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Abstract

The ‘sensual’ and the ‘moral’ are two different interpretive strategies for reading

the Shijing #* % (Book of Odes), exemplified on the one hand by the bamboo
manuscript “Kongzi shilun” 3* + :¥% (Confucian poetics) adopting the ‘sensual’ and
on the other, the Han ;% (202 BCE- 220 CE) commentarial tradition engaging in the

‘moral’. This thesis is a textual study and critical review of the manuscript alleged to be
Confucius’ commentaries on the poems. As a monographic exegesis on the Shijing
“Kongzi shilun” antedates all extant commentaries and has, so far, no parallel
transmitted text. By rendering a comprehensively annotated translation and review of
the manuscript, this project contributes to the current research on the topic.

The commentarial tradition of the Shijing since the Han, particularly the Maoshi

£ 3%, has had profound influence over later scholarship. Although the Han erudition
recognizes ging % (emotions, passions) as the motivation behind poetic creativity, it

shies away from the concept by shifting to a prudish reading of the poems. In this thesis

‘the moral’ is meant to be the paradigmatic interpretation of poetry through li # (rules

of propriety) as a means used by the sage kings to instruct the people, and ‘the sensual’
is meant to be ging, which embraces the rich sentiments of human emotions, passions
and feelings that “Kongzi shilun” reads from the odes. Between the poiesis of ging and
the bounds of li, “Kongzi shilun” has now bridged the gap left by the Han scholarship
regarding the notion that germinates poetry. This thesis does not seek to subvert the
concept of li in the hermeneutics of the Shijing, but to claim that the Confucian precept
represented by the manuscript author does not censure ging or the poems that celebrate
it, and espouses the use of li as a means of transcending human desires and regulating
social and spiritual relations. “Kongzi shilun” has certainly enhanced current
understanding of Confucius’ didactics represented by the manuscript and inspired our
appreciation of the Shijing embracing both the sensual and the moral aspects of the

poems.
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Part A INTRODUCTION

Chapter 1  Poetry and Commentary

Gremio: O this learning, what a thing it is!

—Shakespeare
The Taming of the Shrew

If Shelley’s (1792-1822) poetry is, as Browning (1812-1889) puts it, “a
sublime fragmentary essay towards a presentment of the correspondency of the
universe to Deity, of the natural to the spiritual, and of the actual to the ideal” (1851,
82), then Browning’s commentary is as interesting as, and probably more revealing
than, the subject it critiques. Placed on a high pedestal is the poetic language in

which a poet’s emotions (qing |+-) are encapsulated, transposing the mundane into

the sublime and lurking, as it were, behind the verses and stanzas, awaiting the
pilgrimage of admirers whose commentarial endeavours are as intellectually
embellished as poetry itself. Critiques on poetry may or may not be as creative as the
poetry they appraise, but the volume of their literature is directly proportional to the
scholarly value of the subjects they embrace, to the extent that over time, the critical
becomes the critiqued, as if the plurality of their existence endorses their raisons

d’étre.
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Yet Browning’s observation would have no relevance to the study at hand —
one of a different culture and different era — had it not been his poetic acumen which
could be borrowed cross-culturally and diachronically for a broader purport. The
earliest of Chinese poetry is also tinctured with notions of the universe and deity, the
natural and the spiritual as well as the actual and the ideal, although their ideation
and epistemic correlation may be different. As it is written in “Yu” of “Xiang Zhuan”

in The Book of Changes % - % & « ¥f3":

TR E M AT TR AR K2R U o

The crashing thunder stirred the earth and its creatures into joyful
activities. The ancient kings, in accordance with this, composed their
music and did honour to virtue, presenting it especially and most
grandly to god, when they associated with him (at the service) their
ancestors and fathers. (Legge 1899, 287; modified)

