relevant Chinese- and Japanese-
language material. Moreover, with few exceptions, the notes refer
only to book-length Western-language studies of poets treated in this
survey. There are many books on the history of the period and a
wealth of articles in English and other Western languages on many
of the figures treated.

By the same token, I have indicated other Western-language
translations only for those poems that are cited in their entirety.!
There may be other renderings, complete or partial, of poems
quoted here in excerpt form (sometimes only with a single cou-
plet). Those that are pointed out are indicated simply as a courtesy
to the reader. Except for some noted in chapters 2 and 3, most
such translations were not in print during the long gestation pe-
riod for the renderings in this volume.

Those who find the poetry of the period of interest might also
wish to consult, in addition to the author’s An Introduction to Sung
Poetry, two recent anthologies directly related to the subject of this
work: Jonathan Chaves, trans. and ed., The Columbia Book of Later
Chinese Poetry: Yiian, Ming, and Cl’ing Dynasties (1279-1911)
(New York: Columbia University Press, 1986), and Irving Yu-
cheng Lo and William Schultz, eds., Waiting for the Unicorn:
Poems and Lyrics of China’s Last Dynasty, 1644-1911 (Blooming-
ton: Indiana University Press, 1986).!2 The first contains copious
translations of the period’s poetry, including works by several
poets treated in this volume. The second discusses in its introduc-
tion some of the points brought up here in chapter 1 about
Chinese poetry of the later imperial dynasties; also, the work can
be read as a sequel to this volume, for it extends the author’s treat-

1 The only exception is in reference to the most famous poem by Kao Ch’i.

12 Note also the published character text for the latter volume: Irving Yucheng
Lo and William Schultz, eds., Tan Lin Chi (Bloomington: Indiana University
Press, 1987).
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ment of the Chin-through-Ming period into the subsequent
Ch’ing dynasty, as he himself had hoped to do. The following vol-
umes, which have articles on many of the figures treated in this
work, are also quite helpful: William H. Nienhauser, Jr., ed. and
comp., The Indiana Companion to Traditional Chinese Literature
(Bloomington: Indiana University Press, 1986), and L. Carring-
ton Goodrich and Fang Chaoying, eds., Dictionary of Ming Bigg-
raphy, 1368-1644 (New York: Columbia University Press, 1976).
Two additional works include entries on some of the figures
treated in the opening and closing chapters of Yoshikawa’s study:
Herbert Franke, ed., Sung Biographies, 4 vols. (Wiesbaden: Franz
Steiner, 1976), and Arthur W. Hummel, ed., Eminent Chinese of
the Cl’ing Period (Washington, D.C.: U.S. Government Printing
Office, 1943—44; rpt. Taipei: Literature House, 1964).

Yoshikawa Kojird indicated to me that there was a contemporary
dimension to his study. He found much similarity between Chu
Yuan-chang, the Founder Emperor of the Ming dynasty, and Mao
Tse-tung. Various parallels are implicitly drawn between the two.
Chu and Mao were of similar origins; both brought the empire
under unified Chinese rule after domination by foreigners; like the
Founder Emperor, the Great Helmsman distrusted intellectuals
and suppressed them; and the two had similar policies for the
countryside and cities. (It is no accident that the author uses the
term “contradiction”—one strongly suggestive of Mao’s famous
article, “On Contradiction”—to characterize the thinking that
prompted Chu Yuan-chang’s policy of bolstering rural areas at the
expense of urban ones.) One might find additional similarities. I
cannot recall whether the author saw a parallel between Chou En-
lai and Liu Chi. Whatever the case, it is worth noting that this
volume was written at a time when uncritical enthusiasm among
Japanese intellectuals for Mao Tse-tung and the post-1949 China
of the time was especially high.

Dates are reported as they appear in the original work, that is, in
lunar-calendar terms. Birth and death dates of writers have been
added; poets’ ages are given in Western count. Names (other than
Westernized ones) are given in Chinese and Japanese word order,
surname first.
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In romanizing Chinese personal names, place names, and book
titles, I have used the modified Wade-Giles system that is followed
by the Council on East Asian Studies of Harvard University in
most of its publications. That is to say, umlauts are used only in
those syllables where it is critical to distinguish between render-
ings (e.g., y# as opposed to yx) and otherwise are dropped (from
yuan, bsu, etc.).

For more information about Yoshikawa Kojird and his work, the
reader is directed to the numerous Japanese-, Chinese-, and West-
ern-language bibliographical and biographical entries for him that
appear in the following: John Timothy Wixted, “Japanese Schol-
ars of China: A Bibliographic Handbook,” Unpublished manu-
script.'?

Five Hundyed Years of Chinese Poetry, 1150-1650 comprises
slightly less than one-third of one volume—out of a total of
twenty-cight volumes—in the complete collected edition of the
author’s work. Thus one can roughly calculate that the study rep-
resents slightly more than 1 percent of Yoshikawa Kojird’s pub-
lished work.

At the end of chapter 4, the author relates that Ku Ssu-li, the com-
piler of the Yuan-shih hsuan, or Anthology of Yuan Poetry, dreamed
one night that dozens of men dressed in ancient court garb sur-
rounded him and bowed, thanking him for his efforts in making
their writing again available to the world. I venture to hope that
Yoshikawa Kojiro will approve of this translation and perhaps
bow in my dreams.

TEMPE, ARIZONA

June 1988

13 Western-language material on Yoshikawa K&jir6 includes J. P. Diény, “Yo-
shikawa Kojird (1904-1980),” Toung Pao 67 (1981): 4-9; and “In Memoriam:
Tributes to Kojiré Yoshikawa, 1904-1980,” Columbia University, May 8, 1980,
a booklet of reminiscences of the author read at a memorial service for him (a copy
of this comparatively rare item can be found in the Harvard-Yenching Library,
cataloged as W2289.8/393).
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INTRODUCTION

hinese poetry of the later imperial period—that is, of the

Chin, Yuan, Ming, and Ching dynasties—has not received
favorable treatment at the hands of literary historians in recent
times. The standard view has been that the period’s drama and
vernacular fiction are what is important and that its poetry can
either be slighted or ignored.

The literary history of this period is different from that of the
preceding age. Earlier, that is, from Han times, passing through
the Six Dynasties and T’ang periods, up to and including the Sung
dynasty, poetry and nonfiction prose comprised the entire realm
of letters in China. As for the small amount of fiction available, it
consisted merely of “tales of the marvelous” (ch’uan-cl’i) by T’ang
writers. In Yuan and later periods, however, fiction appeared in a
virtual flood. Dramatic works, ushered in by thirteenth-century
tsa-chii plays, were to flourish in the Ming and Ch’ing dynasties.!
And in the late Yuan and early Ming period of the fourteenth cen-

1 See my Gen zatsugeks kenkyiz (Researches on Yuan Drama), 1948; reprinted in
Yoshikawa Kojiro zenshia (Collected Writings of Yoshikawa Kojird) (Tokyo: Chi-
kuma Shobo, 196870, 20 vols.; 1973-75, 24 vols.; 1986~, 28 vols.), 14: 3-355.
[Hereafter notes by the translator are enclosed in brackets. ]

3



4 INTRODUCTION

tury, the Shui-hu chuan and San-kuo-chib yen-i marked the formal
beginning of Chinese vernacular fiction. In the Ming dynasty, the
great vernacular novels Hsi-yn chi and Chin p’ing mei appeared.
And China’s most famous novel, the Hung-lou meng, was written
during the Ch’ing period.? Thus fiction, in the form of the new
literary genres of the period, and poetry and nonfiction prose in
traditional literary forms, were all produced in great quantity over
the later imperial period.

Only in the twentieth century did the task of systematically
writing the literary history of China begin there or in Japan. In
treating the period from Chin and Yuan times through the Ch’ing
dynasty, Chinese and Japanese literary historians were interested
only in the new literary genres, drama and vernacular fiction; the
period’s poetry and nonfiction prose were cither deprecated or ig-
nored.

One factor accounting for this was the introduction to Asia of
the view that fiction, beginning with Homer, was central to the
development of Western literature. It was felt that in East Asia as
well, it was fiction that was of prime importance in literary
study—an attitude in evidence in Japan by the late Meiji period
(1868-1912), earlier than it appeared in China. As fiction had
traditionally been looked down upon in premodern China, it ab-
sorbed scholars’ interests earlier this century both because it was a
new field of learning and because there was little written about its
development. This helps explain scholarly emphasis in this area in
recent decades.

There is a more important reason as well. In the early years
after the establishment of the Chinese Republic in 1912, the
Chinese-language reform movement took place—the so-called

2 [The published English-language translations of these novels are titled as fol-
lows:

Shui-hu chuan Water Margin, All Men Ave Brothers, and Outlaws of the

Marsh

San-kuo-chib yen-i - Romance of the Three Kingdoms and Three Kingdoms:
China’s Epic Dvama

Hsi-yu chi Journey to the West, Monkey, and The Journey to the West

Chin p’ing mei Golden Lotus and Hsi Men and His Wives
Hung-lon meng ~ Dveam of Red Mansions, The Story of the Stone, and The
Dream of the Red Chamber)
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Literary Revolution led by Hu Shih. It was successful in changing
the official, public language from the literary (or classical) to the
vernacular. Although laudable, it had the secondary effect of
changing the criteria used for evaluating past literature. Poetry
and nonfiction prose of premodern times were written in the lit-
erary language; but the nonfiction literature that newly emerged
over the period being discussed here, in the form of drama, ver-
nacular fiction, and the like, was new also in that it used the spo-
ken language for expression. Literary scholars earlier this century
misconstrued this fact and held that the difference between the
two types of expression, literary and spoken, also determined their
literary value. As a result, because poetry of the later imperial dy-
nasties is written in the literary language, it was slighted, ignored,
or scorned; and for the sole reason that the spoken language is
used in drama, vernacular fiction, and other fiction forms, they
received undeservedly high praise.?

With more of a basis in fact, some scholars have argued that
because the poetry of the later imperial dynasties made conscious
use of literary models, it was always dull; and because drama and
vernacular fiction were new literary forms, they were always vig-
orous. Another view that has been current is that poetry, by virtue
of its ancient heritage, always served to defend a conservative,
“feudal” tradition; and that drama and vernacular fiction, by way
of contrast, were written in conscious opposition to tradition.

I consider such views but a temporary deflection on the way
toward achieving a proper understanding of the history of later
Chinese literature. For authors of the Chin, Yuan, Ming, and
Ch’ing dynasties, as for those of preceding periods, it was poetry
and nonfiction prose that formed the heart of Chinese writing. It
is to these literary forms, and especially to poetry, that one must
look for their most serious expression of feeling. In contrast, since
drama and vernacular fiction were considered second- or third-
rate literature until the Literary Revolution of this century, it was
rare for anything serious to be written in these genres.* Novels or

3 For more about the relationship between Chinese written and spoken language
I refer the reader to my work, Kambun no hanaski (On Chinese Texts), 1962;
reprinted in Yoshikawa Kojird zenshit, 2: 56-202.

4 I might assure the reader in passing, I am no novice when it comes to Chinese
drama and vernacular fiction.
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stories written with a self-awareness of the value of fiction, like the
Tale of Gengi in Japan, scarcely existed in China prior to the ap-
pearance of Lu Hsun, who was active in the first part of this cen-
tury.

In view of this, I feel poetry should be given prime importance
in the study of the literature of the later imperial dynasties. Put
another way, proper understanding of the period’s literature is im-
possible if one excludes its poetry. Since the judgment of literary
value by the sole criterion of the kind of language it uses, either
literary or colloquial, was a hasty (and largely political) decision
made earlier this century, I think the time has come that it be re-
considered. Also, to base a work’s literary value on whether it is
(a) fiction or (b) poetry or nonfiction is to display shallow judg-
ment based on half-understood Western literary history. Even if
the literary forte of the West since the time of Homer has been
fiction, East Asia can justly stress poetry and nonfiction, especially
poetry, as its special skill—one in which the West has been com-
paratively lacking.

It is important for social history as well that leaders of poetry
in the later imperial period were townsmen.® Examination of the
relationship between this stratum of society and the poetry of the
time can provide a more correct understanding of the history of
drama and vernacular fiction, the only writing literary historians
until now have treated as being “townsman literature.”

It appears in most cases that it was only after having first at-
tained proficiency in writing poetry that townsmen poured their
remaining energy into the writing of fiction. If such was the case,
the two were in a complementary rather than a contradictory re-
lationship. The fact that the rise and decline of poetry and the rise
and decline of drama and vernacular fiction largely trace parallel
lines is probably the best proof of this, as is well illustrated by the
situation in Ming times.® Thus, if there were “feudal characteris-
tics” in poetry, they were present also in drama and vernacular

% An understanding of the history and value of the period’s Chinese literature
would probably also provide important hints for considering the same problems
in Japanese waka and batku poetry. Were they, in fact, “secondary arts” or not?

¢ Of course, the two did not invariably trace parallel lines. Tsa-chi rose in the
Yuan dynasty while poetry was in decline and vice versa. But even granting this,
while studying the one area one cannot ignore the circumstances operative in the
other, nonparallel area.
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fiction; conversely, if there was an awareness of “opposition to
tradition” in drama and vernacular fiction, it was also present in
poetry. Study of the history of the period’s poetry is important
not only in its own right; it is also important for the history of the
period’s drama and vernacular fiction.

It appears that scholars are gradually correcting the earlier
skewing of the period’s literary history. A desire to redress the
balance has been operative in recent literary histories by Chinese;
but I feel it has not been strong enough. Besides, the impetus to
advocate poetry and nonfiction prose as the special province of
East Asian literature has been lacking.

Written with these considerations in mind, my book is only an
exploratory effort, not a comprehensive study. What makes the
undertaking especially difficult is the immensity of the material at
hand. Such was already the case for the Sung period, treated in my
carlier work, An Introduction to Sung Poetry.” 1 pointed out there
how the total number of poets included in the Sung-shih chi-shih,
or Notes on Sung Poetry, 3,812, was nearly twice the number in-
cluded in the Chiian T ang-shih, or Complete Poems of the T’ang
Dynasty, more than 2,200; and how the great poets of the Sung
were all voluminous writers. Yet these tendencies accelerated in
the later imperial dynasties, both because a broad stratum of
townsmen became poets and because the fecundity of Sung poetry
was continued. The compilation of a complete record of the
poems of one of the periods here under study, in the form of the
Complete Poems of the T’ang Dynasty, has appeared only with the
Chiian Chin-shih, or Complete Poems of the Chin Dynasty. A Com-
plete Poems of the Yuan Dynasty is the collection most likely next to
appear. As for a Complete Poems of the Ming Dynasty or Complete
Poems of the Ch’ing Dynasty, there is little possibility of their ap-
pearing, even at some time in the future.

The flow of Chinese poetry is like a great river. I am already sixty
years old and have scarcely read 1 percent of the giant stream.
Work must be carried on by younger scholars.

7 Soshi gaisetsu, 1952; reprinted in Yoshikawa Kojiro zenshi, 13: 3-196. [Trans-
lated into English by Burton Watson, An Intvoduction to Sung Poetry (Cambridge,
Mass.: Harvard University Press, 1967); also translated into Chinese by Cheng
Ch’ing-mao, Sung-shih kai-shuo (Taipei: Lien-ching ch’u-pan shih-yeh kung-ssu,
1977). Page citations hereafter refer to the English version. ]



Chapter 1

CHINESE POETRY OF THE
LATER IMPERIAL DYNASTIES

hope to outline in this volume and in a subsequent one the

history of Chinese poetry from Chin and Yuan times, through
the Ming period, up to the end of the Ch’ing dynasty—that is,
from the mid-twelfth century until our own. This volume treats
roughly the first half of this period, until the end of the Ming dy-
nasty.! It marks a continuation of my earlier study of Sung period
poetry.?

What is meant by “poetry” here is the term shsb in its narrow
sense in Chinese. That is to say, it refers to poems in the three
genres of poetry that took final shape in T’ang times: “old-style
poems” (ku-shih), “regulated verse” (li-shib), and “quatrains”
(chueh-chii).2 It is my intention to outline briefly how such writing
continued the earlier poetic tradition and in what ways it devel-

! [No draft of a complementary volume treating the poetry of the Ch’ing dy-
nasty was completed by the time of the author’s death in 1980.]

2 An Intvoduction to Sung Poetry, see Introduction, n. 7.

3 For discussion of these poetic forms, see Ogawa Tamaki, Tdshi gaisetsu (An
Outline of Tang Poetry) (Tokyo: Iwanami Shoten, 1968), pp. 94-121. They
comprise what is called kanski in Japanese.

8
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oped over the nearly eight-hundred-year span of the Chin, Yuan,
Ming, and Ch’ing dynasties.

Heir to the tradition of earlier ages, poetry was the most im-
portant literary form of the Chinese people. Over the period un-
der consideration, it continued to display uninterrupted develop-
ment through a staggering number of poets and poems. Its
development gives the lie to the overly rash estimation of “Orien-
tal stagnation” and reflects the continued material and spiritual
development of €hinese civilization. Poetry was a literary form
having an ancient tradition, and the writing of poetry carried with
it a consciousness of being the guardian of tradition. But at the
same time poetry was also the literary form that expressed most
faithfully both the new emotions springing up spontaneously
from within the people over succeeding ages and their reactions
to new realities they were daily confronting.

Yet the poems of what is here called the later imperial dynasties
were written under circumstances that differed from earlier times
in two ways. First, poetry became a literary form in the production
of which a broad stratum of people participated. Most leaders in
the world of poetry were ordinary townsmen rather than officials.
In the history of earlier Chinese poetry poets, until the end of
T ang times or even until the end of the Northern Sung, were as a
rule “specialists” in poetry; at the same time, they were either gov-
ernment officials or were striving to become such. Han Yii and Po
Chii-i in T’ang times, as well as Ou-yang Hsiu, Wang An-shih,
and Su Shih in the Northern Sung, besides being poets represen-
tative of their respective periods, were ministry-level officials in
their time; and China’s most famous poets, Li Po and Tu Fu,
sought rank in government and failed. This situation began to
change in the thirteenth century, from the final years of the South-
ern Sung onward. In the last chapter of my previous volume on
Sung poetry, I noted that poems of the late Southern Sung were
written not by officials but by townsmen. This marked the begin-
ning of a future trend; with each later dynasty, the situation be-
came more pronounced. In Yuan times, the Mongol regime re-
stricted the participation of Chinese in government, which served
to turn the energies of a still greater number of townsmen in the
direction of poetry. Again in Ming times, because the structure of
government was such that men of townsman origins more readily
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came into their own, the phenomenon of a broad stratum of peo-
ple participating in the writing of poetry became even more pro-
nounced. And the pattern carried over into the subsequent Ch’ing
period.

Of course, officials of the time also wrote poems. Indeed, the
writing of poetry was a necessary prerequisite for qualification as
an official. But officials of the later imperial dynasties were degree
holders (at least hsiu-ts’at, or “flourishing talents,” i.e., preliminary
graduates) who came from the ranks of townsmen and obtained
government position after having participated in the public gov-
ernment-service examination. A distinguishing characteristic of
Sung and later Chinese society was the disappearance of the aris-
tocratic order. This characteristic was special not only to this pe-
riod in China, it also distinguished China from the rest of the con-
temporary world. Although the system of inheriting position by
birth existed to some degree through T°ang times, it had disap-
peared by the Sung. The officials of later dynasties were ordinary
townsmen who gained their position in government not through
family status but by individual ability.* As a result, their lives were
never completely cut off, either physically or psychologically, from
the lives of ordinary townsmen. This being the case, officials of
townsman origins frequently became the leaders of townsman po-
etry,’ which in turn helped stimulate a further increase in the num-
ber of townsman poets. Over this nearly eight-hundred-year pe-
riod there quietly unfolded a situation in which thousands to tens
of thousands of poets, or at least people having minimal ability to
write verse, became conscious of themselves as writers of poetry.
The area of highest density for this was in the provinces of the
lower Yangtze Delta, namely in Kiangsu, Chekiang, and Anhwei,
as well as in Kiangsi. But with variation of density it prevailed
throughout the empire.

What has been discussed above is the first and main feature
differentiating poetry of this period from earlier Chinese poetry.

4 Su Shih offers an early example in the Sung petiod. It is possible that until his
grandfather’s generation his ancestors were cloth merchants.

5 The Earlier and Later Seven Masters of the Ming, discussed in chap. 7, serve
as cases in point.

6 Just as in Japan today the number of waka and hasku writers reaches several
tens of thousands, such a situation took hold quite early in China.
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As it is something I feel scholars until now have insufficiently
stressed, it should be pointed out first as the most important fea-
ture of the age.

The second difference between the poetry of the later imperial
dynasties and earlier verse is the growing use of past poetry as a
model to be followed in the writing of one’s own verse.” From the
Yuan dynasty on, this tendency became much more pronounced.
Such a development was perhaps inevitable, given the spread of
poetry writing and the increase in the number of poets. Generally
speaking, over the period under discussion it was T’ang poetry
that served most as the literary model to be followed. In T’ang
times the three genres of poetry, old-style verse, regulated verse,
and the quatrain, had become fully established. It was natural that,
in terms of both diction and emotional content, T’ang poetry was
often looked back upon as a model. Respect for T’ang poetry rose
from the end of the Sung on into the Yuan dynasty. And in Ming
times, especially in the sixteenth century during the time of the so-
called Old Phraseology (Ku-wen-tz’n) movement, T°ang poetry
became the model to be emulated to the exclusion of all others. In
cases where it was felt that the imitation of T’ang poetry, with its
emphasis on the lyrical, was not adequate to treating realities that
were daily growing more complicated, the more discursive and
rationalistic poetry of the Sung became the secondary model to be
followed;? and even from among T’ang poets, writers whose style
was closer to Sung poetry, like Po Chii-i, were added as models.
It is not until quite late, in the final years of the Ch’ing dynasty,
that the exclusive use of Sung poetic models first developed.”

These two distinguishing features of Chinese poetry of the
later imperial dynasties—the increased number of poets and the

7 Earlier poets, of course, stood indebted to their predecessors. Even Tu Fu had
spoken of the models for his poetry: “Thoroughly verse yourselves in the principle
behind the Wen hsuan (Literary Selections)”; “Cut yourselves free from false style!
Come close to the Skib ching (Classic of Songs); / Then will the many masters be
your guide.”

8 See An Introduction to Sung Poetry, chap. 1, “The Nature of Sung Poetry.”

? The situation in Japan is analagous. Waka poetry writing long had either the
Manyioshis (A Collection of Myriad Leaves) or the Koksnsha (A Collection of Po-
etry Ancient and Modern) as a model. It was only in the late Edo (1603-1867)
and early Meiji periods that the Man’yashi became the exclusive waka model.
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use of poetic models—were either new to the history of poetry or
were much more in evidence than before. Each had its good and
bad effects on the writing of the age.

As a bad feature of the new milieu, the use of literary models
often produced insipid, weak, carelessly written, vapid, or lifeless
poems that merely imitated the external features of their models.
The increase in the number of poets and their fecundity made this
all the more likely.

Yet there were good features as well. The increase in the num-
ber of poets afforded greater occasion for the emergence of reflec-
tive, discerning writers. For such poets literary models worked in
a positive way as something that heightened poetic intensity. Es-
pecially important is the fact that a large number of townsmen
took part, as poets of some ability, in the production of literature.
They formed a newly ascendant social stratum (comprising a dif-
ferent percentage in each dynasty) that sought to express its vital-
ity first of all in poetry. It was they who first sensitively absorbed
the new realities taking shape around them and gave expression to
them. In addition, the Neo-Confucianism that Chu Hsi and
others had established in Sung times became the philosophy of life
for the townsmen of the period. This philosophy taught people
broadly of their responsibility as members of society, “In the rise
and fall of the Empire, the common man shares responsibility.”
This awareness is often found operative in the poems of individual
townsmen.'? In short, the main feature of the poetry of the period
is that it was an expression of the state of mind of successive gen-
erations of a new social stratum.

As a result of the mixture of these good and bad features, the
poetry of the later imperial dynasties can be judged, on the whole,
to have had a healthy development and to have continued to com-
prise, as poetry had before, the heart of Chinese literature.!!

Here again, two points should be kept in mind. First, al-
though T’ang poetry served as a literary model, the despair and
excess of sorrow that were often evident in T°ang poems were not,

10 Rare was the treatment throughout a poem merely an insouciant one of “flow-
ers and birds, wind and moon,” of the sort found in much late Six Dynasties po-
etry.

11 Unlike late waka in Japan, the writing of this period in China was not filled
with dull, lifeless poems.
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for the most part, carried on in later dynasties. The self-awareness
ordinary townsmen had of being a newly ascendant stratum in
society acted as a restraint to such a tendency. In my previous vol-
ume on Sung poetry, I discussed in some detail the fact that the
poetry of Su Shih early broke with the sorrow and despair that
had been nearly universal in the poetry that preceded him. Of
townsman origins himself, Su Shih was the forerunner of poetry
in the later dynasties.

Second, the poems of the period that excelled were not the
ones that were simple expressions of feeling; these frequently
could not avoid being repetitions of the poems they were modeled
upon. Rather, the poems that excelled were descriptive of, or writ-
ten in reaction to, new realities. Stated simply, theme is more in-
teresting in the poetry of the period than expression; what is being
written about is more compelling than how it is written. There
already was such a tendency in Sung poetry, and it continued and
became more general in later periods.!2

There was an additional new factor that, more than any other,
contributed to poetic intensity: the former submissiveness of non-
Chinese peoples toward the Chinese with whom they came in
contact disappeared, and serious clashes between Chinese and
non-Chinese frequently took place. In the thirteenth century, the
destruction of the Chin and Southern Sung dynasties by the Mon-
gols; in the seventeenth century, the overthrow of the Ming re-
gime by the Manchus; and in the nineteenth and twentieth cen-
turies, the oppression of the Ch’ing dynasty by the West—each of
these occasioned a most intense poetry in the form of poems of
reaction or resistance by Chinese.

This volume will emphasize the process by which poetry over
the first five hundred years of the later imperial period became the
literature of a broad stratum of society. Because this has been
touched upon little by earlier scholars, I will lay particular stress
on it. Also, in light of the fact that poetry of the time was largely
modeled on earlier poetic writing, I will describe what those

12 This direction in the writing of poetry, which appeared in Japanese waka only
in the late Edo period with Hiraga Motoyoshi (1800-1865), Tachibana Akemi
(1812-1868), and Okuma Kotomichi (1798-1868), was carly in evidence in
Chinese poetry.



14 CHAPTER 1

models were and how they changed over time. Finally, I will at-
tach importance to the fact that this was a period of discord pro-
ducing an intense poetry of reaction or resistance. Such was al-
ready the case during the period under discussion in the following
chapter.