Within their mythical universe straddling the worlds of the living and the
dead, the ancient Chinese lauded their deified ancestral rulers in poetry, songs and
dances. Their poetry unabashedly depicts sensuality celebrating such desires to be
‘actual’ as much as they are natural. In their search for the spiritual and the ideal they
evoked the moralistic, so much so that before long, poetry was appropriated for
didactic purposes by prudish commentators taking the pedagogic centre stage. In
China more than anywhere else the commentarial tradition has accreted to poetry
over the years, becoming, in its own right, a genre of no less erudition, thence the
birth of the jian ¥ (annotation), zhuan & (elaboration), zhu ;* (commentary), shu
# (explication) and the like. The subject matter of the current research is the archaic
manuscript written on bamboo slips and designated by archeologists as “Kongzi
shilun” 3¢ + 3## (“Confucian poetics” — my translation; it will be referred to as ‘the
manuscript’ in this thesis unless otherwise stated),’ which is by far the oldest
commentary on the most ancient collection of Chinese poetry — the Shijing % %.
Throughout history Chinese scholars have been assiduously interpreting and
annotating the Shijing. They have never failed to quote verses from it for spicing up
their rhetoric or reinforcing their arguments. Whilst the studies of the Shijing and its

commentarial tradition are ongoing intellectual pursuits, the appearance of “Kongzi

! The meanings of the term “Confucianism” and all its inflections have been examined by Western
scholars. The appropriateness of the epithet “Confucian” in general and as the title of the manuscript
in particular will be discussed in Chapter 2.
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shilun”, the text of which has hitherto not been transmitted, has exhilarated the

literary fraternity by providing fresh food for thought. 2

1. Shangbo Chujian * # # §§ and “Kongzi shilun”s* 3 3#3#%

The congeries of bamboo slips, which were ‘recovered’ in Hong Kong in
1994, held promise for another bountiful haul of Warring States relics following, in

less than a year, the excavation of the Guodain %% & tomb in Hubei /# #*; that

promise was fulfilled later by way of the debut of a cache of archaic manuscripts

which have become known as the Shangbo Chujian * % # i (the Shanghai

Museum collection of Chu bamboo slips). This archaeological bonanza has
overwhelmed historians, philologists and Sinologists both at home and abroad, who
have been fascinated by the potential offered by the corpus for the study of pre-
imperial China before the second century BCE.

The Shangbo Chujian was acquired from an antique dealer in Hong Kong.
The corpus, comprising some 1,200 bamboo slips, caught the attention of Professor

Cheung Kwong Yue 3& £ 4% in the spring of 1994. Copies of the bamboo texts were
sent to the late chief curator of the Shanghai Museum, Professor Ma Chengyuan 5
Ak (1927-2004), whose initial assessment suggested that the corpus could possibly

be Warring States (fourth to third centuries BCE) artefacts. Prior to this Professor Ma
had enlisted the help of Professor Cheung to be on the outlook as he had noticed that
relics illegally disentombed in China had been smuggled out of the country, most
probably destined for Hong Kong. Professor Ma was quick to decide on acquiring
the bamboo slips for the Shanghai Museum. A few months later in autumn, another
497 pieces of bamboo slips displaying generic similarities of calligraphy and
contents to the first lot emerged on the Hong Kong market. Owing to funding
problems, the Shanghai Museum was not able to acquire the second lot but the
donation by the clique of enthusiasts known as the ‘Friends of the Shanghai Museum
in Hong Kong’ helped to secure the supplemental corpus. Apart from this collection,
the Chinese University of Hong Kong is known to possess ten bamboo slips which
could be part of the Shangbo corpus (Zhu Yuanging 2002, 1-4). However, the

2 As will be discussed later, recently this elation has been tinged with some regret.

3
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Shangbo Chujian so far refers to the first lot of the 1,200-odd slips only, of which
twenty-nine are the primary data for this study.

Unlike the Guodian discovery, which saw the excavation of artefacts from the
necropolis nine kilometers north of the city ruins of the then Chu capital — Jiangling