Chapter 2

CHIN DYNASTY POETRY:
REACTION TO THE MONGOL INCURSION,
1150-1250

The Mongol Storm

he most important event in thirteenth-century Chinese his-

tory, indeed of world history of the time, was the series of
foreign conquests carried out by Mongol tribes under the leader-
ship of Chinggis-qan (Genghis Khan) and his successors,! which
swept the world like a violent storm. China, being situated next to
the Mongol homeland, was of course affected. To the east, the
Mongols reached Japan, where they were referred to as Genkd, or
“Yuan bandits™; to the west, they swept over the western fringes
of Asia, pressing on as far as Eastern Europe. The¢ Chin dynasty,

! [The Chinese-style posthumous titles accorded the early Mongol rulers reflect
their place in the establishment of the Yuan dynasty:

Name  Posthumous Title English Equivalent

Chinggis T ai-tsu Ultimate Paterfamilias

Ogodei Ta-tsung Great Patriarch

Giiyik Ting-tsung Establishing Patriarch

Mongke  Hsien-tsung  Exemplifying Patriarch

Qubilai Shih-tsu Generational Paterfamilias
(Dynasty Founder)]

15
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which had been established by Jurchen tribes in North China, fell
victim to the Mongols in the first half of the thirteenth century,
and its demise gave rise to Yuan Hao-wen’s poetic laments. Mean-
while to the south, the Southern Sung dynasty was temporarily
beyond the reach of Mongol depredations, and poetry by ordinary
townsmen prospered there amid a regional peace. But forty years
later, during the latter half of the thirteenth century, the onslaught
extended south and destroyed the Southern Sung, bringing all of
China under Mongol domain. Such were the circumstances under
which poems of resistance by Wen T’ien-hsiang and others were
written.

Poetry written in reaction to the Mongol incursions is the
main subject of this and the following chapter. This chapter will
discuss it as it appeared in the first half of the thirteenth century in
North China after the fall of the Chin dynasty. In terms of actual
time, it coincides with the period of the Southern Sung treated in
the final chapter of my earlier volume, A Introduction to Sung
Poetry.

It was at the beginning of the century, in 1206, that Chinggis,
or Temiijin, was installed as qan (khan).? First he set his sights on
the Chin, which occupied the territory stretching from Manchuria
across North China. No more than nine years later, in 1215, he
forced the capitulation of the Chin capital of Peking (called
Chung-tu, or Central Capital) and seized the area north of the
Yellow River. The Chin dynasty, transferring its capital south of
the Yellow River to Pien-ching, or present-day Kaifeng, gained a
temporary lease on life because the Mongols turned their attention
west and swept on to Europe. Under Chinggis-qan’s son, Ogodei,
they again turned eastward and destroyed the Chin dynasty,
bringing all of North China under Mongol control. The year was
1234.

The Mongol onslaught was violent in the true sense of the
word. Those towns that requested submission when first encircled
by Mongol troops would be passed over. But those that prior to
surrender had attempted even slight resistance had their entire
populations slaughtered, the only exception being made for those

2 [Note the study by Paul Ratchnevsky, Cinggis-khan: Sein Leben und Wirken
(Wiesbaden: Franz Steiner, 1983).]
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with special skills, such as carpenters and actors. For town after
town forced into surrender within the Chin domain, the rule was
strictly enforced.

This is given concrete illustration in “Hsiao-tzu T’ien-chiin
mu-piao,” or “A Tomb Inscription for the Filial Son, Mr. T’ien,”
which was written for T"ien Hsi by his friend, the Yuan poet Liu
Yin (who is discussed in chapter 3). On the seventeenth day of the
twelfth lunar month, 1213, the city of Pao-ting in Hopei surren-
dered to the Mongols and all of its inhabitants were driven outside
the city walls. T"ien Hsi and his father were among their number.
In the evening the command was given to kill all old people. Sol-
diers lined them up in a row and carried out the order with gusto.
There were ten to twenty men ahead of T’ien Hsi’s father. Taking
advantage of its being dusk, T’ien Hsi stood in his father’s place,
putting his hands to the ground and stretching out his head. Re-
ceiving two knife blows, he passed out and, when he came to, it
was midnight. Two days later a second command was issued. This
time the slaughter was to be carried out with no regard to age. As
an artisan, T’ien Hsi was exempted from execution and taken in
custody to nearby An-su. There, upon learning of his father’s
death, he returned to search for the body, escaping notice by the
Mongol army. Fording rivers by night, he temporarily buried the
father’s remains in his mother’s grave.

Lines like the following, which appear in Yuan Hao-wen’s po-
etry, are no poetic exaggeration.

Tenderly, wild vines enwrap bones of the slain;
Why does the setting sun cast light on empty city walls?

The Chin dynasty’s lease on life was gradually running out. In
1231 the strategic area of Feng-hsiang in Shensi province, called
Ch’i-yang, fell into Mongol hands. It was then that the above cou-
plet from one of three seven-character regulated verses titled by
the latter place name was written. Note also:

The vicious struggle of the dragon and snake daily intensifies;
Soon shields and lances will extinguish all life.

These lines were recorded by Yuan Hao-wen the following year,
while witnessing the imminent fall of the Chin dynasty capital of
Kaifeng after months of siege.
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The Mongol invasion was not only a threat to human life. It
also signaled the extinction of civilization, for the Mongols were
the non-Chinese people who least respected Chinese civilization.
At least such was true of them at the time under discussion. In this
they were different from northern tribes or peoples previously in-
vading China, who had respected Chinese institutions after enter-
ing the empire.3

The invasion of China by northern tribes by no means began
with the Mongols. The Chin dynasty itself, which fell prey to
Mongol encroachments after lasting roughly one hundred years,
had non-Chinese monarchs. At the beginning of the twelfth cen-
tury, the Chin dynasty was established when Jurchen tribes from
Manchuria seized the Sung capital of Kaifeng and the northern
half of Sung territory. Thus, the Chin leadership was referred to
contemptuously by its Southern Sung rivals as “Hu,” “Lu,”
“Ch’iang,” “Jung,” or “I-ti”—terms for barbarian tribes—or with
epithets like “dog-sheep,” “dog-pigs,” or “animals.” The Southern
Sung poet Lu Yu (1125-1210) was full of hatred and vengeful-
ness toward the Chin. The following is from a seven-character old-
style poem he wrote in 1177, entitled “Autumn Sentiments™:

On the Central Plain, days and months follow the Tartar calendar;?
In Peking, the old chieftain dons royal yellow.

The splendid Yellow and warm Lo rivers, what places are these?
Should they long remain the homeland of fur-clad barbarians?

The “old chieftain” in Peking (or Yu-chou, as it is called in the
original) is the Chin ruler, Emperor Shih-tsung. He is depicted as
arrogating imperial status, both by wearing yellow robes and by
ordering the days with a barbarian calendar—specifically, by using
the reign-period title Ta-ting, or Great Pacification (1161-1189).
The implied answer to the rhetorical question about the rivers—
what places are these?—is that they flow through the heartland of
Chinese civilization and are, from Lu Yu’s point of view, part of

3 Scholars feel that the reason Mongols acted differently from other northern
tribal groups may partly be because, before coming into contact with Chinese civ-
ilization, they had contact with the cultures of Central Asia in the Western-Regions
area.

* [Use of the word “Tartar” in English to describe the calendar of a Jurchen ruler
of Chin period China conveys roughly the same pejorative imprecision as the term
“Hu” in the Chinese original.]
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“our” Southern Sung domain; hence the disgrace that they are
under barbarian occupation.

But the Chin empire with its Jurchen monarchs was not the
cultural wasteland Lu Yu implies. Rather, of the states set up in
China by tribal peoples from the north, the Chin was the most
receptive to Chinese culture. Although the dynasty’s monarchs,
nobility, and a minority of its officials were Jurchen, the majority
of officeholders were Han Chinese.® A sign of respect for Chinese
civilization is found in the way the dynasty faithfully carried out
the public examination system, the pride of Chinese civilization.
A special feature of the Chin system is the importance given to
“poetry” (shih-fu) as an examination topic, a rubric encompassing
literature. While the Southern Sung dynasty emphasized “Ch’eng
studies,” that is, the moral-ethical philosophy of the brothers
Ch’eng Hao and Ch’eng I, the Chin dynasty propounded “Su
studies,” namely, the academic tradition of Su Shih that attached
special importance to training in literature.

Jurchen monarchs were skilled at writing Chinese. Although
the Jurchen scripts that had been developed were declared for of-
ficial use, this was done only out of pro forma ethnic consideration
and had little consequence in fact. The third and fourth Chin rul-
ers, Ho-la, or Emperor Hsi-tsung (r. 1135-1149), and Ti-ku-nai,
the monarch Hai-ling Wang (r. 1149-1161, whose Chinese name
was Wan-yen Liang), were both skilled at writing Chinese. The
following seven-character quatrain is said to have been written by
Hai-ling Wang at the time when the Chin army, in an attempt to
take over the Southern Sung (whose Wu Range is referred to),
had pushed as far as the northern banks of the Yangtze.

For thousands of miles, axle widths and written script were once
standard;

How can the south remain a separate realm?

Camping a million soldiers by West Lake,

I will stand my horse on First Peak of Wu Range.

§ [Cf. the following: “The Chinese, who at first only constituted 28 percent of
the ruling stratum, became increasingly important with the lapse of time. But the
Chinese percentage never exceeded 50.” Tao Jing-shen, The Jurchen in Twelfth-
Century China: A Study of Sinicization (Seattle: University of Washington Press,
1976), p. 54. Note the table on the same page.]
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Other Chin emperors were also men of culture in Chinese
terms. After Hai-ling Wang was assassinated in his camp north of
the Yangtze River, Wu-lu, the Emperor Shih-tsung, reigned for
nearly thirty years from 1161 to 1189. Along with Emperor
Hsiao-tsung of the Southern Sung, whose rule extended over al-
most the same period (1163-1189), Shih-tsung was considered
an enlightened ruler, notwithstanding Lu Yu’s reference to him as
a barbarian “old chieftain.” He was a Confucian monarch even to
the extent of being called a “miniature Yao and Shun of the bar-
barians,” Yao and Shun being legendary carly Chinese sage-em-
perors. Shih-tsung’s son, the crown prince Hu-t'u-wa, although
dying young, was skilled at painting bamboo. And Hu-tu-wa’s
son, Ma-ta-ko, the Emperor Chang-tsung (r. 1189-1208), was
the most Chinese-style man of culture among Chin monarchs.
The official compilation for the period, the Chin shih, or History of
the Chin Dynasty, records that Chin rulers from Hai-ling Wang
onward would sometimes personally screen the papers of exami-
nation candidates.

Even if the Chin dynasty was not the equal of the Southern
Sung in producing great poets and philosophers of the caliber of
Lu Yu and Chu Hsi, it was, given the atmosphere described above,
a land of considerable culture. The scornful way men of the South-
ern Sung referred to those of the Chin as “Hu-lu barbarians” and
“dog-sheep” reflects a hostility in part owing to the fact that there
was a virtual iron curtain between the two states, each side poorly
understanding the circumstances of the other. According to the
treaties that existed between them, apart from the payment of an
indemnity to the Chin by the Southern Sung, the sole window of
communication between the two was the exchange of envoys to
dispatch New Year’s greetings and news of births, marriages, and
deaths in the two royal houses. In 1170, when Fan Cheng-ta, the
Southern Sung poet who was a contemporary of Lu Yu, went to
the Chin capital of Peking as an envoy of the Southern Sung em-
peror, the Jurchen official who received him did not know several

6 The rumor is recorded in the Kuei-bsin tsa-shib (A Kuei-hsin Miscellany) by
the Southern Sung writer Chou Mi (1232-1298) that Chang-tsung was the
grandson of the last emperor of the Northern Sung, Hui-tsung, who died captive
in Chin territory. [Kuei-hsin was the name of the street in Hangchow where Chou
Mi lived.]
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quite simple Chinese characters. Fan Ch’eng-ta ridicules this in a
seven-character quatrain inserted among his poems giving an ac-
count of the journey. That this description does not give a full
picture of the state of affairs under the Chin was probably beyond
the comprehension of an envoy sternly restricted to a hostel for
foreigners.

Although the Southern Sung capital of Hangchow—at the
time, the greatest metropolis in the world—was especially extrav-
agant, the sumptuous living that accompanies civilization was also
present in the Chin capitals, first in Chung-tu, or Peking, then in
Pien-ching, or Kaifeng.” The young Yuan Hao-wen, who in the
following seven-character quatrain refers to himself as wearing
the “long gown” of a student, describes the bustling activity on
the fifteenth of the first month, the day of the lantern festival, in
the new Chin capital of Kaifeng. The city was thriving beyond
what one might expect, given the imminent Mongol threat.

Beautiful women in splendid dress everywhere one looks;

In the lantern light of the six thoroughfares, children tumultuous.
How did I end up among them in my long gown,

A subject of laughter and talk by passersby?

Yet the Mongols pressed on unremittingly. It was not long before
Kaifeng, after a siege of nearly a year, fell. And the last Chin mon-
arch, Ning-chia-su, the Emperor Ai-tsung (r. 1223-1234), who
had fled Kaifeng in the hope of staging a comeback, committed
suicide in a village on the Honan border, thus confirming the end
of the dynasty. As noted before, this final event occurred in 1234.

Chinese culture and its splendor were suddenly in eclipse. The
Chin dynasty had maintained unimpaired both traditional
Chinese respect for literature and learning and the mechanism that
insured that literature and learning were reflected in government,
the examination system. But such niceties were beyond the under-
standing of the Mongols. Cultural activity ceased and the exami-
nation system was abolished. This not only robbed educated men

7 Kaifeng was a far more flourishing city than Kyoto and Kamakura, its coun-
terparts in Japan of the time. It was during this period that the Shin kokinshi (A
New Collection of Poems Ancient and Modern) was compiled (1205) and Mina-
moto no Sanetomo was killed (1219).
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of their access to special privilege; it also threatened their mode of
existence, even their very lives.

It was under these circumstances that the poetry of Yuan Hao-
wen, the foremost poet of the century, was written. But before
discussing his writing, I would first like to touch on the Chin dy-
nasty poetic tradition that predates him. With its Chinese-style
culture, the Chin formed an important one-hundred-year link in
the Chinese poetic tradition. Yuan Hao-wen was always to attach
importance to it, both because it nurtured his own poetry and
because it offered proof of the cultural achievement of his native
dynasty. After the fall of the Chin, Yuan painstakingly edited a
comprehensive collection of the dynasty’s poetry, the Chung-chon
chi. By first touching on this work, we will also be paying respect
to Yuan Hao-wen.

Twelfth-Century Chin Dynasty Poetry prior to
Yuan Hao-wen: ThZ Ch;yng-chou chi

The collection of Chin dynasty poetry compiled by Yuan Hao-
wen, the Chung-chou chi, or Anthology of the Heartland, contains
1,982 poems by nearly two hundred poets.® They represent the
approximate one-hundred-year span of the dynasty from 1127,
when the Sung dynasty was forced south and Chin rulers became
masters of North China, until 1234, when the Chin dynasty was
destroyed by the Mongols. The title Chung-chou chi embodies
Yuan Hao-wen’s pride in the Chin territory of North China as
being the center and true heir of Chinese civilization.

In the short biographies that preface the poems of those in-
cluded in the anthology, Yuan Hao-wen often inserts his views
concerning the history of Chin dynasty poetry. According to these
sketches, Chin poetry at the time of the establishment of the dy-
nasty was first composed by officials taken prisoner from the Sung

8 [The author here follows Kuo Yuan-yii (cf. n. 12 below). According to an
actual count by Chan Hok-lam, however, the Chung-chou chi contains 2,062
poems by 249 poets (excluding the two Chin emperors cited in the preface). The
Historiggraphy of the Chin Dynasty: Three Studies (Wiesbaden: Franz Steiner, 1970),
pp- 74 and 110, n. 19.]



Chin Dynasty Poetry, 1150-1250 23

who served the newly established dynasty against their will. Yi-
wen Hsu-chung and Wu Chi were such figures.

Yi-wen Hsu-chung (d. 1146), while serving as an envoy of
the Sung, was interned and coerced into becoming a Recipient of
Edicts in the Han-lin Academy under the Chin. The following
seven-character regulated verse, entitled “1129, Recording My
Thoughts,” was written while under detention.

Leaving my native land in haste, a year has passed;

Being of no help to state or self, I am equally at a loss.

Unconvincing in my counsels then,

Now, deep in sorrow, unworthy of pity.

Life and death are determined before birth,

But right and wrong remain for later telling.

This lonely courtier has none of the bitterness that drowned Ch*t
Yuan in the Hsiang—

Only forlorn gazing at an unfamiliar San Han sky.

The phrase “San Han,” which normally refers to Korea, is used
here to include the early Chin capital in Manchuria. Unlike Ch’ti
Yuan, who drowned himself because his sovereign would not lis-
ten to his counsel, Yii-wen Hsu-chung’s grief is not owing to any
lack of sagacity on the part of his ruler, the Sung emperor; rather,
it has been caused by the violence of the Chin dynasty.

Wu Chi (d. 1142) was the son-in-law of Su Shily’s friend, Mi
Fei. He came to the Chin as a Sung legate, was put under house
arrest, and became an Edict Attendant in the Han-lin Academy.
His poem, “On a Painting of the Hsiao and Hsiang Streams,” is a
seven-character quatrain in which he contrasts his former life un-
der the Sung, one of southern boats on southern streams, with his
present circumstances under the Chin, on a northern horse in a
grim landscape.

On springtime waters of the Southland, greener than wine,
Wanderers ply back and forth, boats for their home.
Suddenly seeing this painting, it seems but a dream,

For now, on saddled horse I age in windswept sands.

The following is a poem from the same series, also prompted by a
painting of the south. Wu Chi would know that the city on the
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Ch’ien-t'ang River, Hangchow, had become the new capital of his
old homeland, the Southern Sung.

To garden rear, scattered trees stand tall, entering the clouds;

Great gusts coming from hundreds of miles rage in the night.

The scene brings to mind a temple on the Ch’ien-tang River,

Wherte from pine windows and bamboo pavilions, I would gaze
at autumn swells.

During the reign of Hai-ling Wang in the mid-twelfth century,
the leading figure in the emperor’s secretariat, the Han-lin Acad-
emy, was a former Sung official, Ts’ai Sung-nien (1107-1159).
Yuan Hao-wen recounts how, in the latter half of the century dur-
ing the reigns of Wu-lu, the Emperor Shih-tsung, and of Ma-ta-
ko, the Emperor Chang-tsung, those who became the leading fig-
ures in the Han-lin Academy and the world of poetry were men
of letters born and raised solely under the Chin who had qualified
as Presented Scholars (chin-shih) through the examination system.
In rapid succession, there appeared Ts’ai Sung-nien’s son, Ts’ai
Kuei (d. 1174); T’ang Huai-yin (1134-1211), who had been a
classmate of the Southern Sung “song-poetry” (#z’#) writer, Hsin
Ch’i-chi, when the latter was in the north; and Yuan Hao-wen’s
own mentor, Chao Ping-wen (1159-1232). Of course, these
writers are not to be compared with the great Southern Sung
poets, Lu Yu, Fan Ch’eng-ta, and Yang Wan-li. What is note-
worthy, however, is that natural features of the north beyond
the purview of writers in the south often entered into their poetry.
For example, in the following old-style poem by Lin Ying
(d. 1180), entitled “Vast the Sands,” the subject is presumably a
journey in desolate Manchuria.

Vast the sands,

Limitless the grass,

Mountains to the south, mountains to the north, face one another;
My journey takes me between their ranges.

This traveler gazes up and, seeing no birds in flight,

Realizes how few the trees are on the frontier.

Vast the sands,

Limitless the grass,

If only I could mount the west wind and travel home.
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Servant, don’t complain of thin clothing;®
With hardly more myself, I worry that you may take a chill.

In the thirteenth century, activity in poetic circles became pro-
portionately more lively as the fortunes of the dynasty declined.
This occurred during the twenty-year so-called Southern Transfer
period from 1214 to 1234—that is, from the time the Chin capital
was forced by the Mongol takeover of the region north of the
Yellow River to move to Kaifeng, until the fall of the dynasty.
Southern Sung writers at the time were modeling their poetry on
T’ang and especially late T°ang models, and Chin writers as well
were imitating poetry of the late T’ang. But whereas the poetry by
ordinary townsmen of the Southern Sung was modeled on minor
verse by late T°ang writers dealing with minor themes, such as
poems by Yao Ho and Chia Tao, the model followed by Chin
writers was poetry of the “pure art” representative, Li Shang-yin.
This was probably owing to the fact that Chin poetry was centered
around the Han-lin Academy. According to Yuan Hao-wen, two
poets in particular were major figures in the academy, his
teacher Chao Ping-wen and Yang Yun-i (1170-1228). The col-
lected complete prose and poetry of Chao Ping-wen, the Fu-shui
wen-chi, or Fu-Stream Literary Collection, is extant, the complete
editions of other Chin authors’ writings having rarely survived. In
Chao’s work, in addition to seven-character regulated verse in the
style of Li Shang-yin, there are several poems patterned after Su
Shih’s poetic series in which the same rhyme words are used in
exactly the same order as in poems by T20 Ch’ien; this practice is
probably a manifestation of “Su studies” under the Chin. Chao
Ping-wen’s skill as a poet does not measure up to Yuan Hao-wen’s
commendation of him. Only a few of his poems descriptive of nat-
ural features of the north excite any interest. The following is a
seven-character quatrain entitled “Returning Home at Dusk.”

Enjoying watching a lone bird enter the folds of clouds,

I scarcely noticed signs of rain looming in the green wood.
I cross a broken-down bridge, the sandy path black;
Suddenly, a flash of lightning reveals a village.

9 The “servant” would refer to the poet’s carriage driver.
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A poem by his disciple Yuan Hao-wen on the same theme is both
more animated and profound.!?

Notwithstanding Yuan Hao-wen’s assertive pride in Chung-
chou chi authors, Chin dynasty poets prior to Yuan himself, who
was truly outstanding, were all minor. Yuan Hao-wen considers
their strong point to be their “limpid strength” (ching-ching).
True, poems by these writers are limpid and strong if compared
with those of contemporary Southern Sung authors. Yet it seems
that when a Chung-chou chi poem is limpid, it lacks strength; and
when it has strength, it lacks limpidity. Rarely does one find both.
Because it has the interest that attaches to the verse of minor poets,
the Chung-chou chi has sometimes found the favor of widely
learned critics. In the seventeenth century, the late Ming and early
Chving critic Ch’ien Ch’ien-i drew readers’ attention to the long-
forgotten Chung-chou chi, using the collection as a model for his
own anthology of Ming poetry, the Lieh-cl’ao shih-chi, or Poetry
Collection of Successive Reigns. But Ch'ien’s endorsement of poetry
in the Chin anthology received an immediate dissent from his dis-
ciple, Wang Shyh-chen.!! And although the Ckian Chin-shih, or
Complete Poems of the Chin Dynasty, with 5,544 entries compiled
during the Ch’ing dynasty by Kuo Yuan-yii,!? supplements the
1,982 poems in Yuan Hao-wen’s Chung-chou chi, the Chiian
Chin-shih has not become a poetry classic.!3

Under the Southern Sung dynasty, the early twelfth century

10 See p. 33 below.

11 [Here and elsewhere in this volume, the romanization “Wang Shyh-chen” is
used to distinguish this Ch’ing dynasty poet-critic (1634-1711) from “Wang
Shih-chen,” the Ming poet (1526-1590) treated in chap. 7. The two have different
characters for their names, which would normally both be romanized as “Wang
Shih-chen.”]

12 [The number cited is the one given in the work’s preface by its compiler, Kuo
Yuan-yii; but Chan Hok-lam finds 5,624 poems by 361 poets. The Historiggraphy
of the Chin Dynasty, pp. 92 and 118, n. 82.]

13 In Japan the Chung-chou chi was early reprinted, first in the so-called Yoshino
period of division between the Northern and Southern Courts (1336~-1392), and
then repeatedly in Gozan editions. Although read by Zen priests of the Muromachi
period (1338-1573), the work was later long forgotten. Not until 1806, amid the
troubled atmosphere of the late Edo period, did it again gain some measure of
attention; that was the date the Chin-shib hsuan (Selected Poems of the Chin Dy-
nasty), edited by the Ch’ing writer Ku K’uei-kuang, was reprinted with a preface
by Kameda Hosai (1752-1826).
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marked the first flourishing of poetry by ordinary townsmen. In
the north, however, which for some reason lagged behind, it was
Han-lin Academy officials rather than townsmen who were at the
center of poetic activity. But signs of participation by the latter
were not completely lacking. Hsin Yuan (d. 1231), who was en-
gaged in farming in Fu-ch’ang prefecture, Honan, styled himself
Chi-nan shih-lao, or the Old Poct of Chi-nan. In the Chunyg-chon
¢hi, Yoan Hao-wen commended him together with Li Fen and Li
Hsien-fu as one of Three Friends Who Understand Each Other
(San chih-chi). According to the short biography of him in the
anthology, until the age of twenty-five Hsin Yuan did not know
any Chinese characters. To illustrate what sort of poetry he wrote,
I here offer, from the approximately twenty poems by him that are
extant, a seven-character quatrain entitled “My Garden in the
Hills.”

Year’s end, too lazy to tend my hillside garden,

Yet I worry that orchids will wither and chrysanthemums shrivel.
Green, green, a few nameless weeds

Vie to grow in the patch warmed by the setting sun.

When the Chung-chou chi, after being laboriously compiled by
Yuan Hao-wen as the cultural record of his by-then-defunct native
dynasty, was published under the auspices of a friend, Yuan
boasted that the poetry of his Chin fatherland was not at all infe-
rior to that of the Southern Sung. The assertion appears in the
first of a series of five seven-character quatrains appended to the
work as a postface.

Tsao Chih and Liu Chen of Yeh are truly heroic in spirit;
East of the River, the Hsich family’s poetic rhythm is superb.
But judging by poetic beauty or substance,

Southern poets are not likely to win the brocade robe.!*

The third-century poets from North China, Ts’ao Chih and Liu
Chen, are used here to represent the heroic spirit Yuan says
abounded among Chin poets of the north. By contrast, “the Hsich

14 A brocade robe was awarded in T°ang times by Empress Wu (r. 690-705) to
the winner of a poetry-writing competition. The term Wu-nunyg in the final line of
the original refers to southerners from the Soochow area of South China. [Cf. the
translation of the poem by Chan Hok-lam, The Historiggraphy of the Chin, p. 71.]
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family” from “east of the River” refers to the early fifth-century
Southern Dynasties writer Hsich Ling-yun and his poet-relatives,
whose superlative flair is meant to stand for Southern Sung po-
etry. Although, Yuan Hao-wen argues, the strong points of Chin
and Southern Sung poetry differ, judged by external elegance or
internal content, the prize for poetic quality should be awarded to
his homeland of the north.

Although Yuan Hao-wen’s boast does not hold true for poetry
in the Chunyg-chou chi, which contains Chin dynasty poetry prior
to his own, it certainly holds true for Yuan Hao-wen himself. The
one hundred years of Chin poetry prior to Yuan Hao-wen serve as
a prelude to that great writer, who appeared at a time when for-
tune dictated the demise of his dynasty. He was the foremost
Chinese poet of the thirteenth century, north or south; his South-
ern Sung contemporaries, the minor poets of the Chiang-hu, or
River and Lake School, were no match for him. Although much
the same sorrow over the loss of homeland that Yuan Hao-wen
put into verse over the first half of the century came also to be
expressed by Southern Sung poets experiencing the same fate dur-
ing the latter half of the century, their poetic ability did not mea-
sure up to his. Yuan Hao-wen was not only the foremost literary
figure of the thirteenth century, he is one of the great Chinese
poets of all time.

Yuan Hao-wen
(1190-1257)

Yuan Hao-wen was a native of Hsin-chou, situated slightly north
of T’ai-yuan in Shansi.!s This area, close to the northern reaches
of what was traditionally considered China proper, corresponded
with the former geographical region of Ping-chou. As he describes
in the ballad, “Song of the Ping-chou Youth,” the natural features
of his native region were such that “The north wind, stirring the
carth, rises; / At sky’s edge, floating clouds teem.” In one of his

15 {Note the study by John Timothy Wixted, Poems on Poetry: Literary Criticism
&y Yuan Hao-wen (1190-1257) (Wiesbaden: Franz Steiner, 1982) (Calligraphy by
Eugenia Y. Tu).]
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old-style poems Yuan also describes an autumn scene in his native
Hsin-chou.

Once the frosty air has invaded,

Blurred autumn hills turn deserted.
Climbing high, I look down on misty trees—
Falling yellows among red and green.

Yuan Hao-wen occasionally uses extremely simple and straightfor-
ward expressions in his poetry, which may well be a manifestation
of northern Chinese temperament. By way of example, there is his
seven-character quatrain entitled “Upon Hearing a Song, Re-
membering Old Friends in the Capital.”

Out front, someone is singing the “Lii-yao ts'ui”;

Towards far-off Liang-yuan, my mind again turns.

T recall once at the Tu family pavilion,

Hearing the same strains with Hsin-chih and Ch’in-yung.s

To take too seriously such generalizations about geography and
temperament can result in a pointless determinism.!” But in the
case of Yuan Hao-wen, there probably is a relationship between
the nature of his poetry and the natural environment where he was
born and grew up.

The central characteristic of Yuan Hao-wen’s poetry is its
depth and gravity. Although Yuan was a man of intense feeling
with a poet’s temperament that reacted sensitively to external
stimuli, he disliked giving hasty expression to his keenly felt reac-
tions. He would painstakingly scrutinize the stimuli to which he
was responding, examining every aspect of a subject. For this rea-
son, there are exceptionally few meaningless or empty phrases in

16 The Tu family referred to is that of Tu Shan-fu. Hsin-chih is the courtesy name
of Ma Ko, and Cl’in-yung that of Li Hsien-fu. All three were poet-friends of Yuan
Hao-wen. He inserts their first names directly into the poem, along with the name
of a folk ballad. Except for the ornate reference to the Chin capital of Kaifeng as
“Liang-yuan,” the poem employs no allusions.

17 In historical compilations that date from the early T’ang—the Sus shu (History
of the Sui Dynasty) and Pe: shib (History of the Northern Dynasties)—the differ-
ence in temperament between North and South China is represented as follows
when comparing the Confucianism of the two regions: “Southerners are concise;
they extract the essence. But study in the north is florid; they exhaust the branches
and foliage.”
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his poetry. The product of mature deliberation, his expressions
were carefully polished, which further intensified their depth and
gravity. In this respect Yuan Hao-wen may well be the foremost
Chinese poet from Tu Fu to the present.

The year of Yuan Hao-wen’s birth, 1190, nearly coincides
with the first year in the reign of the most cultured of the Chin
monarchs, Ma-ta-ko, or Emperor Chang-tsung (r. 1189-1208).
The rumor that Chang-tsung was a grandson of Emperor Hui-
tsung of the Sung has no apparent basis in fact.!® Like Hui-tsung,
this “barbarian” monarch was expert at painting, calligraphy, and
music; yet Chang-tsung was unlike him in that he did not experi-
ence the virtual demise of his dynasty. Centered around this man
of refinement, not only did Chin dynasty culture reach its zenith,
the prestige of the dynasty also seemed at its highest. Southern
Sung leaders broke their treaty with the Chin and were defeated
in the hostilities that followed; as a condition for peace the decap-
itated head of the Southern Sung prime minister, Han T°0-chou,
was sent to the Chin capital of Peking. This occurred in the last
year of Chang-tsung’s reign, in 1208, when Yuan Hao-wen was
eighteen years old.

While Chinese remained yet unaware, the Mongol storm was
fast approaching. At the time when the decapitated head of Han
T°o-chou was delivered from the south, Chinggis had already be-
come qan in the north. Three years after the death of the childless
Emperor Chang-tsung, during the Ta-an, or Great Peace, reign
period (1208-1212) of his uncle Wei-shao Wang (r. 1208-1213),
the Chin were soon under attack. Wei-shao Wang was assassi-
nated, and when the elder brother of Chang-tsung, Wu-tu-pu, the
Emperor Hsuan-tsung (r. 1213-1223), ascended the throne, the
range of Mongol attack widened, extending to the person of
young Yuan Hao-wen himself.

In the third month of 1214, Yuan Hao-wen’s native place of
Hsin-chou in Shansi surrendered to the Mongols, and his older
brother Yuan Hao-ku fell victim in the ensuing massacre.!® Dur-
ing the eighth month of the same year, the Chin capital was moved

18 [See n. 6 above.]
19 In the epitaph written by Yuan Hao-wen, he describes his unfortunate brother
as having been on bad terms with his (own) wife after failing the examinations.
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to Kaifeng. The following year, the Central Capital of Peking ca-
pitulated and the area north of the Yellow River fell into Mongol
hands. The Yuan family fled south to San-hsiang prefecture in
Honan. Yuan Hao-wen’s famous series, “Thirty Quatrains on Po-
etry,” discussed below, dates from this time.

Yuan Hao-wen became a Presented Scholar in 1221 at the age
of thirty-one, achieving success in examinations presided over by
Chao Ping-wen. From an earlier time, when he had been highly
praised for his poetry by Chao Ping-wen—“From Tu Fu until
now, there has been nothing to compare with such writing”—
Yuan had been a special favorite of the man thirty years his senior.
Consequently, Chao was criticized for having personal bias when
Yuan passed the examination.

The atmosphere of the Chin dynasty poetic world of the time,
which favored using the poetry of the late T’ang “pure art” poet,
Li Shang-yin, as a model, also affected Yuan Hao-wen.?? It is il-
lustrated by the following seven-character regulated verse, “Wild
Chrysanthemums,” which was written by Yuan at Chao Ping-
wen'’s request.

A thousand years now, since the Ch’ai-sang poet died;*
Delicate chrysanthemums, multicolored, still turn orblike.

As we all enjoy how they vividly reflect autumn’s colors,

Can we let them lie, jumbled in scattered mist?

Barren the field borders, broken the dikes—after a fresh frost;
Burterflies lean, crickets chilly—before evening’s shadow.
Lest flowering spring laugh at tardy autumn,

I have written this to set forth the latter’s subtle charm .22

The makings of a poet with a discerning eye appear in this poem,
in which Yuan Hao-wen finds “subtle charm” in wild chrysanthe-
mums flourishing out-of-season. Although the poem may be little
more than an exercise in elegant writing, in Yuan’s case training in

20 As for Yuan Hao-wen’s personal life at the time, according to an item in his
prose writings he spent much of his time drinking in the carpe diem atmosphere
that prevailed after the transfer of the Chin capital to Kaifeng.

21 The “Chrai-sang poet” refers to T°ao Chien of the fifth century, who wrote
poems about chrysanthemums and once resided in Ch’ai-sang.

22 [Throughout the poem and especially in the last couplet Yuan Hao-wen is
being deferentially complimentary toward Chao Ping-wen, implicitly likening him
to aging wild chrysanthemums. ]
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such writing proved an effective process, for the poems of his later
years lend that much more weight to carefully thought-out expres-
sions using apt diction rich in implication.

About the time he was forty, Yuan Hao-wen served in a series
of posts in southern Honan as a local official. He was governor of
three prefectures—Nei-hsiang, Nan-yang, and Chen-p’ing—all in
southwest Honan. Nei-hsiang was then alive with literati refu-
gees, and Tu Shan-fu and Ma Ko in particular were his good poet-
friends.

It was from about this time that Yuan Hao-wen’s characteristic
poctic discernment began to come into its own. It is illustrated by
the following seven-character regulated verse entitled “Relating
Events in the Nei-hsiang Prefectural Hall.” The scene is the gov-
ernor’s residence late at night, after the secretaries have left the
office.

Clerks gone, past midnight in the public hall,

My heart is heavy with a hundred cares smoldering.

Re tax levies, nothing of note on my promotion record;
And no one wants to contribute grain for war expenses.
Hungry rats surround my bed, as if to complain;

Startled ravens crying at the moon are more than I can bear.
Unable to take to sea in a tiny boat,

I feel ashamed before my Ch’ung-ling ancestor.2?

Yuan Chieh, an ancestor of Yuan Hao-wen, was a T"ang dynasty
local official in Ch’ung-ling, Hupei; his “Ch’ung-ling Song” ex-
presses the idea of abandoning public office and putting out to sea
in a small boat. Yuan Hao-wen reproaches himself for not having
the same sentiment.

There are two notable features about the above poem. First,
the theme of a government office at night had scarcely appeared
as poetic subject matter prior to this time. A poem written a short
time before this by the Southern Sung writer, Lu Yu, is the only
instance I know of. Yuan Hao-wen’s discerning eye, like that of
Tu Fu before him, often encompassed new poetic material. Sec-
ond, in terms of diction, the expression “a hundred cares smolder-
ing” was quite new. Taken individually, the words in the phrase

23 [The rendering “I reproach myself as did my ancestor in his ‘Ch’ung-ling
Song’ * may be preferable. ]
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were common enough; but joined together, they were experi-
enced as something fresh and new. The ability to give life to hack-
neyed phrases, a talent Yuan Hao-wen often displayed, came from
his discernment and mature powers of reflection.

Turning to nature, the poet’s keen eye made discoveries there
as well. The following, dating from about the same time as the last
poem, is a seven-character regulated verse entitled “At Registrar
Chang’s Thatched Retreat, Written about a Storm.”

Feebly frogs croak, telling of rain’s approach;

Suddenly, silver arrows flit about mountains on all sides.

Great waves of the Yangtze nearly overflowing,

High Heaven and deep Earth seem enclosed in a hunt.2

Wind and clouds for hundreds of miles unfold an awesome sight;
My hair stands in fright at the lingering intensity.

A long rainbow appearing, forest light astir,

In silence the deserted village seems as nothing in the setting glow.

The above is a splendid example of poctic modeling: the croaking
of frogs, “silver arrows” of rain darting here and there, a curtain
of water covering heaven and earth, and then a suspended rain-
bow and quiet sunset that make these all seem unreal. It is fair to
say that Yuan Hao-wen uncovered secrets of nature that poets be-
fore him had overlooked. The word “astir” in “forest light astir” is
an instance of the poet’s bringing life to a hackneyed word, like
“smoldering” in “a hundred cares smoldering” mentioned before.

When at the age of forty-one Yuan Hao-wen began serving as
an official at the capital, the Chin dynasty was on the verge of
collapse. His poems written over the next three years are literary
masterpieces that deal in a profound and mature way with this
most trying state of affairs. One series of three seven-character reg-
ulated verses, entitled “Ch’i-yang,” was written when that strategic
area of Feng-hsiang in Shensi province fell to the Mongols. Var-
ious poems were written during the ten-month period beginning
in spring of the following year, while Kaifeng was under siege by
the Mongols. And there is the series of five seven-character regu-
lated verses, entitled “An Account of What Happened in the
Twelfth Month of 1232, After the Imperial Carriage Went on
Tour to the East,” which was written after secing oft Emperor

24 [ A barricade hunt of the kind that narrows into a dead end.]
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Ai-tsung, who fled the besieged capital at the time indicated.?® The
final couplet of one of the poems in this last series is particularly
noteworthy.

Oh autumn wind! No need to buffet my white hair;
The ocean in turbulent flow, I am truly needed.?$

I would paraphrase these lines as follows. “Autumn wind, don’t
blast my grey-white hair! The waters of the ocean deep, that place
of great repose between Heaven and Earth since time immemo-
rial, are stirring up violent waves. From ancient times, Chinese
civilization has never been extinguished. But with the Mongol
storm, that is precisely what it now confronts. Here in the middle
stand I, whirlpool waves pouring directly in upon me. Yet for pre-
cisely this reason, my survival is all the more important. I may be
helpless to carry out political resistance. But let my eyes unflinch-
ingly open wide to bear the witness of a poet who truly sees. Let
that be my duty!”

As a result of a coup d’état by General Ts'ui Li, the siege of
Kaifeng ended in the second month of the following year, 1233,
with the city’s surrender to the Mongols. Yuan Hao-wen was
coerced into composing a stele inscription lauding Ts'ui Li’s vir-
tue, for which he was criticized in the official biography of him
written after his death. But later scholars in the Ch’ing dynasty
who wrote “chronological biographies” (nsen-p’u) of Yuan Hao-
wen—Ling T’ing-kan, Weng Fang-kang, and Shih Kuo-ch’i—all
plead in the poet’s defense.

As part of their postsurrender policy, Mongol troops ordered
the forced resettlement of men of the “three teachings” (san
chino)—Buddhism, Confucianism, and Taoism—as well as physi-
cians and artisans. Being a “man of Confucian teaching,” Yuan

% [Le., January 1233.]

26 [The expression “the ocean in turbulent flow,” given its original context in the
Ku-liang chuan chu (Commmentary on the Ku-liang chuan) by Fan Ning (339—
401), carries the implication that the speaker making the allusion—perhaps faced
with the death of an earlier master or leader and certainly confronted with a world
in turmoil—will carry on the eatlier tradition. The couplet might be better ren-
dered as follows (reading yao as shua):

Oh autumn wind! No need to buffet my white hair;
The ocean in turbulent flow is making sport of me.]
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Hao-wen was evacuated from Kaifeng on the twenty-ninth day of
the fourth month, 1233; crossing north of the Yellow River on
the third day of the following month, he was interned at Liao-
ch’eng in Shantung.?” What he witnessed along the way appears
in many of his poems. Also, a letter addressed to the Yuan prime
minister, Yeh-li Ch’u-tsai, dated a week before Yuan’s removal
from Kaifeng, appears in Yuan Hao-wen’s collected writings. The
letter lists the names of over fifty Chin literary figures, including
Yuan himself, and requests that they receive appropriate treatment
as preservers of Chinese culture. He states, “The rites and music
of court, the documents of state, all reside in these men.”

The following five-character regulated verse, one of two enti-
tled “Twelfth Month, Sixth Day,”® was written by Yuan Hao-
wen while under house arrest in Liao-ch’eng,.

The empire still full of arms,

At this edge of the world, the year again renewed.
The dragon has shifted, leaving fish and turtles lost;
The sun eclipsed, unicorns are fighting.

Brambles amid grasses, these desolate hills are snowy;
In my old garden, mist and flowers mark the spring.
Here in Liao-ch’eng, a moon out tonight,

I feel disconsolate still away from home.

It was about this time that Emperor Ai-tsung, who had fled Kai-
feng in hopes of mounting a counteroffensive, committed suicide
in Ts’ai-chou, Honan. The destruction of the Chin was complete.
The somber news reached Yuan Hao-wen while he was in confine-
ment and perhaps gave rise to the phrases above, “the dragon has
shifted” and “the sun [is] eclipsed.”

Yuan Hao-wen wrote as many as several dozen poems about
apricot blossoms. When long northern winters come to an end
and mountains are decked with countless flowers, the most en-
chanting flowers of all are apricot blossoms.

Yet unopened, what does an apricot blossom resemble?
A suckling babe’s natural flush, with decp red lips.
Now crying, now laughing—artless and silly;

27 [Le., June 8 and June 12, 1233.]
28 [ILe., December 27, 1234.]
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We have here a hundred babes portrayed, though unreal 2

Half opened, what does an apricot blossom resemble?

The marriageable maid next door to the east.

The balmy season warms her, stirring thoughts of love;

Silent, as if about to speak, from time to time she gently knits her
brow.

The above excerpt is taken from a Jong poem written in the apricot
garden of a certain Chi Tzu-cheng while Yuan Hao-wen was in-
terned in Liao-ch’eng. The poet may have seen himself reflected
in blossoms that, only half-opened, are likened to a maid who
holds herself back with a frown when her emotions are stirred. By
the same token Yuan Hao-wen was a poet of great passion who,
while giving expression to his emotions, kept them in check only
with considerable effort.

Yuan Hao-wen’s house arrest was lifted after two years. His
poetic eye remained ever discerning, but all that it now encom-
passed was the desolate natural scenery distinctive of North
China. Not only was the civilization that the Chin dynasty had
managed to maintain completely stifled, even the fundamental ele-
ments of government had become unclear. For several decades,
North China remained in a kind of suspended state.

Mongols extracted pledges of loyalty from their subjects by
slaughtering those who refused allegiance. They entrusted great
responsibility to certain Chinese who, having the force of arms of
powerful provincial lords, received their mandate from Mongols
unpracticed in civil administration. Such Chinese leaders included
the so-called Four Myriarchs (Ssu wan-hu), each in charge of
10,000 households: Yen Shih of Tung-p’ing in Shantung, Chang
Jou of Pao-ting in Hopei, Shih T’ien-tse of Chen-ting in Hopei,
and Tung Chiin of Hao-ch’eng in Hopei.

These military men were among many throughout North
China who became patrons of the cultural figures of the former
Chin dynasty, Yuan Hao-wen and his colleagues. Those who were
particularly solicitous of the poet were Yen Shih and his son; the
local military commander under them, Chao T’ien-hsi; and Chang
Jou. The remainder of Yuan Hao-wen’s life was spent going back

2 [The array of blossoms is likened to the dozens of babies that were depicted
in paintings given to couples at their marriage, in hopes of numerous offspring.]
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and forth between their residences and the study he built on Book-
reading Mountain (Tu-shu shan) in his native Hsin-chou.

Two tasks remained for Yuan Hao-wen: to leave behind a rec-
ord of the culture of his defunct Chin fatherland and to leave be-
hind a record of its government. The cultural record was achieved
through his editing of the Chung-chon chi, which has been handed
down to us. As for the record of government, Yuan set about writ-
ing such a work in the form of a history. At the age of forty-nine
(fifty by Chinese count), he built a study near his native Hsin-chou
and called it Yeh-shih t'ing, or Unofficial-History Pavilion. The
following poem, a five-character regulated verse entitled “New
Year’s Day, 1239,” was written just prior to settling in.

At fifty, one is not really old,

Yet my appearance keeps worsening.

As the hair on my head grows thinner,

So too the image in the mirror changes.
My unofficial history just outlined,

Yet undetermined is the site of my retreat.
It would not do, riding my gaunt horse,
To reenter the world’s red dust.

Yuan’s efforts compiling the history are referred to in his other
poems.3® More than a century later the official Chin shih, or History
of the Chin Dynasty, was completed. Its outstanding quality can be
attributed to the extensive use made of material drafted by Yuan
Hao-wen.

Astride his gaunt horse, Yuan Hao-wen traveled throughout
North China for the remainder of his life, gathering historical ma-
terials. In a five-character regulated verse entitled “Eleventh
Month, 1255, En Route to Chen-chou,” which was written at the
age of sixty-five, Yuan Hao-wen speaks of traveling to the Chen-
ting area of Hopei. In the empty landscape, a long bridge takes
shape like a vision.

The village quiet, happy the call of birds;

Mountains low-lying, images of geese in the distance.
Shadows on the plain sporadically turn bright,

As cold rain lightly descends.

30 For example, “In Imitation of (Su Shih’s Series,) ‘Poems on Moving to the
Eastern Slope’ ” [Poems #071-078; see n. 32 below].
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Traveling afar, first the heart grows weary;

Feeling chilled, wine quickly wears off.

In the red dust, forgetful of north or south,

I make out, indistinct in the distance, a long bridge.

Poetry about mountain climbing, which is seldom found in
the writings of other Chinese poets, also characterizes Yuan Hao-
wen’s work. As these poems are long pieces, none will be pre-
sented here. I will only offer the opening line from an old-style
poem entitled “An Excursion to Hsuan Spring in Ch’eng-t’ien,”
“The poet’s love of mountains is a love that penetrates the bones.”

During his later years, Yuan Hao-wen had an audience with
the future qan, Qubilai (Khubilai), at K’ai-p’ing in present-day
Inner Mongolia. It was while the latter was prince over Chinese
settlements in the area. It appears that Yuan to a certain extent
placed his hopes on this leader, for Qubilai had the best under-
standing of Chinese culture among members of the Mongol aris-
tocracy. Yuan Hao-wen, Chang Te-hui (the friend through whom
the audience was arranged), and others requested that Qubilai ac-
cept the title “Grand Patriarch of Confucian Teaching”—an ap-
pellation he is said to have accepted with pleasure.3!

Yuan Hao-wen died in 1257 at the age of sixty-seven, twenty-
three years after the fall of the Chin dynasty. His extant poems
number more than thirteen hundred.®? Although for a period
(through the Ming dynasty) Yuan’s poetry was forgotten, with the
rediscovery of both it and the Chung-chou chi by Ch’ien Ch’ien-i
in the early Ch’ing, Yuan Hao-wen’s reputation was reestablished.
It has since remained unshaken.3?

31 The title is “Ju-chiao ta tsung-shih; its opening two-character phrase, “Tu-
chiao,” or “Confucian teaching,” is rarely used in China, although common in Ja-
pan (read as Jukyd).

32 [For a poem-by-poem listing of Yuan Hao-wen’s corpus of 1,366 shik pocms
that includes information on Western-language translations (including partial
translations of poems), see John Timothy Wixted, “A Finding List for Chinese,
Japanese, and Western-Language Annotation and Translation of Yiian Hao-wen’s
Poetry,” Bulletin of Sung-Yiian Studies 17 (1981): 140-85. (Note the publisher’s
printing correction in vol. 18 [1986]: 3.) The Yuan Hao-wen poems treated in
this chapter are as follows (parentheses indicate partial translations): (#462),
(#473), #797, #1103, (#315), (#095), #968, #415, #440, #450, (#475),
#346, (#238), #352, #400, (#264), #137, #081.]

# In Japan as well, from the late Edo period on, Yuan Hao-wen has had many
admirers.
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Yuan Hao-wen was a discerning critic of earlier poetry.®* His com-
ments were often expressed through his own poems, the most fa-
mous example being the early work, “Thirty Quatrains on Po-
etry.” This poetic series reflects the resolve of a young man of
twenty-seven to investigate poets and schools of poetry, ancient
and modern, from Han and Wei times to the present, and to dis-
tinguish between what was “true and false” in them so as to pro-
mote correct poetry for both study and emulation. In that series
and in later writings, Yuan’s efforts as a critic were directed toward
determining correct poetic models. As mentioned in chapter 1,
Chinese poetry from the thirteenth century onward was marked
by strong consciousness of the need to set proper literary models
to be followed. Similar efforts were carried out by later poets and
critics, but Yuan Hao-wen was the forerunner of the practice.

Yuan Hao-wen, being in the tradition of Chin dynasty “Su
studies,” comments on Su Shih, whom he much respected.3® But
he most esteemed T°ao Ch’ien, the poet Su Shih admired. He es-
pecially loved the way that T*ao Ch’ien’s poetry, dispensing with
uscless embellishment, contains something of substance in every
line. The following is a five-character old-style poem by Yuan
Hao-wen, prompted by praise of T"ao Ch’ien in a poem by Yuan’s
friend Chao I-lu, whose literary name was Yii-hsuan.

Yii-hsuan is endowed with poetic discernment;

In discussing letters, he values what is natural.

He has doubts about poets nowadays,

Who exhaust their years embellishing and touching up.

Just look among T’ao Ch’ien’s works,

At his poems on drinking wine and returning to the ficlds.3
That old man did not write poetry—

He wrote truly what was in his heart.

3 [For translation and discussion of the critical writings by Yuan Hao-wen re-
ferred to in the following section, as well as of the Chung-chou chi posttace poem
cited earlier, see Wixted, Poems on Poetry. ]

35 Only the prefaces remain from separate studies that Yuan Hao-wen did of Su
Shih and Tu Fu—Tung-p’o shih-ya (The Elegance of Su Shih’s Poetry) and Tu-shih
hsueh (A Study of Tu Fu’s Poetry)—which date from a few years after “Thirty
Quatrains on Poetry.”

% [These are probably the most famous poems in T"ao Ch’ien’s corpus. Among
available translations, see James Robert Hightower, The Poetry of T°a0 Clrien (Ox-
ford: Oxford University Press, 1970), pp. 124-57 and 50-56.]
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The essentials of poetry, in terms of content and expression, are
here said to be truth and naturalness. The “bare simplicity” that
they engender is something to be enjoyed. And by “bare simplic-
ity” what is advocated is poetic expression fully developed
through mature reflection, not Taoist or Buddhist “emptiness” or

CHAPTER 2

‘The natural is to the artificial

As mutually exclusive as true and false.

Thus we know that fashionable adornment,

Rouge and tint, struggle fruitlessly to gain affection.
Bare simplicity is sufficient for enjoyment;

Do not be attracted by empty show.

“vacuity” of the sort often associated with T"ao Ch’ien.

The need for mature or “pained reflection” is elaborated in a
five-character old-style poem entitled “With Chang Hung-lueh,
Court Attendant, Discussing Literature.” The addressee in the ti-
tle, the son of the myriarch Chang Jou, wished to study literature,

so Yuan Hao-wen presented the following poem to him.

Writing issues from pained reflection;

But who writes with pained reflection?

Even if there were one of pained reflection,

In all the world, how many would recognize him?

Skillful prose and skillful poetry

Are very like the chess of a champion master;

Though a grand master may respond casually,

There is a knack to his every move.

Unless one looks on, move by move,

It will be the same as peeking at the sky through a tube.
A text has to be written character by character;

It should also be read character by character.

Mulling over places where there is an aftertaste,

A hundred readings will not suffice.

If, by effort, one achieves full comprehension,

Its language will become like next of kin.

It was only allowed the ancient musicians Kuang and K’uei,
Hearing plucked strings, to discern proper music.

Men of today, going through texts,

Sweep over ten lines at a glance.

A stopped-up nose cannot distinguish fragrant from foul;
Bad eyesight confuses red and green.

If the tiniest part is overlooked,

The perceived object could be as disparate as Ch’u and Shu.
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No wonder that at the foot of Ching Mountain,
One often hears the weeping of the maimed one.

In ancient times Pien Ho is said to have discovered on Ching
Mountain a singularly precious but unpolished jade, which he of-
fered to the court. Not only was it rejected, it was considered a
hoax, so Pien Ho’s feet were cut off in punishment. He was later
heard to lament, not that his feet were cut off, but that true jade
was taken to be ordinary stone. By implication the poet is saying
that true writing is seldom appreciated by the world.

Yuan Hao-wen argues that the reason for valuing truth, natu-
ralness, and mature reflection in the writing of poetry is that lit-
erature must be an expression of sincerity. This opinion appears
in the preface he wrote to the collected poems of his friend, Yang
Hung-tao, entitled the Hsiao-henyg chi, or Modest-Enjoyment Collec-
tion: “T"ang poetry surpassed poetry that came after the Shih ching
(Classic of Songs) in that it was concerned with what is basic.
What is it that is basic? The answer is sincerity.” Citing the Chung
yung, or Doctrine of the Mean, Yuan also states in the preface, “Un-
less there is sincerity, there is no substance.” In other words, if
writing is not true or sincere, it has nothing of content.

It is not surprising that, T’a0 Ch’ien aside, the poet most ad-
mired by Yuan Hao-wen was Tu Fu. Tu Fu esteemed sincerity of
expression and truthfulness of content. Various short quotes from
Tu Fu’s work are cited by Yuan Hao-wen in the preface he wrote
to the collected poems of his friend, Yang P’eng, to support his
argument that what is fundamental in poetry is the expression of
true sentiment.3”

As a final word of summary, one can say that Yuan Hao-wen’s
own poetry is consonant with the aims expounded in his poetic
theory.