Chu Jinan cheng iz i # % = # (Chen Wei 2009, 138) — the serendipitous recovery

of the Shangbo Chujian from the market means that it lacks the prima facie
authenticity of provenance. However, radiocarbon and other scientific analyses
conducted by the Shanghai Museum and the Chinese Academy of Sciences (Nuclear
Science & Techniques) on the bamboo slips confirmed that they are dateable to the
late Warring States period. The Chinese Academy of Forestry had also identified the

species of the bamboo as Moso =+ +, botanically known as Phyllostachys Pubecens

of the Gramineae family (Zhu Yuanging 2002, 3). Although it is not possible to state
categorically that Moso was grown in the Chu regions during the Warring States
period, it is, at least, a species local to the region today, according to a study by the
American Bamboo Society which has traced the Moso vegetation extending from the
areas just north of the eastern course of the Yellow River to the south-eastern coast
of China (Fu 2000, 16), of which the historical territories of Chu formed part. Further
tests of the bamboo fibres confirm that the ink can be datable to the fourteenth
century or earlier (Zhu Yuanging 2002, 3). On closer examination the bamboo
corpus recorded historical events related to the State of Chu and the calligraphy
conforms to the Chu style of writing. For argument’s sake, since the bamboo slips
were not found in-situ in a Chu tomb, they could be the work of counterfeiters who
could have used pre-fourteenth century ink on third century BCE bamboo slips to
fabricate the corpus. However, because of their age the bamboo slips were
exceedingly delicate to handle; even the Shanghai Museum, given its know-how and
resources, has found the restoration and handling of the bamboo slips extremely
challenging. In these circumstances it would be hard to imagine that a private
individual or even a cohort of experts could have procured the right materials and
mastered the techniques to fake over a thousand bamboo slips. Besides, the
calligraphy is remarkably artistic and the contents of the corpus, where there are no
equivalent received texts, exhibit distinguished scholarship. Whilst it is not entirely
impossible for the corpus to be a counterfeit it would be a case of ben trovato if it
were, and on the balance of evidence it is highly unlikely to be a fake. Although the

scientific and empirical analyses fall short of authenticating the corpus beyond a
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shadow of a doubt, they have, to a large extent, dispelled suspicions of its
spuriousness. Therefore in the absence of any contradictory evidence thus far, this
project has relied upon the expert opinions of the scientists and archaeologists to the
effect that the bamboo corpus is of authentic antiquity as claimed.

Following the acquisition of the bamboo corpus from Hong Kong the
Shanghai Museum spent the next three years restoring and preserving the bamboo
slips. On completion of the preservation work textual studies began in earnest in
1997. The corpus of over 1,200 bamboo slips boasts some 35,000 ancient graphs and
over ten calligraphers’ handwriting styles, the texts of which have now been
transcribed into modern Chinese. The whole corpus is found to comprise over a
hundred manuscripts (Ma 2001, 3), ninety per cent of which have no received texts.
Thematically they are found to be philosophical, historical, religious, military,
educational, musical, political, philological and other discourses (Chen Xiejun 2001,
2), of which “Kongzi shilun” is one. As the manuscript has no parallel transmitted
text, and that some Chu graphs remain unrecognizable and some parts of the texts are
missing, the study of the manuscript is beset with difficulties, not the least of which
IS consensus on the transcription and interpretation of many key parts of the
manuscript.

To date, many scholars have contributed to the research into “Kongzi shilun”.

In his 2013 paper Paul Goldin published his study on “Heng Xian”{z -t , one of the

manuscripts in the same unprovenanced Shangbo corpus, but then in the same breath
he questioned whether it is ethical to research into looted materials. He further
considered that scholars are guilty by association of incentivizing rampages that have
resulted in the destruction of historical and contextual evidence of the artefacts.
Some museums in the West have embarked on the policy of not acquiring looted
artefacts but Chinese museums have not. Goldin advocates that scholars should
refrain from providing expertise to authenticating or studying plundered materials
(2013, 157-8). Goldin’s ‘moral awakening’ is of course highly commendable; it must
have been hard for him, having researched into both provenanced and
unprovenanced texts, to reflect on this issue; just as it is hard for someone who has
enjoyed eating the omelette to cry foul at other people breaking an egg. Goldin
stopped short of charging the Chinese law enforcement authorities on whom the
responsibility of abating the crime must rest, and by foregrounding the alleged

complicity of scholars the focus of the problem has been shifted. But in the case of

5



6 The Sensual and the Moral: “Kongzi shilun” 3t & ¥, as an Exegesis of the Shijing 5

“Kongzi shilun” the egg cannot be unscrambled. Now that the ransom had been paid,
albeit unwisely in hind sight, a pragmatic approach to make the most of the
‘redeemed’ artefact which, not only Chinese scholars but also sinologists, Edward
Shaugnessy for one, regard as “undeniably precious” (2006, 12), may perhaps be
justified. The scholars’ guilt in complicity may be absolved and their guilty
conscience assuaged by their contribution to the advancement of knowledge through
related researches.