The Ho-Fen chu-lao shib-chi, or Poetry Anthology of Elders from the
Yellow and Fen Rivers—a pamphlet edited by Fang Ch’i (dates un-
certain) containing verse by surviving Chin dynasty officials—was
written under the same conditions that Yuan Hao-wen faced dur-
ing his later years. Setting that work aside, however, I will touch

37 [The Tu Fu quotations, here omitted (as they make little sense out of context),
are included in the translation of the preface by Wixted, Poems on Poetry, pp. 244—
46.]
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instead on the Chinese poetry of a figure in the Mongol
camp. I refer to the hlgh official under both Chinggis- and Ogé-
dei-qan, Yeh-li Ch’u-ts’ai.

Yeh-lii Ch’u-ts’ai
(1190-1244)

The family of Yeh-lii Ch’u-ts’ai, whose surname Yeh-lii is also
given as I-la, was by origin Khitan. His father, Yeh-lii La (or I-la
Li), had been a personal attendant of the Chin emperor Shih-
tsung. An admirer of Su Shih, it is recounted that Yeh-lii Li dis-
credited references to Su Shih in popular oral performances of the
time as being fabrications.38

Yeh-lii Ch’u-tsai was born the son of this important Chin min-
ister in 1190, the year of Yuan Hao-wen’s birth.? In 1214, when
Peking fell, he was an administrative official at the capital and sur-
rendered to the Mongols. He later joined Chinggis-qan on his
campaigns to the west.

After the death of Chinggis, Yeh-lii Ch’u-ts’ai gained the trust
of Ogddei-qan, becoming one of his top advisers. Ma.ny features
of Yeh-lii’s leadership are enumerated in the “spirit-way stele”
(shen-tao pei) written for him upon his death by Sung Tzu-chen
(1187-1266). Countering the view held by some Mongols that
all Chinese should be slaughtered and their land turned into pas-
ture, Yeh-li argued that the Mongol regime would profit from
revenues generated by work performed by Chinese. By convmcmg
Ogodel not to eliminate the populace of Kaifeng when that city
fell in 1233, he saved 1,470,000 lives. Yeh-lii worked to preserve
Chinese culture by setting up an Editorial Bureau in Peking and a
Bureau of Literature in P’ing-yang, Shansi. Moderating the exces-
sive views of Quduqu, he established a more appropriate tax sys-

38 See my Gen zatsugeki kenkyi, as reprinted in Yoshikawa Kofird zenshiz, 14: 206—
7.

3 [Yeh-li Ch’u-tsai’s dates of birth and death as given above (1190-1244) are
the traditional ones, which the author follows. The dates 11891243 are probably
more accurate. See Igor de Rachewiltz, “Yeh-lii Ch’u-ts’ai (1189-1243): Buddhist
Idealist and Confucian Statesman,” in Confiscian Personalities, eds. Arthur F.
Wright and Denis Twitchett (Stanford: Stanford University Press, 1962), pp. 119
and 362, n. 18, where de Rachewiltz draws on a study by Ch’en Yuan.]
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tem for Chinese land. Also, he regulated usurious interest rates
charged by Uighurs and quashed plans to recruit virgins for the
Mongol court. When Ogodei, angered because a Chinese taxa-
tion-bureau chief was guilty of improprieties, said, “You tell me
Confucius’s teachings are to be implemented and that Confucians
are all good, so how is it I end up with this sort?” Yeh-lii acted as
an apologist, arguing that only a few Chinese officials were bad.
And it was to Ogdodei, who was fond of alcohol, that Yeh-li
showed the stopper of a wine cask, saying, “Soaked in wine, even
iron ends up like this.” Such are the items in Sung Tzu-chen’s me-
morial for Yeh-li Ch’u-ts’ai. It concludes, “If you had not ap-
peared when you did, where would mankind be now?”

Yeh-lii Ch’u-ts’ai’s poetic corpus, the Chan-jan chii-shih chi, or
Collection of the Lay Believer of Settled Quietude, is one of few such
collections from the period to survive. The scenes and products of
far-western regions appear in his poetry. For example, the follow-
ing seven-character regulated verse, the third in a series of five en-
titled “Feelings on a Spring Outing in Ho-chung,” describes Ho-
chung, or Samarkand.

In the border region of Ho-chung, as spring draws to a close,

The dense luxuriance of garden and wood seals crumbling walls.

Above the mountains to the east, skies blue on blue after the
passing of rain;

In West Park flowers falling, riotous layers of blue-green.

Bluish olive branches have begun forming fruit,

Green grape-thickets already enwrap dragons.

Amid idleness, fragrance ended, spring is on the wane;

Languid beneath the leaves, a spent butterfly flutters slightly.

Yeh-li Ch’u-ts’ai’s collected poems, which could serve as a use-
ful source for historians and geographers, have yet to be seriously
studied. His prose work, the Hsi-yu lu, or Record of a Journey to the
West 2! after being long buried in the Japanese palace collection,
was brought to light earlier this century by Kanda Kiichiré and is
prized by scholars in Central Asian studies.

40 [Presumably the twisting and turning of grape thickets give the appearance of
dragons.] :

# [Translated by Igor de Rachewiltz, “The Hsi-yu lu by Yeh-lit Ch’u-ts’ai,” Mon-
umenta Serica 21 (1962): 1-128.}



Chapter 3

SOUTHERN SUNG LOYALIST POETRY,
1250-1300

The Fall of the Southern Sung

ile North China was falling victim to Mongol advances in

the early thirteenth century, to the south the Southern

Sung remained untouched. The dynasty’s capital of Hangchow

prospered and, along with it, the poetry of its urban populace. A

prevailing ignorance of outside affairs bred a kind of indifference

and seems even to have helped bring about a flourishing of towns-
man literature.!

During the reign of Ogoddei-qan (r. 1229-1241), son of
Chinggis-qan (Genghis Khan) and second in the ruling line, Mon-
gol cavalry were occasionally spotted along Southern Sung bor-
ders. However, events were soon to remove the Mongols and
their threat from the minds of southerners. First, Ogodei suddenly
redoubled his determination to conquer to the west rather than to
the south. Also, after his death in 1241, the internal unity of the
Mongols weakened.

! The circumstances are similar to those in Japan during the late Edo period:
abroad, the West was making serious incursions into India and China, while at
home, much the same sort of situation and attitude prevailed as during the later
years of the Southern Sung.

44
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The lull that these events brought to the south was intermit-
tently broken. In 1258, for example, Mongke-qan (r. 1251-1259)
and his younger brother Qubilai (Khubilai) led an army that was
to cut Southern Sung territory in two.2 Upon Mongke’s death this
plan collapsed and a false lull resumed. The Southern Sung prime
minister at the time, Chia Ssu-tao, held peace discussions with
Qubilai at the front and purposely carried back to his sovercign
false reports about the disgraceful terms of settlement.® Thus was
the capital city of Hangchow able to remain in an undisturbed
state of peace.

When the century passed the three-quarter mark, the day of
reckoning finally came. It was Chinggis’s grandson, Qubilai, who
finally defeated and annexed the Southern Sung. Qubilai-qan (r.
1260-1294) viewed himself as being above all else the ruler of
China.* Both in this and in the way he paid unstinting respect to
Chinese culture, he differed from preceding Mongol rulers, who
had considered themselves rulers of an empire in which China was
merely a part. In recording dates, carlier Mongol rulers had used
such names as the Year of the Rat or the Year of the Cow. Sym-
bolically, Qubilai departed from this when he became gan in
1260. He employed Chinese-style names for his reign periods:
Chung-tung, or Central Unification (1260-1264), and Chih-
yuan, or Achieving a Beginning (1264—1294). In the fifth year of
his reign Qubilai established the Great Capital (Ta-tu), or Qan-
baliq, on a site encompassed by modern metropolitan Peking (to
the north of Yen-ching). Three years later, in 1267, he named the

2 [Note the study by Thomas T. Allsen, Mongol Imperialism: The Politics of the
Grand Qan Mingke in China, Russia, and the Islamic Lands, 1251-1259 (Berkeley:
University of California Press, 1987).]

3 [For an evaluation of Chia Ssu-tao’s role that differs from this received one, see
Herbert Franke, “Chia Ssu-tao (1213-1275): A ‘Bad Last Minister’?” in Confiscian
Personalities, pp. 217-34. For the historical background to Sung loyalist poetry,
see Jennifer Wei-yen Jay-Preston, “Loyalist Personalities and Activities in the Sung
to Yilan Transition, ca. 1273-1300,” Unpublished Ph.D. dissertation, Australian
National University, 1983 (revised version forthcoming in the Occasional Papers
series, Program in East Asian Studies, Western Washington University); and Paul
D. Buell, “The Sung Resistance Movement, 1276-1279: An Episode in Chinese
Regional History,” Annals of the Chinese Historical Society of the Pacific Northwest 3
(1985-86): 138-86.]

* [Note the study by Morris Rossabi, Kbubilai Khan: His Life and Times (Berke-
ley: University of California Press, 1988).]
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new dynasty the Yuan. Unlike the earlier Han and T°ang dynasties,
which took their names from the native regions of their ruling
tamilies, the name Yuan was consciously based on a passage in the
I ching, or Classic of Change, where it suggests a “new beginning.”
It was about this time also that Qubilai engaged the Neo-Confu-
cian scholar, Hsu Heng, as Chancellor of the National Academy.
Hsu was the first of many Chinese men of letters brought to the
Yuan court.

Qubilai, China’s unifying emperor, could not read Chinese.
Nor was his respect for Chinese civilization without limit. He was
cool to the examination system, steadfastly refusing to allow its
reinstatement. Yet he listened to lectures on Confucian doctrine
translated for him into Mongolian. And he seemed especially
pleased with the practical Neo-Confucianism advocated by Hsu
Heng, which stressed the ordering of the individual self so that
there might be equanimity in the family; this in turn would lead
to the state’s being properly ruled and to peace prevailing in the
world. With Qubilai’s accession to the throne, the threat to
Chinese civilization posed by the Mongol invasions diminished
considerably.

Given his aspiration to unify all of China, Qubilai was deter-
mined to be successful in the undertaking. Immediately upon be-
coming qan in 1260, he gave priority to establishing contact with
the Southern Sung, so as to prepare the way for unification. He
sent Hao Ching (1222-1275), a disciple of Yuan Hao-wen, as his
State Envoy to the South.® The prime minister of the Southern
Sung at the time, Chia Ssu-tao, afraid the truth about his dishon-
orable conduct in earlier negotiations with Qubilai might leak out,
detained Hao in the small city of Chen-chou on the banks of the
Yangtze, a house arrest that was to last some fifteen years. The
following poem from this period by Hao Ching, “Springtime Re-
flections at New Hostel,” mentions a tally, the insignia of his
charge as legate.

Tarrying here, no one to talk with,
In melancholy thought I go my rounds under the eaves.
A nocturnal chill tinges the moon in the river;

$ [Note the study by Dictlinde Amann Schlegel, Hao Ching (1222-1275): Ein
chinesischer Bevater des Kaisers Kublai Khan (Bamberg: K. Urlaub, 1968).]
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Spring trees darkly give off mist.

Though inept at my own welfare, I still grip firm the tally;
My road at dead end, I would like explanation from Heaven.
It takes supreme effort, steel wound round one’s finger,
Despite countless twists to maintain an ever firmer will.

Using the stratagem of Su Wu, the Former Han figure who,
while a captive of Hsiung-nu tribesmen, communicated with the
Han emperor by fastening letters to the feet of wild geese, Hao
allegedly kept Qubilai informed of his activities by using birds
flying north.

In order to help overcome the tedium of confinement, Hao
Ching, like Su Shih in Sung times, took to writing a complete set
of poems employing the same rhyme words in the same order as
those found in the poetry of T"ao Ch’ien. This clearly reflects how,
as a disciple of Yuan Hao-wen, he was part of the Chin dynasty
tradition of “Su studies.”

One reason for Qubilai’s dispatching an army in 1274 to con-
quer the south was Hao Ching’s continued confinement there.
Along the Yangtze town after town fell to the Mongols. The com-
mander in chief, General Bayan, had received orders not to kill
indiscriminately. Two years later, in 1276, his conquering army
entered the Sung capital of Hangchow.

The Sung court had virtually disappeared. All officials with the
least bit of ability had fled, leaving only the helpless behind. The
two empress dowagers, the mother and grandmother of the six-
year-old Sung emperor, Kung-tsung, were in a state of utter con-
fusion. At Kao-t'ing Hill on the outskirts of the capital, the Mon-
gols, now in the heart of Chiang-nan, or the Southland, presented
a demand for immediate surrender.

Ping-tzu year, first month, thirteenth days—

Timbrels beating, drums pounding, they descend upon Chiang-nan.
On Kao-ring Hill, blue smoke rising,

Our ministers gape at one another as if soused.”

Thus did the courtier Wang Yuan-liang record the painful event.
The poem, a seven-character quatrain, is the first of a series of

¢ [Le., January 30, 1276.]
7 [Cf. the translation by Watson, “Translator’s Preface,” An Introduction to Sung

Poetry, p. v.]
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ninety-eight written by Wang entitled “Songs of Hu-chou.” The
third reads:

In the audience hall, crowds of courtiers dumbly silent,

General Bayan presses for surrender papers.

Their Three Majesties together behind pearl blinds,

Ten thousand cavalty, curly-bearded, surround the palace steps.®

Only one man of courage among the courtiers remained in the
city. The widowed empresses were to make him prime minister,
charging him with carrying out negotiations with the Mongols.
Thus did Wen T’ien-hsiang, as the Southern Sung was about to
fall, emerge as the outstanding figure in the Chinese resistance
movement against the Mongols. He also was to become China’s
model poet of resistance.

Wen T’ien-hsiang
(1236-1283)

Like many other Sung poets, Wen T’ien-hsiang was born in
Kiangsi; in fact, he came from the same county-district of Lu-ling
in Chi-chou as did Ou-yang Hsiu.® At the age of twenty, in 1256,
Wen was First-Place Graduate in the metropolitan examinations.
He was highly praised by his examiner, the widely learned Wang
Ying-lin, who wrote on the examination paper known to him only
by number that the writer displayed “loyalty steadfast as iron and
stone.”

As a youth, Wen T’ien-hsiang enjoyed the carefree, leisurely
existence of a pampered son living in a great family in times of
peace. Even after becoming an official, he spent much of his time
amid the quiet calm of his resort, Wen shan, or Literary Mount,
on a peak south of his native town. Lines like the following appear
in his work dating from this period:

8 [Cf. the translation by Watson, ibid., p. v.]

? [Note the studies by Horst Huber, “Wen T’ien-hsiang (1236-1283): Vorstu-
fen zum Verstindnis seines Lebens,” Unpublished Ph.D. dissertation, Universitit
Miinchen, 1983, and William Andress Brown, Wen T’ien-hsiang: A Biographical
Study of a Sung Patriot (San Francisco: Chinese Materials Center Publications,
1986).]
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Living amid mountains, startled that the dynasty is already the
Eastern Chin,°
On my mat, I write many a poem in the late T’ang style.

Here he was influenced by the late Sung fashion of imitating the
minor poems of the late T°ang.

Wen T’ien-hsiang was forty years old when the Sung dynasty
fell. From that time on, his life—as fully recorded in his antholo-
gies of verse—was a series of traumas. Wen’s first anthology, the
Chib-nan lu, ot Southward-Pointer Record,)! commences at the
time when, as prime minister, he was sent by the Sung empress
dowagers to negotiate with the Mongol forces outside
Hangchow. He rode unaccompanied into General Bayan’s camp
outside the city walls and proceeded to deliver a lecture on great
events past and present in Chinese history. From the expressions
on their faces as they listened to his words being translated, Wen
could tell the Mongol generals were impressed.

Proud and dignified, I ride out alone to the barbarian camp—
Successes and failures, past and present, I lay out directly.
Northerners, staring, style me “a real man,”

As if to say one still remains in the South.'?

The Mongols were in fact so impressed that they refused to let
Wen T’ien-hsiang return. They sent him off by boat to Peking, in
escort with other captive Sung officials.

Together with his trusted subordinates, Wen T’ien-hsiang
planned an escape. After arriving by boat at Chen-chiang in
Kiangsu they managed a successful break, but ran into trouble in
the nearby Sung loyalist enclaves of Chen-chou and Yangchow,

10 [ A reference to T°ao Chvien’s “Peach-Blossom Spring,” where, after happening
upon a utopian enclave out of the past, a man returns to his Eastern Chin home.
The Eastern Chin, like Wen T’ien-hsiang’s Southern Sung dynasty, was a period
when the north was occupied by non-Chinese “barbarians.”]

1 [A “southward pointer” is a compass, used here metaphorically in the sense of
the poet’s having his direction or bearings, of following the set and proper course
ordained by the natural order. Wen Tien-hsiang also suggests his constancy in
being ever oriented to the south—here, the Southern Sung. Moreover, the com-
pass points south—that is, imperially—with its “back” to the north.]

12 The fact that the character ending line one does not rhyme with those ending
lines two and four, as is customary with poems in the quatrain genre, probably
reflects the hasty circumstances of its composition.
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where all suspected him of having become a Mongol spy. Denied
city entry, with enemies to the front and rear, he managed despite
extreme hardship to get to the Kiangsu seacoast.

Poems in the Chib-nan I relate each of these events. The fol-
lowing is a five-character regulated verse written upon reaching
the coast. Leaving the “Imperial City” of Hangchow, the party
had reached the Hai-men, or Gateway to the Sea, district of
Kiangsu, hiding in thickets by day and traveling on foot by night.

Amid bitter weeping, I left the Imperial City,

And came in disguise to this Gateway to the Sea.

Long have I not heard the crow of cocks,

And lately, too, there’ve been lice to squeeze.

Many a white hair has probably sprung up,

While few blue-kerchiefed followers remain.

Yet as long as I am allowed to live,

I will do my utmost to be worthy of Heaven and Earth.

The group sct out by sea from the Kiangsu coast for Foochow
in Fukien. A government in exile was being set up there by Em-
peror Kung-tsung’s younger brother, Chao Li, the Prince of I.
Wen T’ien-hsiang’s first poetic record of events, the Chil-nan lu,
comes to an end after he passes Wen-chou on the Chekiang coast,
Foochow still the goal.

After having helped install the Prince of I as emperor in Fu-
kien, Wen T’ien-hsiang rushed off to his home region in Kiangsi
to lead anti-Mongol guerilla activity in the area’s districts. How-
ever, dissension continued in the Fukien court; Wen was given a
new title, Duke of Hsin, and kept at a polite distance. The child-
emperor Tuan-tsung died in 1278, two years after his installation.
The reign of his younger brother began with a new reign-period
title, Hsiang-hsing, or Auspicious Rise (1278-1279). At the end
of the same year Wen T’ien-hsiang was taken captive by the Yuan
general Chang Hung-fan at Ch’ao-yang in Kwangtung. Wen took
poison, hoping to kill himself, but the attempt proved unsuccess-
ful. No poems date from this two- to three-year period.

Wen Tien-hsiang’s second poetic anthology, the Chikb-nan
hou-lu, or Southward-Pointer Later Record, records events from
spring of the following year, 1279, when, tracked down and cor-
nered on the Kwangtung sea, the Sung leadership was fighting its
last battle. Wen T’ien-hsiang witnessed events aboard the ship of
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his captor, Chang Hung-fan. When requested to write a letter ad-
vising the Sung forces to surrender, Wen remained silent, simply
showing the general the following poem. His brave words—
which incorporate place names fortuitously at hand, Shore of
Shame and Estrangement Sea—are an attempt to overcome the
feeling of despair on the occasion.

Hardship, my lot since passing the single-classic exam;
Shields and daggers in futile struggle four years now.

Native hills and streams shattered, like wind-buffeted catkins,
Life floats haplessly as duckweed beaten by rain.

At Shore of Shame, I speak of shame;

On Estrangement Sea, lament estrangement.

From of old, who among men has escaped death?

Leave a heroic heart shining in the pages of history!'3

Chang Hung-fan, the brother of Chang Hung-lueh (the poetic
follower of Yuan Hao-wen mentioned previously), was a man of
considerable literary accomplishment. When showed the above
poem, he remarked, “A fine man and a fine poem,” and continued
to press the pursuit of the Sung emperor’s boat.

On the sixth day of the second month, 1279,* while Wen
T’ien-hsiang looked on helplessly, the tutor of the young Sung
emperor, Lu Hsiu-fu, and other Sung loyalists hurled themselves
into the sea rather than surrender to the Yuan.!’® The event in-
spired many of Wen T’ien-hsiang’s longer poems. Here is a shorter
example, a five-character regulated verse in which he puts a brave
face on despair.

Since calamity came to the Southern Sea,
Men die, strewn like tangles of flax.
Putrid waves pound my heart to bits;
Whirlwinds blast my hair white.

Each hill and each stream,

Neither home nor country!

Yet, with the will of a thousand years,
My life is without end.

13 [Cf. the translation by Brown, Wen T’ien-hsiang, p. 155, n. 354.]

14 [T.e., February 28.]

15 This is reminiscent of the famous episode acted out in Japan by the Heike clan
at Dannoura in 1185.
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From the Kwangtung southern extremity of the empire Wen
Tien-hsiang, as the foremost captive of the Mongols, was sent
under escort to Peking far in the north. He composed one poem
after another en route and, while passing through his hometown
district of Lu-ling in Kiangsi, tried unsuccessfully to commit sui-
cide by fasting. In Peking, Wen T"ien-hsiang was treated most gra-
ciously by Qubilai and the Yuan court. Even when repeatedly
urged to give allegiance to the new dynasty by Sung officials and
by Kung-tsung, the former Sung child-emperor who had capitu-
lated, Wen refused. Thereafter he was removed to the damp, mud-
walled prison of the Yuan quartermaster general.

It was during the third year of his captivity in Peking that Wen
T’ien-hsiang wrote his most famous and representative work,
“Song of the Upright Spirit.”'¢ The “spirit” informing his up-
rightness, a concept put forward in Sung Neo-Confucianism,
might best be translated as “energy.” Wen T’ien-hsiang’s preface
to the poem, in which he describes his life since being taken pris-
oner by the Mongols, helps the reader understand his work.

I am captive in the northern court, placed in a dark mud room
eight feet wide and two rods deep that has been hollowed out of the
ground. It has a single doorway, low and small, and unpainted win-
dows, short and narrow.

On a summer day like today, I am enshrouded in various energies.
When puddles of water converge from all sides, setting my chair
afloat, this is the “energy of water.” When muck half dries and is
covered with bubbles of steam, this is the “energy of earth.” When
the weather clears and in the fierce heat no breeze can pass through,
this is the “energy of the sun.” When cooking fires kindled under the
eaves add to the cruel heat, this is the “energy of fire.” When stores
turn rotten and are left to decay, their staleness oppressive, this is
the “energy of rice.” When one is thrown in with others, rank-smell-
ing and dirty,'” this is the “energy of men.” And when assorted foul-
nesses come forth—from outdoor privies, dead corpses, and rotting
rats—this is the “energy of filth.”

16 [Cf. the translations of the poem cited by Brown, Wen T%en-hsiang, p. 2, n.
5; in addition, there is one by John Turner, A Golden Treasury of Chinese Poetry
(Hong Kong: Chinese University of Hong Kong, 1976), pp. 280-87.]

17 Probably a reference to the Mongols.
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Faced with several such energies at once, few would not fall ill.
But weak as I am, I have lived under these conditions for two years.
You might wonder, what has sustained me? I scarcely know myself.
Mencius once said that he “nourished his floodlike spirit-energy.”
Those energies mentioned above number seven; mine is but one.
Yet in fighting seven with one, I am not at all concerned—especially
since this “floodlike spirit-energy” is none other than “the upright
spirit of heaven and earth.” Thus it is that I have written the follow-
ing “Song of the Upright Spirit.”

After the preface comes Wen T’ien-hsiang’s poem proper, pre-
sented here with short explications of the historical incidents to
which it alludes.

Heaven and Earth are infused with an Upright Spirit
That gives varied shape to a stream of manifestations:
On earth below, the great river and sacred peaks,
In heaven above, the sun and stars.
In man, it is a greatness of spirit,
Overflowing, that fills the firmament.
The imperial way, meeting with tranquility,
Offers a genial age of enlightened rule.
Yet when the age ends in impasse, steadfastness appears
In one example after another in history’s annals.
The spirit is found—
In the bamboo slips of the Grand Astrologer of Chi,

The historian of the Spring and Autumn period who was executed for re-
cording on bamboo slips that Ts'ui Chu had assassinated his sovereign.
The two younger brothers who succeeded him faced the same circum-
stance and met the same fate.

In the brush of Tung Hu of the State of Chin,

Who in the Spring and Autumn period assigned responsibility for his
lord’s murder to Chao Tun, who would not prosecute those in his clan
who had killed the leader (with whom Chao had had a falling out).

In the hammer of Chang Liang,
Who tried without success to assassinate the harsh First Emperor of the
Ch’in dynasty.

And in the pennant of Su Wu.

Who, remaining loyal to his sovereign while held captive by Hsiung-nu
barbarians, never parted with this emblem of his charge as a legate.
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Among its manifestations, one finds—
The head of General Yen Yen,
The Three Kingdoms general who, upon defeat, declared, “You have
rudely wrested away our land. The land may have generals with severed
heads, but it has no generals with heads that bow in allegiance.”

The blood of the court chamberlain, Chi Shao,
The Chin minister who died defending his sovereign from attack. The
ruler directed his ministers not to wash away the blood of Chi that had
spattered his robes.

The teeth of the Sui-yang defender, Chang Hsun,

The T’ang soldier whose mouth was pried open by the sword blade of one
of An Lu-shan’s soldiers after defeat. Most of his teeth had been gnashed
away in fury at the rebels.

And the tongue of the Ch’ang-shan defender, Yen Kao-ch’ing.

The T"ang official whose tongue was cut out for cursing the victorious
rebel leader, An Lu-shan.

It appears in—
The one with the Liao-tung cap,
Whose purity was sharper than ice or snow,
The black beretlike cap of Kuan Ning, the scholar who at the end of the
Han sought refuge in Liao-tung (present-day Manchuria), preferring to
lead an unsullied life there to serving the Wei emperor, Ts’ao Ts’a0.

Chu-ko Liang’s memorial on his expedition,

Of a heroism that brings tears to the gods,
The rousing third-century “Ch’u-shih piao,” or “Memorial on Setting Off
with My Troops,” which Chu-ko Liang submitted to the throne upon de-
parting to attack the state of Wei.

The beating of the boat paddle

In stouthearted avowal to swallow the Chieh,
The paddle Tsu T of the Eastern Chin used to beat his gunwales, while
vowing to regain territory from Chich barbarians.

And the rebel-smiting tablet
That split the traitor-lackey’s skull.

The tablet used by the T°ang official, Tuan Hsiu-shih, to smash the fore-
head of the would-be usurper, Chu Tzu.

What is infused with this spirit,
With awesomeness lasts for eternity.
When it penetrates the sun or moon,
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All question of life or death becomes immaterial.
Upon it depend the fundaments of earth;

Up from it soar the pillars of heaven.

It is the mainstay of human relations,

The very basis of morality!

Alas! Things have come to an awful pass;

I, a worthless one, have not done my best.

A Ch’u prisoner who tied his cap strings,!®

I was transported by stages to the far north.
Being boiled alive would be sweet, like candy;
Indeed I requested it, to no avail.
Will-o’-the-wisps flicker in my dark cell;

The spring courtyard is shrouded in gloom.

I am a racchorse feeding from the same pail as oxen,
A phoenix eating together with chickens.

One morning, shrouded in poisonous miasma,

I will end up a skeleton in the gutter.

After two years of this heat and cold,

The noisome vapors have taken leave.

Alas! This dank quagmire

Has become my paradise!

I need no shoddy tricks

To hold the yin and yang harmless—for I have my Upright Spirit.
Reflecting on it glowing bright within me,

I gaze at the clouds above, floating, white.
Unending is my heart’s affliction—

Oh, Heaven above! When will it end?

Greats of the past grow daily more distant,

But their example remains as long ago.

In the breeze from the eaves, I spread out a book to read;
Before me shines the bright virtue of the past!

This is not a poem fraught with despair. The line, “Oh, Heaven
above! When will it end?” might be taken as momentary flinching,
but Wen T’ien-hsiang recovers immediately and ends on a note of
confidence about the future. The conquest of individual despair
without resort to an epicurean kind of decadence had been a hall-

18 [ A reference to Chung I of the Warring States period, who, alone among Ch’u
officials taken prisoner by the Chin, donned his official cap as a sign of loyalty to
his state. |
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mark of Su Shih’s poetry.’® But here the poet urges conquest of
despair at a time when the future of the entire Chinese people was
most in jeopardy!

Wen Tien-hsiang’s second and third poetic anthologies, the
Chib-nan hou-lu and the Yin-bsiao chi, or Collection of Wailings,
were written during his four years of incarceration. At the end of
1282, Qubilai personally summoned Wen for a final opportunity
to render obeisance to the Yuan. Wen requested only that he be
put to death. On the ninth day of the twelfth month,?° at the age
of forty-six, Wen T’ien-hsiang was taken to the vegetable market
of Peking and publicly executed.?!

During his imprisonment Wen Tien-hsiang wrote two
hundred poems composed entirely of lines rearranged from Tu
Fu’s poetry. The following example of one of these “Culled Line
Poems,” numbered 143, was written in the persona of his wife
while thinking of her.

I bound up my hair to become your wife;
In a flurry we fled marauding forces.
Parted in life, separation in death,

I turn my head and tears stream down.

Each line is from a different Tu Fu poem. In his preface to the
series Wen tells us:

19 See An Introduction to Sung Poetry, pp. 1044t.

2 [I.e., January 17, 1283; hence, Wen T’ien-hsiang’s dates as given at the head-
ing of this section.]

21 The work most instrumental in introducing Wen T°ien-hsiang to Japan was
the Seiken igen (Testaments concerning Those Who with Quiet Resolve Gave Their
All to Past Sovereigns) by Asami Keisai (1652-1711), a pupil of Yamazaki Ansai
(1618-1682). In the introduction to the volume, published in 1687, Keisai ex-
plains to the reader, “As for true men of devoted loyalty past and present, it is
always the case that, once the alarm has sounded and destruction is near at hand,
such men come to the fore.” One chapter each in the work is devoted to Ch’ii Yuan,
Chu-ko Liang, T’ao Ch’ien, and Yen Chen-ch’ing. The fifth deals with Wen T’ien-
hsiang; others deal with poets treated below.

Also well known in Japan is the poem, “The Song of the Upright Spirit,” written
by Fujita Toko (1806-1855) in imitation of the original; it begins:

The grand, upright spirit,

In its multifariousness culminates in this Land of the Gods;
Towering upwards, it becomes Mt. Fuji’s crest,

And soars majestically for a thousand autumns.
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Everything I want to say, Tu Fu earlier said for me. Daily entertain-
ing myself with his poems, unable to put them down, I end up feel-
ing they are my own and forget they are his. Thus I know it is not
that Tu Fu, of his own accord, was able to write such poetry; his
poetic lines, naturally, have the language of human nature and sen-
timent; they dogged Tu Fu, [it is not that he pursued them].

In other words, Tu Fu expressed the universal feelings of mankind
everywhere as its representative. By simply assembling lines from
his poems, one can write poetry of one’s own.

Other Poets of Resistance

In keeping with Qubilai’s unification policy, the Mongol takeover
of the Southern Sung was less harsh than that of the Chin dynasty
in the north some forty years earlier. Still, the defeat amounted to
an unprecedented humiliation for the Chinese. All of the empire,
north and south, was under the control of an alien people. More-
over, this was the first time in history that all of South China had
been forced to submit to non-Chinese rule.

Although the fierceness of the initial Mongol onslaught was
largely blunted by the time it reached the south, its net effect was
much the same: the life and livelihood of the people, especially
those concerned with literature, became stifled. The ladder of suc-
cess formerly open to men of letters, the examination system, was
cut off. And those regional officials who replaced the Chinese,
either Mongols or men from the Western Regions, were generally
unreceptive to Chinese culture.

This engendered a fierce reaction among Chinese. Acts of re-
sistance ensued which were accompanied by a poetry of resistance,
or at least strong reaction. In some cases the poems they wrote are
not in themselves particularly outstanding, but they have re-
mained a historical fact of great significance in the consciousness
of Chinese.

Wang Yuan-liang

(fl. 1276)

Wang Yuan-liang was a zither master at the Southern Sung impe-
rial residence in Hangchow. In the second month of 1276 the city
tell to the Mongols and the poet-minister Wen T’ien-hsiang was
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sent captive to the north. A few days later Wang Yuan-liang ac-
companied a special group sent under escort to Peking. It in-
cluded the palace ladies in waiting, the six-year-old Sung emperor
Kung-tsung, and the two empress dowagers.

Wang Yuan-liang composed a series of ninety-eight seven-
character quatrains entitled “Songs of Hu-chou” that describe the
unhappy journey.

Out the palace gates, they quickly board painted boats,
Graceful nymphs, red against red, white on white.

Mountains and streams stretch far away, a grief inconsolable—
Again there appears a crescent of Southern moon rising.

A few weeks later when the entourage arrived in Peking, a
large welcoming reception lasting for days was hosted by the Yuan
empress, the wife of Qubilai. Although the guests had no need to
tear for their lives, it was only natural that they felt ill at ease. One
of the poems in Wang Yuan-liang’s series describes the welcoming
banquet.

Emperor Qubilai opens the first banquet;

His Majesty solicitously thanks all for their trouble.

The Great Yuan Empress shares with us Mongol fare;??
The feast over, we return—the sky filled with moonlight.

During the first few of the many years he was to stay in Peking,
Wang Yuan-liang, zither in hand, often paid calls on the impris-
oned Wen T’ien-hsiang, and he later composed a poem mourning
his death. In addition, Wang authored several poems of farewell
to the young emperor and his mother when they withdrew from
secular life: the one to become a Buddhist monk in Tibet with the
name Moksa (i.e., Deliverance) Expounder (Mu-po chiang-shih),
the other to become a nun.2?

In accordance with Qubilai’s wish, the Sung palace ladies ac-
companying the two empress dowagers north were married off to
carpenters in Peking. When Wang Yuan-liang eventually returned
to the south, these former ladies in waiting composed poems for

22 The “Mongol fare,” as becomes clear from other poems in the series, included
butter, koumiss, raw onions, horsemeat, mutton, and grape wine.
23 The legend that the last Sung emperor’s son was later to become the Yuan

sovereign Shun-ti is purely apochryphal.
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him as a parting gift, which later became available in booklet form
as the Suny chiu-kung-jen shih-tz’u, or Poems of Former Palace Ladies
of the Sung. The following is one by Wang Ch’ing-hui, ranked
Lady of Bright Deportment.

My fate fragile as a leaf,

I am exiled on a road thousands of miles.

In the yellow dust beyond Peking’s walls,

T sit and listen sadly to the sound of fulling cloth.?*

After returning to the south, Wang Yuan-liang withdrew from
the world to become a Taoist recluse. Looking like an unworldly
holy man, with a flowing beard, broad nose, and imposing frame,
he could be seen wandering Mt. Lu in Kiangsi. Local people were
later to worship his portrait as that of a god.

A scholar-friend of Wang Yuan-liang, Ma T’ing-luan, praised
his poetry for its similarity to Tu Fu’s “history in poetry.” Al-
though it is only a suspicion of mine, it is indeed possible that the
poetic-diary form, as found in Wang Yuan-liang’s “Songs of Hu-
chou” and in Wen T"ien-hsiang’s Chib-nan lu and Chib-nan hou-
In, was influenced by the narrative recitations of traditional tales
popular among the common people at the time.2

Hsieh Ao

(1249-1295)

The poet Hsieh Ao, originally from Ch’ang-hsi in Fukien, was a
staff adviser to Wen T’ien-hsiang when the latter carried out anti-
Mongol guerrilla activities in the south. After Wen’s death, Hsieh
paid respects to his leader’s departed spirit on a fishing platform
next to Fu-ch’un Mountain in Chekiang—the site where tradition
had it that the commoner-friend of Emperor Kuang-wu of the
Later Han, Yen Kuang, had enjoyed fishing. The matter is re-
ported in a prose piece by Hsich entitled “Teng Hsi-t’ai tung-k’u
chi,” or “An Account of Mounting the Western Platform to Carry
Out Lamentations.” Out of fear of discovery by the Mongols,
Hsich makes the nominal object of his sacrifice the T ang official,
Yen Chen-ch’ing. Sandwiched in the account is a song he sang

24 [Cf. the translation by Watson, “Translator’s Preface,” An Introduction to Sung

Poetry, p. vi.]
25 Recitations in a form like that of naniwa-bushi in Japan.
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while striking a rock with his monk’s staff and calling out to Wen
T’ien-hsiang’s soul.

At daybreak your spirit set out,
To what far region?
Do not return!
The River Kuan has turned black.
Become a red phoenix as you might,
There is nothing for your sacred beak to feed upon.

He recounts that, after repeating the incantation many times over,
both staff and rock shattered.

Lin Ching-bhsi
(1242-1310)

Lin Ching-hsi came from the P’ing-yang area of Chekiang. Some
years after the fall of the Sung dynasty—the account varies as to
when—a Tibetan lama by the name of Yang Lien-chen-chia
(Byan-sprin Car-skya), who was associated with the Mongols,
dug up the imperial tombs of the six Southern Sung emperors in
Shao-hsing, so as to put a curse on the revival of the dynasty.26 He
removed the bones and, reburying them amid the ruins of the for-
mer imperial palace in Hangchow, erected a pagoda at the site.
Chinese were indignant at this outrageous act. Lin Ching-hsi
and some of his companions disguised themselves as herb gather-
ers to search for the bones, and they had a fisherman recover Em-

26 [The equivalent transcription given here of Yang Lien-chen-chia’s name is the
one used by Chan Hok-lam in his “Wei Su,” in Dictionary of Ming Biography, 1368~
1644, eds. L. Carrington Goodrich and Fang Chaoying (New York: Columbia
University Press, 1976), p. 1466. Cf. Herbert Franke, “Tibetans in Yiian China,”
in China under Mongol Rule, ed. John J. Langlois, Jr. (Princeton: Princeton Uni-
versity Press, 1981), p. 321: “It is probable that Yang Lien-chen-chia . . . renders
a Buddhist name. It might be reconstructed as Rin-¢én skyabs, a name which is
attested in Tibetan sources, but so far no person of this name can be identified with
the Yang Lien-chen-chia of the Chinese sources.” As Franke notes, Paul Ratchnev-
sky tentatively reconstructs the name as Rin-Cen skya; “Die mongolischen
Groflkhane und die buddhistische Kirche,” in Astatica: Festschrift Friedrich Weller
zum 65. Geburtstag gewidmet, eds. Johannes Schubert and Ulrich Unger (Leipzig:
O. Harrassowitz, 1954) p. 494, n. 50. Note the study of the event by Paul Demié-
ville, “Les tombeaux des Song meridionaux,” Bulletin de PEcole Frangaise d’Extvéme-
Orient 25 (1925): 458-67, reprinted in Paul Demiéville, Choix d’études sinologiques
(1921-1970) (Leiden: E. J. Brill, 1973), pp. 17-26.]
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peror Li-tsung’s skull, which had been thrown into a lake. Re-
burying the remains near the site of the former tombs, they
marked the location by planting holly, which was traditionally
placed at emperors’ tombs.?” At the time, Lin Ching-hsi wrote the
following old-style verse in irregular lines, entitled “Holly Blos-
soms.” The dragons that are mentioned are symbols of the former
emperors.

When holly blossoms bloom,

My heart grieves the day long.

Across the Yangtze, a storm—to no avail, shadows under a clear sky;
Deep in June mountains, we guard faint snow blossoms.

Dragons lurk in the cloudy haze of stony roots

Where no common ants dare bore.

We have transplanted them here, to a world of immortals

Who know eternity in a moon-reflecting cup.

Here is the mournful nightjar, with all other birds in attendance;?*
At midnight with their single cry, mountain bamboo splits.

Lin Ching-hsi wrote a postscript, in the form of a seven-char-
acter old-style poem, to the collected poetry of Lu Yu. Lu Yu, of
course, was the fiercely patriotic Southern Sung poet whose life-
long wish had been to see the non-Chinese Chin dynasty driven
out of the north and for all of China to be reunited under one
sovereign. Eighty-five years old and on his deathbed, Lu Yu had
written a poetic last will to his sons that ended with the words:

The day the royal armies march north and seize the Central Plain,
At the family sacrifice don’t forget to report it to your father!

Seventy years later, during his great-great-grandsons’ generation,
the wish that China be reunited came true. But how ironic that
the situation was completely the reverse of what Lu Yu had
wished! Lin Ching-hsi concludes the poetic postscript with his
own words of sorrow:

27 Another tradition connects the heroic deed of reburial with T°ang Chuch
rather than with Lin Ching-hsi. Hsieh Ao, for example, wrote a poem entitled
“Song of the Holly, On Parting from Tang Chueh.” [See also pp. 134-35.]

28 [The “mournful nightjar” is the bird, sometimes rendered in English as a
“cuckoo,” into which “the Shu soul,” the soul of an ancient king of Shu, was said
to have been transformed. ]
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Now that your grandsons have seen the Nine Provinces united,
What can they report when sacrificing to their father?

Cheng Ssu-hsino
(12392-1318)

Cheng Ssu-hsiao from Fukien presents an interesting example of
anti-Mongol sentiment. All of the names he bore, other than his
surname, were adopted after the fall of the Sung and, without ex-
ception, refer to the former dynasty. By adding one element to the
second character in his first name, Ssu-hsiao, the combination can
read “Ssu Chao,” or Thinking of Chao, the family name of the
Sung ruling family. He was styled Suo-nan, meaning Residing in
the South, the territory of the former dynasty. And his literary
name, I-weng, signifying Recalling Father, can be understood to
mean that he is mindful of his Sung period ancestors. Similarly,
by slightly rearranging the elements in the first two characters of
the four-character inscription outside his residence in Soochow,
“Pen-hsuch shih-chieh” (meaning roughly Cave World), it could
read “Ta-Sung shih-chieh,” or “The Great Sung Empire.”

Whenever Cheng Ssu-hsiao heard Mongolian spoken in the
street, he is said to have covered his ears and fled. And although
he drew many paintings of orchids, he never painted in the
ground beneath them. Questioned about this, he retorted: “Don’t
you know? The land’s been stolen by barbarians!”

Among the few of his poems that have been preserved, the
series of twenty-four entitled “Brocade Cash, Last Chuckles™ mer-
its attention. Containing interjections of vernacular language, the
poems reveal deep-seated resentment at the upsetting of the social
order by the Mongols. Cheng Ssu-hsiao’s note accompanying the
series states in ironic self-deprecation, “Coins made from brocade
may look beautiful, but in fact are useless.”

For the past twenty years or so,

It isn’t that I don’t enjoy a little wine.

As of late, even Heaven has gone mad,
And hounds this world of men.

Reviled are bygone ice and snow,

And praised, upstart flowers and willows.?

29 [“Upstart flowers and willows” refer to the new Mongol nobility. ]
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No choice but to go it alone,
I stick the tip of my nose in my mouth.3

In the mid-seventeenth century history repeated itself. Instead
of a Sung defeat at the hands of the Mongols, the Ming dynasty
fell to non-Chinese Manchus. An iron box was discovered hidden
in a temple well in Soochow, and the work it contained, purport-
edly a posthumous manuscript by Cheng Ssu-hsiao, became a

3 To avoid the foul smell. [The painting reproduced on p. 2, from which the
orchid on the cover to this volume is derived, is a famous one by Cheng Ssu-hsiao
in which the ground has been left out. The poem to the right of the orchid is also
by Cheng Ssu-hsiao (the one to the left by Ch’en Shen, another Sung loyalist).
Inscribed as being by Suo-nan weng, or the Old Man Residing in the South, it
reads as follows:

With bowed head, I asked Fu-hsi,

“Who are you that you came to this land?”

Before setting brush to paper, I open my nostrils—
Throughout the firmament, the fragrance of antiquity afloat.

Fu-hsi was the mythical sage-emperor associated with the introduction of culture

to China (through the eight trigrams) and here, by implication, with the introduc-

tion of painting. The painter’s strong identification with Fu-hsi in the poem carries
an intense assertion of pride on the part of the poet in both himself and his culture.

Cheng Ssu-hsiao is in effect saying: “You, Fu-hsi, brought China culture (includ-
ing painting), transforming chaos to enlightenment; that is the sort of man you
are. Well, so am 1! The civilization of the past (through you) is alive (in me), and
its fragrance will not only survive but flourish!” The “nostrils” in this poem stand
in complementary opposition to the “nose” in the poem above, making the state-

ment in each that much stronger. Cf. the translation (of the poem inscribed on the
painting) by Ho Wai-kam, “Chinese under the Mongols,” in Chinese Art under the
Mongols: The Yiian Dynasty (1279-1368), Sherman E. Lee and Ho Wai-kam
(Cleveland: Cleveland Museum of Art, 1968), no. 236. The painting is discussed
by James Cahill, who states that, of the extant works attributed to Cheng Ssu-

hsiao, this is the only one that is genuine; Hills beyond a River: Chinese Painting of
the Yiian Dynasty, 1279-1368 (New York: Weatherhill, 1976), pp. 16-17. In ad-

dition to this painting, which is in the Abe Collection of the Osaka Municipal
Museum of Art (and is here reproduced with its permission), “Another handscroll,

with almost identical composition and similar inscriptions, is now in the Freer
Gallery of Art, Washington, a possible copy of the Osaka scroll. A third handscroll,

representing two small plants and epidendrum, is now in the Yale University Gal-

lery. A fourth handscroll, representing bamboos, is in the Takashima Collection of
Tokyo. Although there are many colophons by connoisseurs of [the] Yilan and
Ming periods in these last two scrolls, their authenticity is still in doubt.” Li Chu-

tsing, “Cheng Ssu-hsiao,” in Sung Biggraphies: Painzers, ed. Herbert Franke (Wies-

baden: Franz Steiner, 1976), p. 22.]
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popular subject of discussion. Entitled Hsin shih, or A Heart’s
Story, it is full of undisguised abuse and hatred for the Mongols.3!
Because the hostility directed at the Mongols in the work could
just as easily be applied to the Manchus, some contend that the
manuscript was a later forgery used for contemporary purposes;
others find the work genuine. The following seven-character qua-
train, one of a series of five entitled “Spring Day, Occasional
Poems,” appears in the work.

Since this morning, I have dreaded climbing the highest tower;
Spring spent, only an autumn cast remains.

Plants and trees barren and cold, life’s mood sour;

Breezes fetid, rains greasy—an entire sky sad.

The abortive Mongol invasion of Japan, when Genkd, or
“Yuan bandits,” were driven back by kamikaze, or “divine winds,”
is scarcely mentioned in the works of other Chinese writers. Sev-
eral poems in the Hsin shih, however, mention the invasion and
revel in the Mongol defeat. If not a later forgery, the work might
be used as a source for the period.

Hyieh Fang-te
(1226-1289)

Originally from Hsin-chou in Kiangsi, Hsieh Fang-te passed the
Sung official examinations in 1256, the same year as Wen Tien-
hsiang. Although a straitlaced, unbending official, after the fall of
the dynasty he raised an anti-Mongol resistance force in his home
district. When it was defeated, he fled to Chien-yang in Fukien,
where he became a fortune-teller.

Qubilai commanded his Chinese secretary, Ch’eng Chii-fu, to
go to the south to encourage former Sung officials to serve the
new regime. Hsich Fang-te refused, referring to himself as a
“wang-kuo chih ta-fu,” or “Grand Master of the fallen dynasty.”
On the fifth summons, in 1288, he was finally compelled by Wei
Yuan-yu to go to Peking.

When setting out on the journey, Hsich Fang-te showed the
following poem to his wife and children and to his friends. In this
seven-character regulated verse he refers to Kung Sheng and Po-i,

31 There exists a late Edo reprint of the work in Japan.
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both of whom fasted themselves to death in the face of a change
in government, the one refusing to serve the usurper-emperor
Wang Mang (r. A.D. 9-23), the other withdrawing to a mountain
in the west rather than eat grain provided by the new Chou dy-
nasty. Nan Ch’i-yun, who is a figure found in Han Y@’s writing,
died maintaining his honor during the eighth-century An Lu-shan
rebellion. References in the third couplet are to passages in the
Confucian text, the Meng-tzu, or Mencius.

Amid snows, pine and cedar turn ever greener;

So too by a journey like this will my constancy grow firmer.
Can the world be deprived of the purity of a Kung Sheng?
Po-1’s unsullied example is not alone among men.

If one’s principles are high-minded, life’s loss can be endured;
And if virtue is great, we learn how paltry a thing death is.
That Nan Ch’i-yun was a man unbending to the end,

The eyes of supreme Heaven see clearly.

The poet set about fasting en route to Peking and died upon ar-
rival in the capital. His wife and children were executed as re-
sisters.

Hsieh Fang-te is famous for editing the Wen-chang kuei-fan,
or Writing Models, a collection of Chinese classical-prose pieces
that has enjoyed wide popularity in Japan.3? Also noteworthy is
his correspondence with Liu Hsiu-yen that contains discussions
of poetry.

There were other eminent men of letters among the ranks of Sung
loyalists who, while not poets, devoted themselves to scholarship
after the establishment of the Yuan dynasty. We owe them much
for their great accomplishments: Wang Ying-lin (1223-1296) for
the K’un-hsueh chi-wen, or Infovmation Recorded in Assiduons Study,
Hu San-hsing (1230-1302) for the Tzu-chih t'ung-chien chu, or
Commentary on the Comprehensive Mirror for Aid in Government,
and Ma T’ing-luan (1223-1289) and Ma Tuan-lin (1254-1325),
father and son, for the Wen-ksien t'ung-k’no, or A Comprehensive
Investigation of Official Documents.

32 Asami Keisai, the author of the Seiken igen collection of portraits of famous
Chinese loyalists, devotes a chapter to Hsich Fang-te.
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Poetry of Ordinary Townsmen

Acts of resistance from Wen Tien-hsiang onward and the poetry
of resistance that accompanied them are treated in Chinese history
as events of great significance. They were to serve as important
historical precedents. When the fortunes of the empire met with
difficulty in later times—under Manchu pressure in the late Ming
and from Western intrusions in the late Ch’ing—the example set
by these Sung loyalists was never to be forgotten.

Looking back at this period, it is easy to see the development
of a spirit of resistance to non-Chinese rule. Yet there was another,
less readily perceptible change taking place at the same time. In its
quiet and far-reaching way it was to have great effect on the his-
tory of later Chinese culture and to reshape the history of Chinese
poetry. Because of its impersonal nature this development has
gone largely unmentioned in previous literary histories and has
not been given the attention I feel it deserves.

Stated simply, under Mongol leadership the Yuan government
restricted the participation of Chinese in governmental affairs.
This forced Chinese to rechannel their energies, and many di-
rected their efforts to literature. Thus the participation of ordinary
townsmen in the writing of poetry broadened considerably.

A flourishing of poetry writing among townsmen was already
much in evidence during the Southern Sung dynasty in the first
half of the thirteenth century.?* The Four Lings of Yung-chia and
the poets of the Chiang-hu, or River and Lake School, were all
ordinary townsmen. There was a shift; poetry was no longer the
domain of government officials.

In the latter half of the century not only did Mongol subjuga-
tion not halt the tendency; in fact, it served to accelerate a devel-
opment well under way. Suspension of the examination system
signaled a curbing by Mongols of participation by Chinese in gov-
ernment. On the part of Chinese, there was on the one hand angry
resentment and on the other energetic vitality. These could find
an outlet in only one of two directions: either in participation in

33 The writings of these men even served in late Edo Japan as a kind of bible
among those nationalist advocates whose slogan was “Sornd 53! or “Revere the
emperor and expel the barbarians (i.c., foreigners)!”

34 See the final chapter of An Introduction to Sung Poetry.
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the commerce that had been developing in the region or in writ-
ing, especially the writing of poetry.

North China had experienced a similar situation during the
first half of the century after the fall of the Chin dynasty. There,
unemployed men of letters devoted themselves to producing
works in the new literary genre of drama. Kuan Han-ch’ing, Ma
Chih-yuan, and Po Jen-fu were in the forefront of those writing
tsa-chii plays, the writing of which marked the first real flourishing
of fiction in China.?

The situation was somewhat different in the south, where tra-
ditional literature was more firmly rooted. Fiction did not come
into immediate prominence there; rather, poetry was the main
outlet. Although no sources make this point explicitly, there are
two kinds of material, treated respectively in the following sec-
tions, that indicate such was the case.

Pocetry Societies

The best evidence is offered by the short collection of a few dozen
pages entitled Yueh-ch’iian yin-she, or Moon Springs Poetry Society,
edited by Wu Wei (dates uncertain) of P’u-chiang in Chekiang.3¢
On the day of the harvest-moon festival, the fifteenth day of the
tenth month, 1286,3” Wu called for poetry contributions from lit-
erary groups throughout Chekiang, offering prizes for the best
entries. The theme was to be “Fields and Gardens on a Spring
Day, By Mood.” The deadline for entries was set for the fifteenth
day of the first month of the following year. No fewer than 2,735
people entered, 280 of whom qualified. According to an an-
nouncement on the third day of the third month, fifty participants
were awarded prizes. The winner, a certain Lo Kung-fu (fl. 1287),
belonged to the Hangchow Pure Recitation Society (Ching-yin

35 See my Gen zatsugeks kenkyi.

3% [The “Moon Springs” of the collection’s title was located near Wu Wei’s
home.]

37 [Wu Wei uses the lunar-calendar term “Hsiao-ch’un yueh,” or “Minor-Spring
Moon,” to date the announcement. The fifteenth day of the tenth month, when
the harvest festival traditionally took place, was associated with the balmy weather
of spring—hence the appellation “minor spring.” This and the two later dates
noted in the text convert, respectively, into November 2, January 29, and April
16.]
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she). By way of award, he received for public use seven pieces of
silk, one piece of thin silk gauze, five writing brushes, and five ink
slabs. His poem reads as follows:

Growing old, no desire to appear at court or market,

I'wander free and easy in wooded valleys under an east wind.

With a plow and good rain, I plant grain sprouts;

Many a cold stream moistens the flowering plants.

Calves let loose, in the morning I climb the plateau beyond the clouds,
And listening to warblers, stand on the bridge beside the willow trees.
Now that fresh grasses are growing by the poolside,

Hsieh poetic ghosts can enter my dreams and beckon.?