2. The Shijing # % and its Commentarial Tradition

2.1. Transmission

The Shijing, the subject of inquiry of “Kongzi shilun”, is also known as The
Book of Poetry, The Book of Songs, The Classic of Poetry, The Book of Odes or
simply the Odes. Shi ## Poetry — as it was known during Confucius’ time before its
canonization — collectively refers to the Zhou % dynasty (eleventh to sixth century
BCE) folk songs, ballads and ritual anthems the authorship of which, with a few
exceptions, can no longer be ascertained.® Contrary to this conventional view is Li
Chendong’s % /& * (1907-1983) claim that the entire collection of the Odes was the
work of a single poet named Yin Jifu = % # (circa 800 BCE), who was a military
officer during the reign of King Xuan of Zhou % & 2 (1974, 30). Whilst this view is

considered by many to be controversial, Li’s research at least shows that more odes
could have been written by Yin Jifu than previously known.* On the other hand, Ye
Shuxian’s # 4+ & work traces the origins of the Odes to benedictory or maledictory
prayers and spells created and transmitted by the shiren % % (castrated priest-
administrators) and gumeng %tﬂ’i (blind musicians and historians) in ancient China
(1996, 147-57; 248-53).

The text of the Shijing as received today comprises four divisions: the

“Guofeng” Bk or simply the “Feng” which has been literally translated as “Airs of

® The purported authorship of the odes as given in the “Great preface” = ¥ /& is considered unreliable
(Legge 1966, 29]).

*Yin Jifu has been named in two odes: Ode 177 “Liuyue” = * and Ode 259 “Songao” 4+ & . The
Mao preface ascribes Ode 260 “zhengmin” % %, Ode 261 “Hanyi” &% 2: and Ode 262 “Jianghan” /=
;% to Yin. For arguments against Li’s proposition see ¥ i & ¥ =4 (A critique on famous
commentaries on the Shijing) by Zhao Zhiyang 4 4|5 .
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the States”. It contains folk songs which had been collected from fifteen regional
communities or states out of hundreds that were in existence at that time. It would be
rash to denigrate these folk songs as banal or even vulgar, as did Zheng Qiao %%
(1104-1162) and Zhu Xi 4 & (1130-1200) , who suggest that they were mainly love

songs or lyrics created by ghetto dwellers and sung by lowbrow men and women.’
Chen Zhi mr 3z asserts from a thematic perspective that a number of feng odes were
the works of the remnants of the Shang 7 (circa 1600-1027 BCE) elites lamenting
their halcyon days before falling to the Zhou (1999, 388-9). The second and third
divisions are the “Xiaoya” -]- #& or the “Lesser Elegantiae” and the “Daya” + #& or
the “Greater Elegantiae”, which comprises festal lyrics of royal courts and depictions
of aristocratic activities. The last division, the “Song” “g or the “Lauds” are ritual
anthems or elegies for use during ancestral worships and sacrificial ceremonies of the
states. The taxonomy of the odes has always been controversial: some commentators
consider the “Feng”, the “Ya” and the “Song” to be textual topoi; others find them to
be musical rubrics as well as geographic or ethnic designations; still others hold that
they reflect rhetorical or functional differences (Yu 2008, 13-6). Chen Zhi asserts
that the “Feng” is a division derived from a type of musical instrument, namely wind
instruments for accompanying the poems, and the “Song”, percussive bells etc (1999,
21-2); the “Nan”= is a distinct section (1999, 235-6). The Mao “Great preface” %
+ & to the Shijing further sub-divides the “Feng” and the “Ya” into the “Changed
Airs” or “Bianfeng” % hk , the “Changed Elegantiae” or “Bianya” % %z, as they
depict the grievous, the lamentable and the sardonic (Legge 1994, 4:36]). Elaborating
on this concept, later scholars such as Zheng Xuan #% =% (127-200) and Kong
Yingda 3t ,T‘éé (574-648) attempted to distinguish the bian from the zheng i (the
proper or the unchanged), identifying the latter with the gracious and the panegyric.
However, as Yu Xing = £ points out, modern scholarship considers these sub-
divisions meaningless (2006, 19-21).