The Yueh-ch’iian yin-she concludes with a poem by its sixtieth con-
tributor, an anonymous entrant who styled himself Ch’ing-shan
po-yun jen, or Man of Green Mountains and White Clouds. As
appendices to the work, one finds the original announcement so-
liciting contributions, a description of responses, critiques of selec-
tions by Wu Wei, notes accompanying the prizes, and thank-you
letters from the winners.

It is only by chance that such a work, which constitutes a sort
of poetry-society magazine, has been preserved. Issued by one of
many such societies throughout the region at the time, it hints
broadly of a number of things. First, we know that there were at
least 2,700 people of some poctic ability in the Chekiang region
at the time. Second, with the exception of a few entrants like Ch’iu
Yuan and Po T"ing whose poetic anthologies have been preserved,
the great majority of entrants are otherwise unknown and can be
assumed to have been ordinary townsmen. Third, it should be
understood that such contests were initiated as a kind of privately
sponsored imitation of the defunct examination system; in this
respect, they sprang from a nostalgia for times past, a nostalgia
that probably carried the implication of opposition to the Yuan
government that had eliminated the examinations. And fourth,
inasmuch as the sponsor of the event, Wu Wei, engaged Sung loy-
alist poets like Hsich Ao, Fang Feng, and Wu Ssu-ch’i as advisers,

38 [The final couplet refers to Hsieh Ling-yun (385-433) and his cousin, Hsich
Hui-lien. Hsieh Ling-yun refated that it was while dreaming of his cousin that his
most famous poetic line, one about spring grasses by the poolside, came to mind:
“That expression came with divine help. It is not my own.”]
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we know that poets of resistance were the leaders of townsman
poetry.

Poetry-writing Manuals

The proliferation of simply and clearly written poetry-writing
manuals aimed at the new class of townsman versifiers provides
another indication of spreading interest in poetry; it also under-
scores the primacy of poetry writing at the time in the south. Two
works of this kind had already appeared in the first half of the
thirteenth century: the San-t% shih, or Poems in Three Forms, by
Chou Pi (fl. 1250), and the Shib-jen yi-bsieh, or Jade Chips from
the Poets, by Wei Ch'ing-chih (fl. 1240).3° In Yuan times, as illus-
trated by the following examples, these works were to multiply.

THE YING-KUEI LU-sur In 1283 there appeared the forty-
nine-chapter Ying-k’uei lii-sui, or Aspiving to the Greats: The Pith of
Regulated Verse, compiled by Fang Hui. The work treats T’ang
and Sung five-character and seven-character regulated verse by
theme. Each chapter has a heading, beginning with “Panoramic
Views after Climbing,” “Palace Scenes,” and “Remembrance of
Things Past.” Fang appends his own critiques to each poem. As
his basis of judgment he uses the formula that for each couplet of
“feeling” or “emotion” (¢h’ing) there should be a couplet of “scene
description” (ching). These concepts parallel those of “the intan-
gible” or “felt” (hsu) and “the tangible” or “actual” (shik) in the
San-t’i shil: “feeling” in Fang’s work accords with “the intangible”
or “felt” in the earlier volume, and “scene description” in the Ying-
lPuei lii-sui 1s similar to “the tangible” or “actual” in the San-1’ shib.
Fang also created a lineage for writers of regulated verse. He made
Tu Fu the genre’s Sole Founder (I-#s#) and the Sung poets, Huang
T’ing-chien, Ch’en Shih-tao, and Ch’en Yii-i, the Three Patriarchs
(San-tsung). Providing much detailed research on Sung poetry
and on the lives of Sung poets, the Ying-k’uei lii-sui is a convenient
work to use and for this reason has been widely popular both in
China and Japan.

3 See An Introduction to Sung Poetry, pp. 182-83. [Note also the study of the
latter work by Volker Klopsch, Die Jadesplitter der Dichter: Die Welt der Dichtung
in der Sicht eines Klassikers der chinesischen Literaturkyittk (Bochum: Brockmeyer,
1983).]
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Fang Hui (1227-1306), the compiler of the work, was origi-
nally from Anhwei and had the literary name Hsu-ku chii-shih, or
Empty-Valleys Lay Believer. About Fang himself there has been a
great deal of criticism. There is the story concerning his governor-
ship of Yen-chou in Chekiang when the Mongol conquest of
South China was drawing to a close. While emerging from the city
gates to go to a parley with the Mongols, Fang urged the city’s
defenders to fight to the death; a short while later he returned as
if in triumph, clad in the robes of a Mongol official. It is also re-
lated that during his later years when he was a leading literary fig-
ure in Hangchow, Fang Hui once engaged in excessive sport with
his young mistress; they knocked through a wall of the house,
crushing to death the Mongol who was sleeping next door—an
affair Fang managed to have settled out of court. Both anecdotes
are recorded by Fang Hui’s fellow Sung loyalist, Chou Mi, in the
latter’s Kuei-bsin tsa-shib, ov A Kuei-bsin Miscellany 0

THE LIEN-cHU sHIH-KO The year 1300 marks the date of pub-
lication of the twenty-chapter Lien-chu shib-ko, or Linked-Pearl Po-
etry Types. It classifies T’ang and Sung seven-character quatrains
according to three-hundred-odd ko, or “types,” determined by
form of expression, the first being “the type in which all four lines
are parallel.” The work’s editor, Yii Chi (dates uncertain), was
from Po-yang in Kiangsi. Ts’ai Cheng-sun (fl. 1279) from Chien-
an in Fukien supplemented the work, occasionally inserting ex-
amples from his own writing. For example, under the heading
“the type in which repeated words are strung through the first
three lines,” Ts’ai Cheng-sun offers his own poem, “Leaning on
the Balustrade,” as the final illustration; the “repeated words
strung through the first three lines” are italicized.

How many times did I lean on the balustrade for a midnight trystc?
The feelings of midnight then cannot match my feelings #ow.
Now I must force myself to stand by the balustrade,

Empty steps bathed in moonlight, woods mantled in frost.

40 Although Chou Mi, like Fang Hui, was a leading literary figure in Hangchow,
he was himself criticized by Yuan Chueh, the son of one of his friends, for making
huge profits dealing in rare art.
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In his commentary to the poem Ts’ai Cheng-sun explains that it
was written in 1276, the year the Sung dynasty fell, to express
sorrow at its demise. Thus we gather that, like his teacher Hsieh
Fang-te, Ts’ai was a Sung loyalist. In fact, when Hsich was sent
off to Peking, Ts’ai wrote a poem matching the rhyme words in
the one his master wrote in farewell.#!

The Lien-chu shih-ko soon disappeared in China, but it re-
mained extant in Japan, having been transmitted there via Korea.
After the publication of a critical edition in 1804 by Okubo Shi-
butsu (1767-1837)—one manifestation of the vogue for Sung
poetry at the time in Japan—the work circulated widely.#? In the
preface to the edition, Yamamoto Hokuzan (1752-1812) states
that there are reasons to believe the Lien-chu shib-ko was written
to cxpress resistance to the new Yuan regime: for one, the work
contains numerous poems by Sung loyalist poets; for another,
even though more than twenty years had passed since the fall of
the Sung, the work initially bore 2 full title in which the name of
the dynasty had prominence, Tang-Sung ch’ien-chia lien-chu shib-
ko, or A Thousand T’ang and Sung Pocts: Linked-Pearl Poetry Types.

The material presented in this section, which will be elabo-
rated upon in chapter 4, suggests that the fall of the Sung dynasty
served to accelerate a remarkable increase in the number of towns-
man pocts, especially in the lower reaches of the Yangtze, over the
coming century and after.

Liu Yin
(1249-1293)

Attention thus far in this chapter has been focused mainly on de-
velopments in South China during the last quarter of the thir-
teenth century. We now shift to the north, to view happenings

41 Cited above on p. 65. Ts’ai Cheng-sun also edited and published the Shib-lin
kuang-chi (Extensive Record of the Forest of Poetty), a handy anthology that con-
tains critical comments. The work is indicative of the increasing number of towns-
men in need of such a compilation.

42 The late Edo publishing world busily issued volumes like the edition of the
Lien-chu shib-ko with a commentary by the Korean $6 K6jong, and the study by
Abe Rekisai, the Renju shikaku meibutsu zuki (An Exploration of Famous Items in
Linked-Pearl Poetry Types).
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there over the same period. It has already been noted that Qubilai,
having made Peking his Ta-tu, or Great Capital, energetically set
about trying to attract Chinese scholar-officials to serve the new
dynasty. In addition to Hsu Heng (1209-1281), the Confucian
scholar close to Qubilai, the prime minister Liu Ping-chung
(1216-1274) was also a Chinese official under the Mongols.
From leading the life of a Buddhist monk, Liu returned to the
secular world to serve the Yuan. His collection of poetry, the
Ts’ang-ch’un chii-shih chi, or Collection of the Lay Believer Storing Up
Spring, is still extant. The most prolific of Qubilai’s scholar-offi-
cials, however, was Wang Yun (1227-1304), whose work is gath-
ered in the Cliu-chien hsien-sheng ta ch’iian-chi, or Great Collection
of Writings by the Gentleman of the Autumn Streams. All three
Chinese were northerners, and none expresses particular animos-
ity toward the Mongols. It was already half a century since the fall
of the Chin, and that dynasty too, after all, had been one of non-
Chinese rule. This was quite different from the situation in the
south, where alien rule was unprecedented and the reaction was
one of shock.

Liu Yin, a scholar from Pao-ting in Hopei who was styled
Meng-chi and whose literary name was Ching-hsiu hsien-sheng,
or Gentleman Quiescently Cultivating Himself, presents a case
quite different from that of the three scholar-officials including
Hsu Heng.** Liu Yin and Hsu Heng were similar in their pursuit
of the philosophy of Chu Hsi, which had recently been transmit-
ted to North China. When both were invited by Qubilai to serve
the throne, however, Liu declined, claiming he must look after his
aged mother; Hsu assented, a decision that met with Liu’s disap-
proval. A famous exchange between the two took place when Hsu
called upon Liu. Hsu Heng explained himself, “Unless I act this
way, the Way cannot be carried out.” To which Liu Yin replied,
“Unless I act this way, the Way cannot be respected.” As a result,
all of Liu’s years were spent in his native Pao-ting.

Liu Yin is second only to Yuan Hao-wen among poets of

3 [For discussion of Liu Yin in particular, as well as several other figures exam-
ined in this chapter (Hsich Fang-te, Cheng Ssu-hsiao, and Wen T’ien-hsiang), and
of Chao Meng-fu, who is treated in chapter 4, sce Frederick W. Mote, “Confucian
Eremitism in the Yiian Period,” in The Confitcian Pevsuasion, ed. Arthur F. Wright
(Stanford: Stanford University Press, 1960), pp. 20240 and 348-53.]
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North China during the century. His immersion in Neo-Confu-
cian philosophical studies is reflected in his poetry, which is some-
times overly discursive but possesses great inner strength and en-
ergy. The following five-character regulated verse, entitled “Half
My Life,” is offered by way of example.

Half my life I have eked out a living,

Alone and beset by troubles.

My few words come not from storing anything up;
The eccentricity is a kind of pure laziness.

I provision myself on the morning mist,

My social life like night rain.

No guests come to my thatched gate,

Which is out-of-the-way and, besides, long shut.

The final couplet of the above stands in contrast with the one in
the following seven-character regulated verse entitled “Autumn
Suburbs.” Leaving his precincts, the poet would sing of the aus-
tere natural beauty of the north.

Walking through the green forest, about to turn back,

I notice someone’s thatched cottage in the woods.

Clouds half laden with rain billow forth;

Winds gradually blow them away, faintly revealing mountains.

With experience of the world, one learns to value indifference;

As the glitter of things wears off, one appreciates the calm of autumn.
Heaven has made these fine landscapes to be a match for poetry,

And not allow a hermit to stay behind firmly closed gates.

Liu Yin, like both Su Shih before him and his own senior con-
temporary Hao Ching, wrote a complete set of poems using the
same rhyme words 1n the same order as that of T’ao Ch’ien’s po-
etry. He was thus firmly in the Chin dynasty tradition of “Su stud-
ies.” No example of this work will be offered here.

The next selection, a five-character regulated verse entitled

“Staying Overnight at a Farmer’s,” is a poem that expresses Liu
Yin’s Jove of both unsullied nature and unsullied living.

Happening to stay overnight with a farm family,

I am given a welcome fitting an immortal:

Food and drink spread out beside the door,

Wife and children bow before the lamp.

Where eyes flash love or hate, who can be at peace,
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Or where emotions easily swing from fire to ice?
Who would have thought, here beyond the world of men,
There still are rustics of truehearted sympathy!

Liu Yin wrote a few five-character quatrains entitled “Miscel-
laneous Poems on Rural Life.” Each has its special charm; witness
the following.

Shouting, calling me out of bed from outside the window,
The old man next door ran over to say:

“The last few days you couldn’t see the mountains;

This morning they’re a freshly washed blue.”

And:

Sunset was thick with the feel of rain

And a happy glow filled the southern acres.
Who expected an all-night wind

Would bring forth the willows beyond the gate?

Another poem, “The Wood Peony,” from a series of eight en-
titled “Drinking at a Mountain Pavilion, Miscellaneous Plants,”
offers an observation more ironic in tone.

The world changes, daily becoming finer;
Flowers, too, must do the same.

I suspect that in remote antiquity

Their beauty could not equal that of today.

Liu Yin was not only opposed to the Mongols. He was also of
the opinion, rare among northern Chinese of the time, that the
three non-Chinese dynasties from the Liao and Chin onward were
illegitimate, not just the Yuan. He expresses this view most clearly
in 2 long old-style poem called “Song of Yen.” The poem that fol-
lows hints at the same sentiment. Entitled “The I Terrace,” it was
written when Liu climbed the remains of the Gold Terrace
(Huang-chin t’ai) in I-chou, Hopei, originally built by the War-
ring States monarch, King Shao of Yen. The poem is in seven-
character regulated-verse form.

The lone bird in view sinks into sky-locked recesses,

While clouds carry parting’s grief to weave evening shades.
The hills and streams of myriad states, once Yen and Chao,
For a hundred years were the sway of Liao and Chin.
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The glitter of things wears off as autumn’s glow fades;

No cup of wine can plumb the depths of the human heart.
When countless frosty pines sway in craggy ravines,
Heaven sets leaves aflutter to help purify our song.

In the poem “Ascending the Market Tower in Pao-ting,” Liu
Yin expresses naked resentment at the stationing of Mongol
troops in the city: “Popular songs adulterated with the foreign, /
The city’s name is saddled with occupation.” Among his poems,
some seem to lament the fall of the only “orthodox” dynasty, the
Southern Sung, not the Liao or Chin. The old-style poem entitled
“Rising in the Morning to Record Events: Ting-ch’ou Year, Fifth
Month, Twenty-Eighth Day” may be a case.in point. (Ting-ch’on,
or 1277, came one year after the fall of the Southern Sung capital
of Hangchow and two years before the end of the dynasty.) In it,
Liu recounts his dream that two of the three moons in the south-
ern sky disappeared, leaving only one central one, by implication
the Southern Sung.#*

From the fourteenth century onward, the preponderance of
Chinese poetic activity was to be in the south. For a long period
after Yuan Hao-wen and Liu Yin few poets were to emerge from
their native Shansi and Hopel. Liu Yin was the last before the
area’s literature entered a period of extended decline.

“ Treatment of Liu Yin in Asami Keisai’s Seiken igen follows that of Wen Tien-
hsiang and Hsich Fang-te. Hsu Heng’s assent to Qubilai’s request to serve the
Yuan, in contrast with Liu Yin’s refusal, prompted Keisai to consider Hsu a most
disloyal subject who served barbarians.

At about the time Asami Keisai was recording this judgment, however, Hsu
Heng was being praised by It6 Jinsai (1627-1705) as one of the Three Great Sages
Past and Present (Kokin san taiken). It was Jinsai’s view that Hsu’s intentions were
proper, so he ranked him together with Ch’eng Hao and Fan Chung-yen of the
Sung.



Chapter 4

THE MATURATION OF YUAN POETRY,
1300-1350

Two Developments Come to Fruition

he political history of the first half of the fourteenth century

offers a period of respite. Although the effects of the Mongol
depredations of the previous century continued in the form of rule
carried out under the Mongols, there was peace throughout
China.

After Qubilai died in 1294, his grandson, great-grandsons,
and great-great-grandsons succeeded one another to the throne in
periods of short reign. Only one later ruler, the last Yuan emperor,
Shun-ti (Toghon-temiir), was on the throne for an extended pe-
riod, from 1332 to 1368. As before, leading government figures
were either Mongols or peoples from the Western Regions; Han
Chinese were unable to realize political aspirations. But as earlier
Mongol intensity waned, the Chinese political system advanced.
This is best symbolized by the reinstatement of the civil-service
examinations in 1315, during the reign of Qubilar’s great-grand-
son, Emperor Jen-tsung (Ayurbarwada, r. 1311-1320). Although
Mongol emperors continued to be unskilled in Chinese and car-
ried on their lives using Mongolian, their secretaries, who made
up the Han-lin Academy, were Chinese civil officials. The Chinese

76
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classics were translated into Mongolian and lectures were given on
them in the presence of the emperor. Qubilai’s great-great-grand-
son, Emperor Wen-tsung (Tugh-temiir, r. 1329-1332), was a
lover of Chinese painting and calligraphy. And the final Yuan em-
peror, Shun-ti, as noted earlier, was non-Mongolian to the extent
that he was rumored to be the illegitimate son of the last Sung
emperor.!

Peace of the sort described above was maintained until the
mid-fourteenth century, when disturbances broke out in various
areas of the south to harass the final Yuan emperor. Largely cut off
from government, Han Chinese devoted their full energy to liter-
ature. Several developments came to fruition at this time, includ-
ing two that make the period a noteworthy starting point for later
poetic history.

The most prominent of these developments is the maturation
of poetry among ordinary townsmen, especially in the area along
the lower Yangtze. A trend under way since the Southern Sung; it
came to full maturation at this time and set the direction of later
poetic development that was to be under townsman poets, partic-
ularly those from the south.

Also, the conscious use of T°ang poetry as a model for verse
writing approached its final form. This was the solution to a prob-
lem outstanding since Southern Sung times and marked the be-
ginning of a trend that became more pronounced in the poetry of
the following Ming dynasty. It came to maturation largely under
the direction of townsman poets of southern origins who had
moved to the north to serve the Yuan court in Peking.

The Yuan dynasty was an abnormal age, one in which a non-
Chinese people ruled China. In several respects Mongol force
sought to cut off the earlier Chinese cultural tradition. An age
with an unusual atmosphere, at the same time it was one with a
new atmosphere in which several fresh developments took place.
The birth of Yuan #sa-chsi drama is the most prominent of these;
developments in poetic history are others.

I will first discuss the process by which the poetry of ordinary

! For more detailed discussion, see my article, “Gen no shotei no bungaku”
(“The Literature of the Various Yuan Emperors), 1944-45; reprinted in Yoshi-
kawa Kofiro zenshii, 14: 232-313.
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townsmen matured in the south. Townsman poetry of the
Yangtze Delta region originated with the Four Lings of Yung-chia
and the Chiang-hu, or River and Lake School, amid the regional
peace that prevailed under the Southern Sung during the first half
of the thirteenth century. As noted in the preceding chapter, the
destruction of the Southern Sung intensified its development in
the second half of the century. However, it is during the period
treated in this chapter, in the first half of the fourteenth century
toward the end of the Yuan dynasty, that townsman poetry be-
comes fully mature.

This process of maturation appears not only in a quantitative
increase in the number of those writing poetry but also, more re-
markably, in a qualitative improvement, at least in the desire for
such improvement. Previously, poetry by townsmen had been
limited to minor poems descriptive of minor themes. The works
of the Four Lings of Yung-chia and the River and Lake School are
representative of this. For poetic technique they used the minor
verse of late T°ang poets, the so-called late T°ang style. This pre-
dilection was one shared by writers included in the Yueh-clhlian
yin-she, or Moon Springs Poetry Society, discussed in the previous
chapter.

But townsman poets gradually came to pursue a higher-level
poetry. No longer satisfied with writing verse that drew upon the
materials and sentiments of everyday life, they wanted to expand
their horizons and, as it were, take flight. What appeared in re-
sponse was the singular poet of the age, Yang Wei-chen. A towns-
man himself, he became the leader of the new townsman poetry.

Yang Wei-chen (1296-1370): The Leader of
Townsman Literature in the South

Yang Wei-chen came from what was probably a merchant family
in the small town of Chu-chi in the Shao-hsing area of Chekiang.
Although he passed the imperial examinations in Peking in 1327
at the age of thirty-one and served for a period as a tax official in
his native Chekiang, he soon resigned his post. Thereafter he lived
a free and unencumbered life as the leader of various poetry soci-
eties in the Chekiang area, dying at the age of seventy-four.
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Yang Wei-chen undertook to write poetry beautiful in lan-
guage, unfettered in spirit, and rich in imagination. For technique
he modeled himself on the poetry of the past that tended in these
directions, namely, the yueh-fu ballads of the Han and Six Dynas-
ties and the poetry of Li Po and Li Ho during the T’ang—writings
which since Northern Sung times had been long neglected.

In 1346 a ten-chapter collection of Yang Wei-chen’s verse ed-
ited by his disciple, Wu Fu, was published, the T%eh-yai hsien-
sheng ku-yueh-fu, or Old-Style Ballads by the Ivon-Cliff Gentleman,
Iron Cliff being Yang’s pen name. This first collection of Yang
Wei-chen’s poetry contains 409 poems, a few of which will be pre-
sented here.

One, entitled “Song of the Ching-wei,” employs an old leg-
end. In ancient times the daughter of Emperor Yen drowned in
the Eastern Sea. To gain revenge on the sea for causing her death,
she turned into a bird called the ching-wei, which daily picks up
stones in its beak from mountains to the west, carries them over
the ocean, and drops them in so as to fill the sea.?

In the sea, water;

On the mountain, stones.

Seas don’t contract, nor stones whittle down.

In her beak she carries stones to level the sea;

Blood dripping from her mouth will dry only when the seas do.

In the following comparatively long poem, Yang Wei-chen de-
scribes a nymph whom he imagines as coming to Lo-fu Mountain
in Fukien, a place famous for its plums. It is entitled “Song of the
Lo-fu Mountain Beauty.”

In the empty South Sea sky, the moon pure white,

The Three Peaks resemble a fist, the sea a pond.

In green robes singing and dancing, stirring no dust,

The sea fairy is fish-borne on ripples slender.

Airily she comes and alights on fragrant grasses,

Lustrous as a moon ray passing through forest branches.
Powder washed away, undarkened by tropical vapors,
With white sleeves touching she is a heron about to fly.
In her hand, the flute of the Old Man of Chiin Mountain;

2 In the title of the poem the character used for the word “song” indicates that
the piece is a tune for the zither.
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But few appreciate her new “Yellow Crane” tune.

In the Southland, her playing would break T°ao Yeh’s heart;

Listening in the rain, I sit through the night until the Wu Mountain
dawn.

The poem is not intended to be followed logically. The “Three
Peaks” in the second line refer to P’eng-lai and other mythical
mountains in the sea. The “Old Man of Chiin Mountain,” “T"ao
Yeh,” and “Wu Mountain” are all names of legendary persons or
places, the latter two associated with sexual adventure.

Yang Wei-chen’s seven-character quatrains often imitated bal-
lad-style “bamboo-branch” (chu-chih) love songs of the Tang. The
following two are from a series of nine composed at West Lake in
Hangchow and are entitled “West Lake Bamboo-Branch Songs.”

I warned you not to climb South High Peak;
You warned me not to climb North High Peak.
South Peak is cloudy, North Peak rainy;

Clouds and rains excite each other—to my grief!?

South High and North High peaks are both names of mountains
in the West Lake area. The second poem reads:

At lake’s mouth—over the storied boat, lake skies cloudy;
At lake’s center—under Broken Bridge, lake water deep.
Rudderless, the storied boat is your resolve;

Pillars still intact, Broken Bridge is my heart.

“Broken Bridge” is the name of a span near West Lake’s Lone
Mountain (Ku shan).

Feeling that the “Man-hsing,” or “Casual Poems,” of Tu Fu
represented the earlier poet’s freest expression, Yang Wei-chen
used them as a model for writing his own verse. The following is
one of a series of seven of his own “Casual Poems.” It depicts a
village wineshop scene, the “old lady” of the third line being the
proprietor’s wife.

Willow blossoms, white on white, tufts bursting;
Plums, green on green, kernels yet unformed.

® [Ever since the appearance of the “Kao-fang fu,” or “Rhymeprose on Mt.
Kao-rang” (attributed to the third-century B.C. author, Sung Yii), the term
“clouds and rain™ has normally had sexual connotations in Chinese literature. ]
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My old lady tends the stove, her cap like a gourd;
Kid sister is sipping wine, her mouth like a cherry.

Yang Wei-chen’s boldest work is found in the collection of
verse from his later years, the six-chapter Fu-ku shib-chi, or Collec-
tion of Poewms Restoring Ancient Style, which was compiled when he
was over seventy. Poems of his, like “The Toilette Box, Eight
Themes” in seven-character regulated verse and “Twenty Supple-
mentary Toilette Box Songs” in seven-character quatrains, imitate
love poems by the T’ang poet Li Shang-yin called “Untitled
Poems” and can be compared with “The Toilette Box Collection”
by Han Wo of the late T’ang. Often they make use of the theme
of a young girl’s sensuality.

From “Twenty Supplementary Toilette Box Songs” two are
presented here. The first is entitled “Manicuring.” The newt (or
water lizard) of the poem’s first line is a small animal used as a love
charm. Ground with buttercup stamens into a powder, it was used
in painting nails.

At night, newts ground with buttercup stamens,
Ten fingernails change into red pelican beaks.
Relaxedly they pick out a tune—

Peach blossom specks floating on a stream.*

The second poem, entitled “Mating,” is about pleasures of the
night.

Eyebrow mounds dark, facing the spluttering Jamp,

Her billowy half bun spills over pillow’s edge.

Arms and legs joined with another’s, fetchingly about to sob,
She grasps the fine silk, nearly kneading it to pieces.

Both of these poems have a freedom and unrestraint that broke
ordinary bounds. Not only do they mark a break from the ration-
alistic, stiff poetry of the Northern Sung epitomized by Su Shih,
they also mark a break from earlier townsman poetry that had
been limited to what was ordinary and everyday.

Yang Wei-chen’s life, like his writing, was stamped by a free

4 [The special nail polish described here was said to change color if its wearer
was unfaithful. Cf. the translation by Jonathan Chaves, trans. and ed., The Colum-
bin Book of Later Chinese Poetry: Yiian, Ming, and Cl’ing Dynasties (1279-1911)
(New York: Columbia University Press, 1986), p. 65.]
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and generous spirit. In accord with his deathbed wish his funerary
inscription was written by Sung Lien (1310-1381), a younger
friend who became an important official at the beginning of the
Ming dynasty. “At times, donning a Hua-yang turban and feath-
ered jacket, floating his bright boat on Dragon Pool or Phoenix
Shoal, he would play his iron flute. When the flute’s sounds
pierced the clouds, those who saw him wondered, might he be a
banished immortal?” A “banished immortal” (i.c., one exiled from
heaven to earth) refers to the T°ang poet Li Po. As Sung Lien’s
inscription adds, Yang Wei-chen lived the later years of his life at
Sung-chiang in Kiangsu: “Not a day went by that he did not have
guests, and not a day went by that they did not get drunk. . ..
Calling the serving girls to sing the lyrics of “White Snow,” he
would accompany them on his phoenix lute. Some of the guests
would stagger to their feet and dance.” Everything here speaks of
a style of life different from that of ordinary people, one insistent
on there being special prerogatives for artists. Townsman litera-
ture had begun by describing what was common and ordinary in
the life of average urban residents. With Yang Wei-chen, however,
townsman literature went beyond such bounds in terms of both
content and style of life.

Because both Yang Wei-chen’s writing and way of life seemed
so odd, Wang Wei (1323-1374), who became an important offi-
cial under the following dynasty, criticized the poet for being a
“literary devil” (wen-yao0). But the majority of townsman poets
looked up to Yang as a leader and in their writing emulated him
or at least admired him. As the head of poetry societies through-
out the area, dressed in unusual garb, he traveled back and forth
throughout Chekiang and Kiangsu—to Hangchow, Sung-chiang,
Wu-hsi, and other cities. He was always accompanied by a large
contingent of young writers. As Sung Lien’s funerary inscription
relates: “The students of Wu and Yueh [the Chekiang-Kiangsu
area] flocked to him in large numbers, much in the way mountains
all pay homage to Mt. T"ai or rivers all flow to the sea. This con-
tinued for more than forty years.” The superficial eccentricities of
his life-style notwithstanding, Yang Wei-chen’s popularity can be
accounted for in part by his attractive personality. A more impor-
tant reason, of course, is that his writings were widely supported
and emulated by townsmen. His boldest love poems, including
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“The Toilette Box, Eight Themes,” were presented as poetic prac-
tice-models to the Yun-chien shih-she, or Yun-chien Poetry Soci-
ety, in Sung-chiang.® From references in various of Yang Wei-
chen’s prose pieces, it is clear that the number of prose and poetry
societies throughout the area at the time was enormous.

Yang Wei-chen’s character as a poet of the ordinary townsman
is reflected in the variety of people to whom he presented verses.
He gave poems to a fortune-teller, a physiognomist, the black-
smith who cast his beloved iron flute, a writing-brush craftsman,
a physician, and a cauterizer; and he presented prose pieces to a
female storyteller, a puppeteer, and a combmaker.

Toward the end of his long life, when Chu Yuan-chang, the
Founder Emperor of the Ming dynasty, ascended the throne,
Yang Wei-chen was summoned and strongly urged to serve as an
official of the new government. He refused on the grounds that
he had already served the Yuan dynasty. The following is from the
“Song of the Old Widow,” which he presented in reply.

Old Widow,

Old Widow,

Going on seventy plus nineteen;

It’s clear, when young you already had a husband.

Although the first Ming emperor, as will be described below,
treated men of letters with cruelty, he was unexpectedly magnan-
imous to this old man, allowing him to return home as a scholar
in retirement. In a poem presented to Yang at the time, Sung Lien
wrote, “Presented in white clothes, in white clothes you re-
turned,” that is, you came to court and left it in the clothes of a
commoner, a nonofficial. In 1370, during the third year of Ming
rule, Yang Wei-chen’s life as a townsman poet ended at the age of
seventy-four.

The advent of Yang Wei-chen, together with the flourishing in
the south of a townsman poetry centered around him, marks the
beginning of the Ming and Ch’ing poetic world, for poetry con-
tinues to evolve around townsman poets of this region. Although
there had been signs of such a development as early as the thir-
teenth century under the Southern Sung, it took definite form

$ [Yun-chien is another name for Sung-chiang.]
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during the latter part of the Yuan dynasty. Ironically, it was the
abnormal situation of rule by non-Chinese Mongols which, by
cutting Chinese off from political affairs, helped bring about the
development.

The Origins of Wen-jen

The writing and style of life of Yang Wei-chen mark the introduc-
tion of a new type of figure, one not found in earlier Chinese cul-
tural history. Specifically, Yang Wei-chen’s writings and those of
the group associated with him, as well as their life-style, represent
an attitude toward life in which literature and the arts were made
supreme. Since they considered the arts supreme, these figures felt
that, as artists, they had special prerogatives as to how they lived
and so paid little heed to accepted norms. From this time on, those
having such an attitude were called wen-jen, or “independent
(free) artists.™®

Earlier Chinese civilization had scarcely produced such figures.
From early times literature had been considered an essential ele-
ment in Chinese culture. But it was rare for other cultural elements
to be swept aside and for literature alone to be accorded value. For
most of the time throughout history, if measured against the other
two realms with which it was united, philosophy and statecraft,
literature would have been accorded a lower rank. Literary figures
or poets were considered to be better as literary figures or poets
by virtue of having talent and responsibility in political and phil-
osophical affairs. The representative figures of Northern Sung po-
etry, Ou-yang Hsiu, Wang An-shih, and Su Shih—all of whom
were philosophers and statesmen at the same time they were
poets—embody this ideal especially well.

Yang Wei-chen and those centered around him, the wen-jen of
South China at the end of the Yuan dynasty, were of a different
view. They had no ties to philosophy and none with political af-
fairs; or rather, the situation was such that they of necessity had
no contact with the latter.

The term wen-jen had been used before. But its use to desig-

¢ [The author was explicit in wishing that the adjective “frec” be part of the
rendering of wen-jen into English.]
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nate the type of person described here probably originates at this
time. As such, it demanded a person who devoted himself solely
to literature and the arts and who had no connection with politics.
Consequently, a wen-fen had to be a pure townsman who was not
a bureaucrat-official. Moreover, as a qualification for being an art-
ist, one had to manifest a greater or lesser degree of eccentricity or
deviation from accepted norms.

It was difficult to produce such a figure in the cultural milieu
of earlier dynasties, when men of letters were expected to have
some sort of connection with political affairs. There had been fig-
ures like the Chiang-hu, or River and Lake School poets, who had
no political standing and were devoted to poetry writing. But in
Southern Sung society the tripartite unity of literature, philoso-
phy, and political affairs was universally accepted. Besides, poets
of the Chiang-hu School were not the most important figures in
their society. And among Chiang-hu poets there was no con-
sciousness of dedicating oneself to a literature that held supreme
position among the various activities in one’s life.

In Yuan times, however, Chinese were cut off from politics.
Because of this the period produced wen-jen whose attitude was
one of devotion to literature and who, to give emphasis to this
attitude, did not hesitate to make their life-style eccentric. The pe-
riod also produced a society that accorded respect to such wen-jen,
as illustrated by Yang Wei-chen and the relations he had with
those around him. This was another new development brought
about by alien rule.

The wen-jen ideal demanded proficiency not only in literature
but in other arts as well, especially in painting and calligraphy. In
cases where painting or calligraphy was an artist’s special skill, the
ideal demanded proficiency in poetry and prose writing as well.
Ni Tsan, one of the Four Great Painters at the end of the Yuan
dynasty, offers a good example of the wen-jen ideal.

Ni Tsan
(1301-1374)

Ni Tsan, being the wealthiest man in his native Wu-hsi in
Kiangsu, was clearly of bourgeois origins. Having little interest in
the family’s business, he adopted the nicknames Lazy Tsan (Jan
Tsan) and Ni, the Perverse (Ni yi), and squandered his family’s
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wealth principally through collecting paintings and calligraphy.
He eventually converted all his possessions into cash, which he
gave away to friends and acquaintances. When disorders later
broke out in the lower Yangtze area, only Ni Tsan escaped the
depredations that other men of wealth suffered.

As a manifestation of wen-jen eccentricity, Ni Tsan was fastid-
ious to the point of being abnormal. Several anecdotes have been
handed down about his compulsive cleanliness. For example, he is
said to have spread out goose feathers under the open privy to
soak up the feculence.

Ni Tsan, along with three other men of townsman origins—
the Yellow-Heron Man of the Mountains, Wang Meng of Wu-
hsing; the Crazy Older Brother, Huang Kung-wang of Ch’ang-
shu; and the Plum-Blossom Man of the Way, Wu Chen of Chia-
hsing—is commonly known as one of the Four Great Painters (Ssu
ta hua-chia) of the Yuan dynasty.

Ni Tsan’s poetry, like his painting, has great inner strength
and energy. The following five-character quatrains are entitled
“Inscribed on My Paintings, Two Poems.”

By the Eastern Sea is a man not well,

Who styles himself “absurd,” “perverse.”

He paints on walls, writes on silk and paper—
Is this not an excess of madness?”

And:

Green woods hide twisted thickets;

Distant waters form an interval, then the indistinguishable.
In this place of flying herons and bathing ducks—

People’s houses half-lit by the setting sun.

The following is a seven-character quatrain entitled “Sixth Month,
Fifth Day—An Occasional Verse.”

I'sit and watch the tint of moss about to climb my robes;

On the pool’s spring water, lingering light turns hazy.

In the desolate village, all day long no carts or horses;

Now and then a remnant cloud accompanies a wild crane home.

7 [Cf. the translation by Chaves, Later Chinese Poetry, p. 69.]
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Ni Tsan not only wrote ingenuous poetry of this sort to match his
painting scenes, he also wrote romantic verse. In response to the
prompting of his friend Yang Wei-chen, he tried his hand at “bam-
boo-branch” poems in the folk-song style. The following two
verses are from a series of eight entitled “Bamboo-Branch Songs.”

Beside the lake is a young girl, fifteen or so,

Hair tied with black damask, her makeup light.

She has qualms about mom and dad using barbarian speech,
So sings the latest Chinese tunes tending bar alone.

The girl takes a dim view of the way her parents, out of deference
to their clientele, use Mongolian; when taking care of the shop
alone, she sings “new tunes,” which are in Chinese. In contrast,
the girl in the next song is the daughter of one of the Mongol
soldiers occupying the area.

The girl in braids living beside the lake
Sings barbarian songs at dance parties.?
Her fine silk musk-scented, speech in Uighur—
White cotton covers her head like a white mist.

In his preface to these “Bamboo-Branch Songs” Ni Tsan tells of
gazing at the scenery of West Lake and being overcome with feel-
ing. Presumably his sadness was prompted by seeing a locale of
such beauty, the former capital of the Southern Sung, now under
Mongol occupation. Even among romantically inclined wen-jen
poets, there were conscious feelings of reaction to alien rule.

Ni Tsan’s five-character old-style poem, “Expressing What Is
in My Heart,” serves as his autobiography. It relates how reality
further conspired to bring him grief. The poem begins by telling
the reader that Ni Tsan lost his father while still a boy and was
brought up by an older brother. His ambition as a youth, he con-
fesses, was to make his mark in history as a man of letters.

Behind closed doors, I read classics and histories;
Going out, I sought connections.

With my brush, I dashed off compositions,

And observing the times, had many a criticism.

8 [Perhaps better rendered, “Sings barbarian songs, dancing on reed mats.”)
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I cast a cold eye on common men,

And with sophistries tripped up wise men of the age.
Riches and position seemed scarcely worth mention;
My true desire—to suspend a name through time.

But as Ni Tsan goes on to relate, his brother and mother died in
quick succession. And over the twenty years that have since en-
sued, as the head of a wealthy household, he has been beset by
heavy tax levies. Before dawn he must present himself at the gov-
ernment office and prostrate himself humbly before minor func-
tionaries.

Paying taxes uses up my blood and soul;

Doing government labor, I worry lest I fall ill.
Working hard, I am caught up in worldly affairs;
Pounding wildly, only my heart is dismayed.

Bent over humbly, I bow to petty officials;
Shouldering the stars, I call at the magistrate’s.
Spring grasses were once resplendent;

They now resemble fragile sprouts laden with snow.

Ku Ying
(1310-1369)

Yang Wei-chen and Ni Tsan typify the way wen-jen figures formed
coteries in the lower Yangtze Delta region, in so-called Chiang-
nan, while it was under Mongol rule. In addition, there were fig-
ures who acted as patrons of these wen-jen. The most famous was
Ku Ying from K’un-shan in Kiangsu, a wealthy merchant whose
Jade-Mountain Thatched Pavilion (Yi-shan ts’ao-t’ang) was a
center of “elegant gatherings” of wen-jen—the foremost being
Yang Wei-chen and Ni Tsan. Those present at such assemblies
would compose poems; transcriptions of these compositions, in-
cluding some by Ku Ying himself, are still extant.

Kao Ming

(1305 ?-after 1368)

Kao Ming of Yung-chia in Kiangsu, the author of the famous play
P’i-p’a chi, or Account of the Lute,® was from this group of Chiang-

9 [Translated into English by Jean Mulligan, The Lute: Kao Ming’s “Pi-p’a chi”
(New York: Columbia University Press, 1980), and into German by Vincenz
Hundhausen, Die Laute, von Gan Ming (Peking: Pekinger Verlag, 1930).]
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nan wen-fen. Kao Ming provides an excellent example of how the
energies of writers of townsman literature were first poured into
the writing of poetry before the excess was devoted to writing
fiction. One of Kao Ming’s poems appearing in the Yuan-shih
hsuan, or Anthology of Yuan Poetry, is offered here by way of ex-
ample. It was presented to a descendant of Empress Meng of the
Sung dynasty; the descendant, Meng Tsung-chen, lived on Mt.
Hui near Wu-hsi, a site famous for its springwater for tea.

On the east bank of the River Pien, willow catkins
Dispersed by spring breezes enter the five noble houses.10
The brilliance is gone, Chiang-nan far away!

Quietly you draw mountain springwater to boil tea.

Peking Poets

The flourishing of poetry in the lower Yangtze area not only
brought about the maturing of verse in that region, it also brought
about a different kind of poetic maturation in the north as its ef-
fects spread there. The situation in the north was effected by writ-
ers of the same southern origins as those who carried out devel-
opments in the south, only the former were southerners who had
moved to Peking to serve the Yuan court as important officials in
the Han-lin Academy and History Bureau. Their poetry took a
different direction from that of townsman poets who remained in
the south, for they were more inclined to the use of T°ang poetry
as the sole model for writing poetry.

That Chinese from the south went to Peking to serve the Mon-
gols is attributable, above all, to the fact that conscious feelings of
opposition to Mongol rule had gradually waned over the decades
since the fall of the Southern Sung. Another factor was a nostalgia
for the traditional Chinese cultural unity of literature and politics,
whereby literary affairs were centered near the person of the em-
peror; there was a widespread desire that such a state of affairs
somehow return, even under an alien ruler. On the part of the
Mongol government as well, continuing sinification of the politi-

10 The couplet refers to Kaifeng, the Northern Sung capital beside the River
Pien. Like the thriving residences of the five marquises of the Wu clan in Han
times, its days of glory are past.
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cal system accommodated such nostalgia. In any event, the poetry
of these Peking writers was qualitatively different from that of
southern wen-jen of the period like Yang Wei-chen.

Chao Meng-fu
(1254-1322)

The first of the Peking poets to whom we turn our attention is
Chao Meng-fu from Wu-hsing in Chekiang. Immediately after
taking over South China, Qubilai ordered his confidant, Ch’eng
Chii-fu, to make an inspection tour throughout the area to seek
out men of talent and persuade them to serve the Mongol govern-
ment. Although figures like Hsich Fang-te, described in the pre-
vious chapter, repeatedly refused such offers, Chao Meng-fu ac-
cepted. Upon his arrival in Peking in 1286, Chao was accorded a
cordial welcome by Quibilai.

Because Chao Meng-fir's government service took place at a
time when the spirit of opposition to Mongol rule still waxed
strong, he was widely criticized by people like his cousin Chao
Meng-chien. The criticism was all the more intense because, as his
surname indicates, he was a distant relative of the fallen Chao fam-
ily of Sung rulers.

Chao Meng-fu is one of the great masters of Chinese calligra-
phy. In Sung times calligraphy, as typified by Su Shih and Huang
T’ing-chien, was viewed more as an expression of inner spirit than
of external formal beauty. Chao Meng-fu broke from this. He
sought a return to the style of the great fourth-century father of
the art, Wang Hsi-chih—one that strove for beauty through bal-
ance. Although Chao Meng-fur’s calligraphy has been criticized for
being tainted by his conduct, there is no denying its beauty. Sim-
ilarly in his poetry, Chao broke from the “astringent” (se) and
“stifft” (ying) qualities of Sung verse and sought a return to the
pure lyricism of the T°ang. This marks the beginning of the ap-
proach taken by later Yuan court poets, who tried to approximate
T’ang poetry. The following example of Chao’s seven-character
verse, entitled “Quatrain,” was probably written while he was at
the Peking court.

Against spring’s biting chill, I close the double doors,
Scent lingering from the duck-shaped censer, the fire still warm.
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Swallows do not come as petals again fall;
Rain and wind fill the garden, dusk descends.

After the death of Qubilai, Chao Meng-fu retired from gov-
ernment for a period, returning to the Han-lin Academy in the
time of Emperor Jen-tsung. Chao himself seems to have had sec-
ond thoughts about having served the Yuan at a time when the
spirit of resistance to the dynasty was so high. In a five-character
old-style poem entitled “It Was Wrong to Serve,” he tells of his
predicament: “Before, a seagull on the waters, / Now I am as a
bird in a cage.”!!

As the spirit of opposition to the new regime abated and the
Mongol government’s adoption of Chinese ways became more
routine, the number of southern Chinese who went to Peking to
serve the government increased. They included those whose learn-
ing was commensurate with their key positions in the Han-lin
Academy and who, at the same time, were proficient poets.

Yuan Chueh
(1266-1327)

First, there was Yuan Chuch from Ssu-ming in Chekiang (the
present-day Ning-po); a disciple of the widely learned Wang
Ying-lin, he adopted the literary name Ch’ing-jung chii-shih, or
Pure Countenance Lay Believer. Yuan Chuel’s poems, being
scholarly in nature, are rich in descriptive power. Although he was
like Sung dynasty poets in the way he actively adopted previously-
unused subject matter from contemporary life, his style and dic-
tion, as illustrated by the poems cited below, are more akin to po-
etry of the T°ang than to that of the Sung.

Yuan Chueh responded to the call to serve the Peking court at
the turn of the fourteenth century, in the Ta-te reign period
(1297-1307) of Qubilai’s grandson Temiir, Emperor Ch’eng-
tsung (r. 1294-1307). The scries of five-character old-style
poems, “Shipboard Songs,” written as a journal of his trip to the
capital, tells variously of scenes and products of the north that he
was seeing for the first time. In the following poem, for example,

11 Tt would be the talented woman of letters, Kuan Tao-sheng (1262-1319), to
whom Chao is referring, when in the same poem he speaks of his spouse: “My sick
wife carried our tiny child, / When I set out on the long trek.”
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the surface of the water on both sides of the boat as it approaches
“Yen-ching” (the Pcking area), is covered with white reeds, the
capital’s fuel source.

White reeds grow on chilly sands;

Their remnant flowers wave old brooms.

A million houses of Yen-ching

Depend on you for their kindling.

Though unobtrusive and born of the lowest,
Your usefulness is well worth praise.

You outshine the peach and plum blossom,
Each striving to appear prettiest of all.

In the reign of Emperor Jen-tsung, Yuan Chueh, like Chao
Meng-fu before him, became a high official in the Han-lin Acad-
emy. The emperor would spend summers at the Upper Capital
(Shang-tu) of K’ai-p’ing, or Doloonuur, and Yuan would some-
times accompany him and compose poems about desert scenes.
Yuan’s poems were a response to conditions that made new sub-
ject matter available for poetry. For example, the next poem, the
third in a series of ten five-character regulated verses entitled
“Songs on the Upper Capital,” is about the palaces and streets of
K’ai-p’ing.!? Because the city walls mentioned in the poem’s sec-
ond line are low, distant mountains come into view. “Dragon Bay”
in line four is a desert oasis, surrounded rather perfunctorily by
green vegetation. The poem was written in 1319, when Yuan
Chueh was fifty-three years old.

Palace towers amid vast nothingness,

City walls low, they draw in distant mountains.

White elms blur Wild-Goose Fortress;

Green plants fill out Dragon Bay.

The market hemmed in, houses lie close together;

My office work light, days are spent in leisure.

If I come again, I'll inquire more about local customs;

But to my regret, the splotches in my hair are growing whiter.

With the reinstatement of the examination system during Em-
peror Jen-tsung’s reign in 1315, opportunities for Chinese to ad-

12 Somewhat later another Han-lin official, Liu Kuan (1270-1342), also wrote
“A Poetic Diary of the Upper Capital.”



The Maturation of Yuan Poetry, 1300-1350 93

vance in government increased. Of the more than 1,200 candi-
dates who took the qualifying examination that year in the
Chekiang-Kiangsu area, thirty-three passed, including twenty-
eight Chinese and five Mongols or other non-Chinese from the
Western Regions. They were among three hundred semifinalists
who qualified to take the central metropolitan examination, one
hundred of whom passed. The latter included Ma Tsu-ch’ang, Ou-
yang Hsuan, Huang Chin, Hsu Yu-jen, and others, all of whom
became Han-lin Academy officials at the end of the Yuan.

Although his was a short reign from 1329 to 1332 toward the
end of the dynasty, Emperor Wen-tsung (Tugh-temiir) had an ex-
traordinary love of Chinese painting and calligraphy. His burcau
for the collection and connoisseurship of art works, the K’uei-
chang ko, or Hall of the Literary Constellation, was filled with
Han-lin officials.

Yii Chi
(1272-1348)

Yii Chi, the most outstanding of the late Yuan officials in the Han-
lin Academy, is also considered the greatest Yuan dynasty poet.!?
He compiled an anthology of prose and poetry entitled Tao-yuan
bsueh-ku lu, or A Record of Studies of the Past by Tao-yuan, the latter
being his pen name. Originally from Kiangsi, he was the most
trusted government official for more than a quarter of a century—
from the time he went to Peking during the Ta-te reign period
(1297-1307) of Emperor Cheng-tsung until Emperor Wen-
tsung ascended the throne in 1329.

Yii Chi’s reputation as the outstanding poet of the Yuan dy-
nasty derives from the great inner strength and energy that find an
ideal balance in his verse—qualities for which he is in large part
indebted to T’ang poetic models. The following five-character reg-
ulated verse was prompted by a painting entitled “Layered Peaks
along the Yangtze” by Yii Chi’s senior in the Han-lin Academy,
Chao Meng-fu. It tells with feeling of how the Yangtze, the an-

13 [Note the study by Magnus Michael Kriegeskorte, “Yu Ji (1272-1348): Ein
Literatenbeamter unter der Mongolenherrschaft,” Unpublished Ph.D. disserta-
tion, Rheinische Friedrich-Wilhelms Universitit zu Bonn, 1984.]
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cient battleground between north and south, has become part of
a unified empire.

In the past, Yangtze perils

Brought a grief that turned hair white.

A lifetime’s official service over,

I spend all day looking at the painting spread before me:
Buddhist temples faintly visible,

Fishing boats return over the broad expanse.

Desolate appear a few trees—

From time to time the tide comes in.

Yii Chi’s poetry, like that of Yuan Chuceh, contains previously-
untreated themes reflecting real-life situations of the time. I offer
the following five-character old-style poem, “Dedicated to the
Hatmaker,” by way of example. Yii dedicated the poem to a Pe-
king hatter who was fond of learning.

My horse and carriage enter a narrow lane,

Here to visit the master hatter.

You've locked yourself in and receive no visitors;
Sitting erect, you recite books and poems.

Not enough clothes to cover your legs,

For lunch, poor fare is fine.!4

Making a hat sometimes takes a whole year;

If it doesn’t sell, you don’t mind.

Since I was a lad, I’ve enjoyed letters,

And have tried everything with a brush.

But I am put to shame before a solitude like yours;
Hereafter I'll take your example to heart.

The “solitude” in the poem’s penultimate line refers to the hatter’s
modest persistence in his way of life. The poet, lazing amid
worldly concerns, feels put to shame before him.

The Four Masters of Yuan Poctry (Yuan-shih ssu ta-chia) are
generally taken to include two officials in the History Bureau dur-
ing Emperor Jen-tsung’s time, Fan Heng (1272-1330) and Yang
Tsai (1271-1323), and two advisors who enjoyed Emperor Wen-

14 [In the original the “poor fare” is betony and goosefoot plants, more accu-
rately rendered pogostemom and chenopodium.]
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tsung’s favor, Yii Chi and Chieh Hsi-ssu (1274-1344).15 In the
Yuan shih, or History of the Yuan Dynasty, Liu Kuan (1270-1342)
and Huang Chin (1277-1357) are joined with Yii Chi and Chich
Hsi-ssu as the Four Masters of the Confucian Grove (Ju-lin ssu-
chieh).

The overriding impression imparted by the poetry of these north-
ern writers centered around Yii Chi is one of their consciously
attempting to use the core of Tang poetry as a model. The more
this occurred, the greater was their departure from Sung poetry.
The use of T°ang poetry as an exemplar solved a problem that had
been outstanding for some time. To be more specific, Wang An-
shih had early showed signs of feeling ill at case with the exces-
sively discursive and prosaic quality of Northern Sung poetry epit-
omized by his contemporary, Su Shih, and of wishing to redress
the balance by returning to a more purely lyrical T’ang poetry. The
great writers of the Southern Sung, Lu Yu and Yang Wan-li, dis-
played the same concern. Direct imitation of T°ang poetry had
appeared with the townsman poets at the end of the Southern
Sung, but it was late T’ang poetry that served as their model; the
stiff, overly rationalistic poetry of the Northern Sung being nei-
ther to their liking nor within their capability, they took T’ang
verse that dealt with minor descriptions of daily life as their model.
Yet the poetry they used was but an offshoot of T’ang poetry; it
did not form its core. Later, Yang Wei-chen used a better-quality
T ang poetry for his model, the verse of Li Po and Li Ho; but he
drew only on its eccentric parts, leaving the heart of T’ang poetry
untouched. The use of models from the central core of T°ang po-
etry was first attempted by Yii Chi and other late-Yuan Han-lin
poets discussed here; their usage marks the beginning of the prac-
tice. Once started by them, poets of the subsequent Ming period
intensified the use of poetic models from the heart of T’ang po-
ctry.

ryIt became common for Ming writers to criticize Yuan poets
for having only imitated poetry from the T°ang that was “delicate
and charming” (hsien-yen). Indeed, the poetry of Sa-tu-la, dis-

1s JTapanese editions of their collected works have appeared since Muromachi
times, when they were reading material for Gozan poet-monks.



96 CHAPTER 4

cussed in the next section, tends in this direction. But the move-
ment toward imitation of the mainstream of T°ang poetry ante-
dates the Ming dynasty, its direction being set by the group of late
Yuan poets treated here.

It should be noted additionally that Yt Chi and other late
Yuan poets of the north fell less victim to the vice common to later
advocates of Tang poetry, especially Ming poets—that of merely
imitating T°ang poetic diction and thereby producing poetry
vapid in content. The poems by Yuan Chueh and Yii Chi cited
above illustrate how these poets, while dependent on T’ang poetry
for their diction and style, also sought to describe contemporary
realities. The Yuan dynasty itself, with its alien rule, was such a
reality, and the new life circumstances it brought about served to
sharpen the perspective of poets of the period.

The relationship between Yuan poetry and the rise and decline
of the period’s new genre, tsa-chii drama, is of some significance
in this regard. During the early part of the dynasty (through the
reign of Qubilai) tsa-chii, as a newly flourishing fiction literature,
largely reflected current realities. But over the first half of the four-
teenth century, during the period treated in this chapter, tsa-chi
became mannered and lost their vitality. In contrast, poetry at the
end of the Yuan dynasty grew more realistic as tsa-chsi became less
so. This was even truer of the prose of the period. The rise and
decline of fiction, on the one hand, and of poetry and nonfiction
prose, on the other, parallel each other in some cases and in others
do not. During the Yuan they do not.

There were literary figures serving the Mongol government
who, temporarily setting aside the fact that their rulers were not
Chinese, felt admiration for the unprecedented great empire that
had materialized. The seventy-chapter compendium of Yuan prose
and poetry, the Kuo-cl’no wen-lei, or The Dynasty’s Literature by
Categories, edited by the late-Yuan Han-lin official Su Tien-chueh
(1294-1352), includes a preface by a scholar from the south,
Ch’en Lii (1288-1343); therein he states: “Our Empire encom-
passes the Six Directions. From of old ‘an undifferentiated one,
never has it had an all-encompassing unity equal to what it has
today. Never have the fortunes of Heaven and Earth flourished
more than they do now.”

In the same vein Ou-yang Hsuan (1283-1357), a leading
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Han-lin academician of the time, wrote that literature had re-
covered from its decline in the Southern Sung because of the at-
mosphere provided by Yuan unification. In one of his prose pieces
he writes:

Our Yuan dynasty arose like a dragon, transforming [the earlier
decline] through its open generosity, so that a perfect literature has
been born.

In the Chung-tung and Chih-yuan reign periods [of Shih-tsu
(i.c., the Generational Paterfamilias [Dynasty Founder], Qubilai),
1260-1264 and 1264-1294], literature was expansive and huxu-
riant.

In the Yuan-chen and Ta-te periods [of Emperor Ch’eng-tsung
(Temiir), 1295-1297 and 1297-13071, literature was smooth flow-
ing and fertile.

In the Chih-ta and Yen-yu periods [of Emperors Wu-tsung and
Jen-tsung (Qayshan and Ayurbarwada), 1308-1311 and 1314-
1320], literature was pure and beautiful.

And in the T’ai-ting and T’ien-li periods [of Yeson-temiir and
Emperor Wen-tsung (Tugh-temiir), 13241328 and 1328-1330],
literature was rich and heroic.'¢

A poem among Yuan Chueh’s “Shipboard Songs,” one written
after his arrival in Peking, is best understood as being a product
of the same mentality.

In the clear night I gaze at the Dipper

Flickering before me, its color so true.

I now know the Central Land is truly exceptional,
That I factiously misspoke matters astronomical.
The Duke of Shao transformed the south;”

Thus do fine teachings come from Yen.

If the universe is a unity,

How can there be bias toward any region?!8

16 [To maintain balanced prose style here, Ou-yang Hsuan omitted two reign
periods: the Huang-ch’ing (1312-1313) era of Emperor Jen-tsung and the Chih-
chih (1321-1323) period of Emperor Ying-tsung. The T’ien-li era started during
the reign of Emperor Ming-tsung. ]

17 An allusion to the Shih ching (Classic of Songs).

18 [The poem might be paraphrased along the following lines. The north’s “fun-
damental colors,” like those of the “northern ladle” (the Dipper), are true. I now
know the empire’s heartland, the “Central Land” (i.e., the north), is exceptional.
Before when in the south, I spoke incorrectly of its correlation with the heav-



98 CHAPTER 4

As described above, the latter part of the Yuan dynasty was a
period of substantial cultural attainment. Men of the following
Ming dynasty, considering the Yuan an age of barbarian rule, were
contemptuous of the entire period. Yet the Ming was not without
a writer like Yeh Sheng (1420-1474), who in his Shui-tuny jib-
chi, or East of the Waters Diary, looked back upon the late Yuan as
a post-Northern Sung period of culture.

Chinese Poetry by Non-Chinese

Yuan civilization also produced non-Chinese writers of Chinese
poetry. The outstanding twentieth-century Chinese historian
Ch’en Yuan, in his well-known work Yuan Hsi-yii-jen Hua-hun
a0, or A Study of the Sinification of Men of Western-Regions Origins
during the Yuan Dynasty,'® gives several examples of such writers,
including Ma Tsu-ch’ang, Kuan Yun-shih, Nai Hsien, and Ting
Ho-nien.?® Discussion of one of these, Sa-tu-la, brings this chap-
ter to a close.

Sa-tu-la

(12722-2)

There is some dispute about the origins of Sa-tu-la (Sadr). It is
Ch’en Yuan’s theory that because Sa-tu-la is recorded as being a
Danishmand (Ta-shth-man), he was of Muslim tribal origins.
However, the rumor that Sa-tu-la, though born a Chinese, pur-
posely adopted a foreign-sounding name so as to get on better in
the world, appears in a work by K’ung Ch’i (fl. 1367) entitled the
Chib-cheng chih-chi, or True Record of the Chih-cheng Reign Pe-
riod—that is, 1341-1368. In any cvent, the place name of Yen-
men in northern Shansi, a region bound up with the family history

ens. Fine teaching can come from the north (the ancient state of Yen) to transform
the south, like the teaching the Duke of Shao instilled in ancient times. The uni-
verse being one, there cannot be bias in the geographically-bound cosmic energy
accorded any particular region (specifically, the south).]

19 [Translated into English by Ch’ien Hsing-hai and L. Carrington Goodrich as
Western and Central Asians in China under the Mongols (Los Angeles: Monumenta
Serica, 1966).]

20 [Note the study by Richard John Lynn, Kuan Yiin-shily (Boston: Twayne,
1980).]
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of Sa-tu-la, provided the title for his collected verse, the Yen-men
chi, or Yen-men Collection.?!

Sa-tu-la’s life includes a period spent as a townsman in the
south and one spent as a Han-lin official in Peking. Similarly, his
writing appears to be a mixture of the two strains. According to
his chronological biography Sa-tu-la was born in 1272, the same
year as Yii Chi, and spent his early years as an itinerant merchant
traveling throughout the south. The following is one of two
seven-character quatrains entitled “On the Double-Ninth Festival,
Away from Home.” According to the same biography the work
was written in 1302, when Sa-tu-la was aged thirty.

This festive day, on business far away,
Chrysanthemums scarcely differ from those at home.
No money to buy wine next door,

With each lonely recitation my heart breaks.

2 Sa-tu-la’s Yen-men chi was read by China’s most famous twentieth-century
writer, Lu Hsun, as is clear from the latter’s Yek-ts’a0 (Wild Grasses). See my Zoku
ningen shiwa (Poetry Talks on Personalities, Continued), 1961; reprinted in Yo-
shikawa Kofiro zenshu, 1: 537-39.

In Japan, the Yen-men chi was reprinted early, during the period of division
between the Northern and Southern Courts (1336-1392). The following poem
appears in a work published in early Edo times entitled Sa Tenshaku chisen k6 (Draft
of a Selection from Sa-tu-la).

To speak of impermanence reveals spiritual insight—

Plum blossoms aloft for hundreds of miles, a pine through the night.
Waking from my worldly dream, clouds spit forth the moon;

In the Kuan-yin Shrine, the lone sound of a bell.

A Gozan priest in Muromachi times, taking advantage of the circumstance that a
story about the soul of Sugawara no Michizane (845-903) having crossed to
China was currently popular, made up the lines and attributed them to Sa-tu-la. I
am indebted to Prof. Kanda Kiichird for this information. [The title of the poem
is “Tenmang@,” or “Shrine to the Heaven-Filling One,” a name given to Shinto
shrines dedicated to the deified Michizane, one of whose appellations is “Heaven-
Filling One.”]

22 {Most scholars prefer 1308 as the date of Sa-tu-1a’s birth: see Chiang Liang-
fu, Li-tai jen-wu nien-li tung-p’n (A Comprehensive Table of Dates of Figures
through the Ages) (1937; rpt. Taipei: Shih-chich shu-chii, 1974), p. 392; Tanaka
Kenji, “Satsutora” (“Sa-tu-1a”), in Ajia rekishi jiten (An Encyclopedia of Asian His-
tory) (Tokyo: Heibonsha, 1959-62), 4: 45; and Yoshikawa Kojird himself, in the
study cited in the preceding note.]
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The following two poems are from a series of seven entitled
“Verses Written While Sick.”

A traveler a thousand miles from home,

I long to return, my room filled with moonlight.
The cassias’ bloom about to fade,

In sickness I pass the midautumn festival.

And:

In the wind, leaves fall high and low;
Autumn sounds of fulling cloth heard near and far.
At this end of the earth, afflicted by much sickness,

I lean on my cane and gaze at a lone cloud.

Although Sa-tu-la was a low-level clerk for a period in the
Yuan Branch-Censorate in the south, he passed the imperial ex-
aminations in 1327 at the age of fifty-five and became a civil offi-
cial under Emperor Wen-tsung. He probably wrote the following
seven-character quatrain, entitled alternatively “A Palace Lyric” or
“An Autumn Lyric,” while at court.

In the clear night, the imperial carriage goes out the Chien-chang
Gate—

In two or three files, a retinue of purple-clad palace ladies.

As silver lanterns pass along the stone balustrade,

Their light reveals the frost on lotus leaves.

It is unclear what Sa-tu-la did after leaving Emperor Wen-
tsung’s court. The poems handed down to us as being from his
later work include pieces with most alluring titles like “The Hand-
kerchief,” “The Beauty’s Silken Sash,” and “Embroidered Shoes,”
which suggest the same proclivities seen in Yang Wei-chen’s ro-
mantic poems.

Another non-Chinese writer active during this period was Hsin
Wen-fang (fl. 1300), whose family was of Western-Regions
origins. He authored the superb collection of biographies of T’ang
dynasty poets, T’anyg ts'ai-tzu chuan, or Biographies of Talented
Masters of the T’ang. After being transmitted to Japan, the work
was lost for a period in China. Under the direction of Hayashi
Jussai (1768-1841), principal of the Bakufu academy, it was re-
printed in Japan during the Kansei reign era (1789-1801) of the
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Edo period as a volume in the Itsuzon sasho,?® or Collectanen of
Waorks Lost in China But Extant in Japan, and thus became known
again in its homeland.

The most copious collection of poetry from the Mongol period is
the Yuan-shil hsuan, or Anthology of Yuan Poetry, edited in Ch'ing
times by Ku Ssu-li (1665-1722). Being divided into four separate
collections, it took several decades to complete. One night Ku
Ssu-li dreamed that dozens of men dressed in ancient court garb
surrounded him and bowed, thanking him for his efforts in mak-
ing their writings again available to the world.

2 [Also called Isson sasho.



Chapter 5

THE EARLY MING,
1350-1400

The Ming at Its Inception

he prediction that the Mongol barbarians would not last a

century proved true.! Fewer than one hundred years after
Qubilai successfully united all of China, the Yuan dynasty col-
lapsed. For the greater part of his thirty-six-year reign the last
Yuan emperor, Shun-ti (Toghon-temiir), was harassed by rebel-
lions in the south. Rebel leaders initially suffered from rivalry
among themselves, but the leader from Feng-yang in Anhwei,
Chu Yuan-chang, was successful in overcoming all rivals. Having
consolidated control in the south, he turned his forces northward
and sent Shun-ti fleeing from Peking to the desert wastes further
north. The year was 1368.

The date marked the founding of a new, unified empire under
Chinese rule that was to last three hundred years, the Ming (or
“bright”) dynasty. Its inaugural Hung-wu reign period (1368—
1398) signified that it was to be Overflowing in Martial Spirit.

1 [The prediction, as noted by Sung Lien (1310-1381), appears in the Huang-
ming wen-hengy (A Literary Scale for the Imperial Ming), edited by Ch’eng Ming-
cheng (fl. 1466), Ssu-pu ts'ung-K’an ed., p. 1.1b.]

102
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The new dynasty’s capital, initially the Kiangsu city of Nanking,
was eventually moved to Peking.

The Founder Emperor of the Ming dynasty,2 Chu Yuan-
chang, can only be characterized as having been inflexibly single-
minded. He valued simple unadornment, frankness, direct action,
and authoritativeness. He hated delicate refinement, effeminacy,
pretentiousness, and anything smacking of these. His frame of
mind was related to his personal background. Chu Yuan-chang
was the first Chinese emperor to emerge from the common people
in over 1,500 years, the last having been Liu Pang, who became
Emperor Kao-tsu of the Han (r. 206-194 B.c.). As a young man
Chu Yuan-chang had even for a period been a member of the oc-
cupational group despised by most Chinese, Buddhist monks.
This forms a sharp contrast with earlier dynasties. The founding
emperors of the T°ang and Sung periods had been high officials in
the dynasties preceding them. Even the first emperors of the Chin
and Yuan eras had been nobles among their respective Jurchen and
Mongol peoples. The Founder Emperor of the Ming, however,
had little use for the nobility and all that was associated with it;
nor were the trappings of urban life to his taste.

Yet Chu Yuan-chang was not as lacking in learning as was Han
Emperor Kao-tsu, who in a famous incident urinated into a Con-
fucian scholar’s cap. Chu wanted the new Ming empire to be an
enlightened one. He simply did not want its culture to fall victim
to the overrefinement, effeminacy, and pretentiousness that so
often marred earlier ages. For this reason he took a dim view of
the fact that the traditional guardians of cultural life, the intelli-
gentsia, had been the mainstay of literature. He wanted more
practical men of action, individually or as a class, to emerge as
cultural leaders.

Chu Yuan-chang gave the matter some thought before decid-
ing to institute a new examination system, one in which literary
ability would no longer be emphasized. A short passage was to be
selected from the Confucian canon as a topic for discussion, usu-
ally from the Four Books (the Analects, Great Learning, Doctrine of

2 [Chu Yuan-chang was posthumously designated T ai-tsu, or Ultimate Pater-
familias, of the Ming dynasty. Also widely known as the Hung-wu emperor, he is
here consistently referred to by his given name or as the Founder Emperor. ]
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the Mean, and Mencius). Examinees were then to write an essay in
a sct literary form, the so-called pa-ku wen, or “cight-legged essay”
style.® This exercise formed the central part of the new examina-
tion system. Poetry writing, traditionally given much weight, was
excluded from the subjects examined. This resulted in an official
examination much easier to pass than earlier ones had been, one
in which even people of low-class origins, through self-study, had
a chance to succeed and thereby become officials.

It can be argued that the simplification of the examination sys-
tem was essentially a response to the growing influence of towns-
men in the empire, that it was a means of affording this increas-
ingly powerful stratum of society greater participation in
government. Inasmuch as many townsmen had well-developed lit-
erary taste and writing ability and were thus already equipped to
pass the old-style examination, it would be more correct to say
that the new system provided opportunity for advancement to
those among them who had no bent for literature. Rather, if any-
thing, Chu Yuan-chang sought to give impetus to the advance-
ment, individually or as a class, of an altogether nonurban sector
of the population—namely, unsophisticated people who, like
himself, came from rural villages. In this way, a check could be put
on townsmen whose literary talents were in the ascendant; future
culture was to be put in the hands of a new stratum of society
whose members would act as officials and form a new intelligent-
sia. It is in this light that the thinking behind the Founder Emper-
or’s simplification of the examination system should be viewed.

Given his tough, strong personality, Chu Yuan-chang was not
averse to using any methods, including indiscriminate murder, to
further his aims.* He was especially cruel in his treatment of those

# [For a useful introduction to the genre, including a translation of a sample
cight-legged essay (with accompanying Chinese text), see Tu Ching-I, “The
Chinese Examination Essay: Some Literary Considerations,” Monusmenta Sevica 31
(1974-75), 393-406.]

4 [“He became extremely suspicious of his associates who had helped him to
power and got rid of most of them in a number of bloody purges. The first great
purge took place in 1380 when the chancellor Hu Wei-yung was accused of plot-
ting rebellion and executed. Thousands of allegedly involved persons were sen-
tenced to death. The next great purge took place in 1385, and another great purge
occurred in 1393, when the veteran general Lan Yii was accused of rebellion and
when reportedly fifteen thousand people were executed” W. L. Idema, The Dra-
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who, to his mind, represented the old-fashioned intelligentsia.
Kao Ch’i and many other early Ming poets, as we shall see, were
to become his victims.

I will here relate two incidents that illustrate Chu Yuan-
chang’s cold-bloodedness. In the days before he became emperor,
while fighting against Ch’en Yu-liang on the upper Yangtze, Chu
learned that one of his civil officials, Hsia Y1, had engaged in the
illicit trade of salt with the enemy. Chu had him tied naked in a
small boat and set afloat on the Yangtze in front of the Yellow-
Crane Tower (Huang-ho lou) of Wu-ch’ang for three days and
nights, before finally having him executed. There is also the story
of the wife of one of Chu Yuan-chang’s powerful generals, said to
be a jealous woman. Even after her husband had achieved great
success she refused to let him take any concubines. One day Chu
held a great banquet and had a large, red lacquer tray brought
before his guest, the general. Urged to remove the lid, he discov-
ered he had been served a woman’s pair of hands, his wife’s brace-
let still intact on one of the wrists.

The first of these tales is found in the Lieh-chao shib-chi hsiao-
chuan, or Short Biographies from the Poetry Collection of Successive
Reygns, by Chien Ch'ien-i (1582-1664). The second is in one of
the unofficial histories (the exact title of which I do not recall).
But regardless of whether the facts related are strictly true or not,
Chu Yuan-chang had a character that gave rise to such stories.

Chu Yuan-chang’s successors carried on his same basic poli-
cies, bringing them to their full, logical conclusion. Thus the three
hundred years during which he and his descendants ruled have a
single, basic underlying tone or theme, one that is characteristi-
cally simple, direct, and uninhibited, and which sometimes turns
brash and violent. It is the diametrical opposite of the culture of
the following Cl’ing dynasty, when delicacy and refinement were
most prized.

In the realm of philosophy Wang Yang-ming’s (1472-1529)
“learning of the mind” (hsin hsueh) typified the age. With the
phrase from Mencius, “All things are already complete in us,” as

matic Oeuvre of Chu Yu-tun (1379-1439) (Leiden: E. J. Brill, 1985), p. 6 (citing
passages in the Dictionary of Ming Biggraphy).]
$ [Mencius vi1A.4. Translation by James Legge, The Chinese Classics, 5 vols. (rev.
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its byword, more precise erudition was cast aside. Wang Yang-
ming is the most simple and straightforward of all Chinese Con-
fucian thinkers. In literature as well, because drama and vernacular
fiction were simple, straightforward, and uninhibited in both dic-
tion and content, these genres flourished during the Ming as never
before.

Such developments in philosophy and literature can be attrib-
uted to the fact that, in accord with Chu Yuan-chang’s wishes,
men of a social stratum broader than that which had previously
been in charge of Chinese civilization became the dynasty’s cul-
tural leaders. They were from a class for which straightforward
simplicity was second nature. Even if one feels that Chu Yuan-
chang’s policies alone could hardly have dominated the spirit of
the dynasty so effectively, the time was ripe for the change of di-
rection that he initiated. Chu Yuan-chang perceptively sized up
the situation and was the first to act on it.

With the banishment of the alien Mongols, Chinese prided
themselves on the recovery of their sovereignty and civilization.
The dynasty’s emphasis on unadorned simplicity, however, was
really a continuation of a Yuan phenomenon, one that had been
forced upon China through violence. It was a Yuan legacy, simply
carried on and skillfully used by the later dynasty for its own ends.
This was recognized even during Ming times. Chang Chii-cheng
(1525-1582), who was prime minister under the Wan-li emperor
late in the dynasty (and who has gained a high reputation among
historians in modern times), argues that the Ming was really suc-
cessor to the Yuan dynasty and not to the Sung.®

The poetry of the age followed the general Ming pattern of
simplicity and directness. And an extraordinary number of ordi-
nary townsmen participated in writing verse. Each of these ten-
dencies—the simplification of poetic style and the increase in
townsman poets—reinforced the other. The general anthology of
Ming poetry edited during the Ch’ing by Chu I-tsun (1629—
1709), the Ming-shikh tsung, or A Ming Poetry Compendium, con-

ed. Oxford, 1893-95; rpt. Taipei: Wen-hsing, 1966), vol. 2, The Works of Mencius,
p. 450.]

6 See the Chang Tai-yueh chi (Collected Writings of Chang Chii-cheng), chap.
18, “Tsa-chu” (“Essays™). [Note also chap. 7, n. 49.}
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tains works by more than 3,400 writers. The majority are ordinary
townsmen, only a minority being government officials.

In keeping with the overall simplicity and directness of Ming
verse, which strove toward a pure lyricism, T°ang poetry, espe-
cially that period’s more open and forthright lyrical verse, became
the standard Ming poctic model. Calmness and intellect, which
had been the hallmarks of a richly discursive and narrative Sung
poetry, were scarcely paid heed. This direction in the development
of poetry is already in evidence at the beginning of the Ming dy-
nasty. Influential poets of the time were townsmen in the south,
especially the area around Soochow. But because these figures
treated literature as the proper focus of men’s talents, or at least
were perceived by Chu Yuan-chang as doing so, this worked to
their misfortune. Viewed by the Founder Emperor as incorrigibly
old-fashioned intellectuals, many fell victim to his purges. Among
their number was the foremost poet of the early Ming, Kao Ch’l.

Kao Ch’i
(1336-1374)

The poet Kao Ch’i, who graces the early period of Ming poetry,
is considered by some the finest poet of the three-hundred-year
dynasty. Yet he was a Ming subject for a brief six years before
being executed by the Founder Emperor in 1374, at the age of
thirty-eight.” His earlier years had been spent as a townsman in
the city of Soochow, which was under Chang Shih-ch’eng’s con-
trol during the disturbances at the end of the Yuan dynasty.

At an carly age Kao Ch’i showed signs of precocity. In 1351,
at the age of fifteen, he formed a poetic group with some neighbor
youths, called alternatively the Ten Friends on the Northern Out-
skirts (Pes-kuo shib-yn) or the Ten Talented Ones (Shih ts’ni-tzn) .8
The Ming sinh, or ofticial History of the Ming Dynasty, mentions
that one of the neighbor youths among the Ten Friends group,
Wang Hsing, was the son of an apothecary; this gives us some idea
of Kao Ch’i’s social origins. The history further relates that Kao

7 [Note the study by Frederick W. Mote, The Poet Kao Chi, 13361374 (Prince-
ton: Princeton University Press, 1962).]

8 The “northern outskirts” is the area where Kao Ch’i lived, near the city wall in
the northern sector of Soochow.
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won second-place and prize money in a Soochow city-wide po-
etry-writing competition.

Kao Ch’i was thus very much a part of the tradition of towns-
man poetry that had been developing in the Soochow area since
Southern Sung times. Yet his poetry soars in mental flights never
seen before in townsman poetry, which were owing to his unusual
temperament. Kao spoke of sometimes being overcome by an in-
explicable sadness; we find this expressed in the opening lines of a
five-character poem entitled “Whence This Melancholy?”

Whence this melancholy
That with the autumn so suddenly appears?

As he states later in the same poem:

Neither is it the sigh of a poor scholar,
Nor the sadness of one sent afar.

The following “Song of Sadness” reveals the same temperament.

Floating clouds in the breeze’s wake
Are scattered to the four wilds.

As I turn to heaven in sad song,
Tears come down in streaks.

In having such a temperament Kao Ch’i was different from earlier
townsman poets, who had consistently been down-to-earth in
their poetic themes. He sought to transcend the bounds of the
mundane and everyday in his verse and, as it were, to take flight.
His representative work, “Song of the Green-Hill Master,” is an
expression of this. Ch’ing-ch’iu, or Green Hill, was Kao Ch’r’s lit-
erary name, the name of the manor near Soochow where he lived;
it was also a name associated with the South-Sea locale of fairy
goddesses. For Kao the poet’s task is to shape poetry out of his
mental peregrinations.

The Green-Hill Master,
Thin but clean,®

9 [Consonant with the witty, self-deprecatory tone of the poem, this line might
be rendered alternatively, “Skinny but squeaky clean,” or “Threadbare but well
laundered.”]
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Was first a fairy courtier in the Five-Cloud Pavilion;
When was he banished to the world of men?1¢

Among the Eight Extremes indistinct, his mental wits do roam,

And cause the formless to fashion sound."

Some groundwork for such mental flights had been laid by earlier
townman poets. Yang Wei-chen (discussed in the preceding chap-
ter) is a prime example. But Yang had merely dressed up his verse
in the superficial language of earlier poetic greats who had taken
such flights, Li Po and Li Ho. It was only with Kao Ch’i and his
peculiar genius that true poetic flights of fancy, or at least compar-
atively more of them, were achieved. In this Kao marks the cul-
mination of a century and a half of the tradition of townsman po-
etry.

Kao Ch’i differed from earlier townsman poets in still another
way that reflected his desire to transcend everyday bounds. He
was deeply concerned about political affairs. The disintegration of
the Yuan dynasty made this possible, enabling Chinese political
consciousness, long repressed under the Mongols, to come fully
to life again. The following five-character old-style poem entitled
“Autumn Wind” illustrates such awareness.

Autumn winds enter my chamber

To scatter fallen leaves by my side.

I have not been out for several days—

The trees already this yellow!

I feel myself growing more listless,
Indifferent to the haste of destructive time.
For the morning meal, a single bowl;

For night’s rest, a lone bed.

When Confucius set out to implement the Way,
His wagon tracks led off in all directions.
But as for me, what am I doing,

That I am unable to forget the world?

10 [Like Li Po, the “banished immortal”; p. 82 above.]
11 [For complete translations of the poem, see Mote, The Poet Kao Clyi, pp. 69—
72, and Chaves, Later Chinese Poetry, pp. 123-25.)
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Compare the following five-character quatrain entitled “Year’s
End.”

Past regretting—too late to seck the Way,
Upon reflection—how hard to save the age!
A mediocrity, what can he accomplish??

At this edge of the world, another year passes.

From the last line of the poem we know that Kao was en route
somewhere; as in many other such poems, the goal of his journey
remains indefinite and unstated.

The man of power in Soochow at the time was Chang Shih-
ch’eng, one in whom Kao Ch'i had little confidence. In response
to Chang’s invitations to serve, Kao remained noncommittal. It is
related in the biographies of the poet written by his friend Li
Chih-kuang and by his pupil Lii Mien that he would frequently
discuss current affairs with Jao Chieh, one of Chang Shih-ch’eng’s
staff officers.

Kao Ch’i was quite self-assured about his unique talents and
consequently felt isolated. Both attitudes are in evidence in the
following five-character regulated verse that can be read as his po-
etic self-portrait, “A Lone Wild Goose.” Therein the poet remains
aloof, it being beneath his dignity to pass the night with “common
fowl,” literally “mallards and common gulls,” that is, ordinary
poets.

Over Heng-yang I lost my companions, '3

And set back alone on the long flight homeward.
Passing the Lung Range, diffident to take a letter, ¢
Cleaving the sky, I have difficulty joining formations.

I call to the flock beyond the clouds in urgency,

And mourn my shadow disappearing in the moonlight.
Since I will not join common fowl to spend the night,
In reed straw, night after night it is cold.

12 [“A mediocrity” is a self-deprecating reference by the poet to himself.]

13 Heng-yang in Hunan was said to be the southern terminus of migrating wild
geese. [The Ssu-pu pei-yao edition of Kao’s poems followed here has pan as the
last character in the line.]

4 In Chinese poetry one often finds letters being entrusted to winged messen-
gers like the wild goose in this poem. Here Kao, in the person of the bird, hesitates
to transmit such a message because of the political uncertainties of the time.