The Shi, as did other classical texts of the pre-Qin £ % era, survived the

biblioclast of Qin (221-207 BCE) through oral transmission in early Han ;# (202

> Zheng Qiao #t4g: “h FooAtR 2o s AR AL F 2T o7 See vol. 3 of the Liujing
aolun = 5 # % ¥ = (In-depth discussions on the six canons). Zhu Xi % & : “™3#F2 “73} b H o ¥
MR B gk (T ] T A ApsriAg 0 B B FE 4 7 See vol. 1 Shijiazhuan ¥ & @ % -
(The collected elaboration on the Odes).

7
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BCE-220 CE); the prosodic texture of the odes is mnemonically conducive to mental
recovery. In Han four schools of the Shi were established: the Han #&, Lu & and Qi
7 collectively known as the sanjiashi = #2# (the three scholarly lineages of shi),
and the Mao =+ school, each having its own textual version and exegesis. The
sanjiashi have been referred to as jinwenjing 4 = % (new text) as their oral
transmissions were subsequently recorded on silk or bamboo slips in lishu 2 2 , the
standardized Qin script which continued to be used in Han. The Mao tradition, on the
other hand, has been labelled guwenjing + < % (old text) as its text was derived
from some primordial corpora written in pre-Qin scripts that had subsequently re-
emerged after a long period of absence.

During the Han dynasty the Han, Lu and Qi sanjiashi had been accredited
and institutionalized by the imperial establishment. Being ex-officio they enjoyed
advantages in their transmission over the Maoshi * #. However they had been
increasingly engaged in theorizing trivialities and their prolix expositions became

embroiled in yinyang 2 and wuxing 7 7 (the five elements) supernaturalism.®

Scholars of jinwenjing held that Confucius was a politician who wrote the Six
Canons = & (of which the Shijing forms part)’ for propagating his political
ideology. The Maoshi, on the other hand, had been in circulation among hoi polloi.
Guwenjing scholars maintained that Confucius was the editor, not the author, of the
six canons which were regarded as historical scriptures and not political doctrines.
The Mao commentarial tradition was grounded on Confucius’ moral teachings with

emphases on etymological investigations. It was not until Han Zhangdi’s i % #
(76-88) reign that official status of scholarship was conferred upon the Maoshi.
However with the sanjiashi’s focus on the supernatural and the mystical, the Maoshi
gradually surpassed the sanjiashi in popularity. The Han, Lu and Qi shi versions
together with their glosses eventually faded into oblivion with the decline of the Han
regime (Yu Xing 2008, 65-6). By the time of the Six Dynasties = ## (the third to

sixth centuries), the sanjiashi disappeared altogether except their fragments as

® ‘Supernaturalism’ is translated from a traditional term “z %4 £ > adopted by Yu Xing. Yu
maintains that Maoshi scholars distinguished themselves form sangjiashi scholars adhering to
Confucius’ doctrine of not speaking of prodigies, force, disorder and gods (% & ~ 4 ~ 3+ ~ #
)(Analects 7.21; Lau 2000, 60-1) (Yu 2010, 65). Sinologists, however, prefer to call it ‘cosmology’ or
‘metaphysics’.

" The six canons are the Shi 2%, the Shu % , the Li 4#, the Yue %, the Yi % and the Chungiu % #*.
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collected in the work of the Qing scholar Wang Xiangian % 3 (1842-1917), and
the Hanshi in the Hanshi waizhuan & 3% *t i# (Exoteric commentary on the Hanshi)
by Han Ying #& % (circa 200 BCE), whilst the Maoshi has survived (Karlgren 1924,

71) and has been synonymous with the Shijing ever since.

The Chinese intellectuals have never taken the study of the Shijing lightly as
it has aesthetically informed and inspired them for over two thousand years.
Confucius had strongly emphasized the importance of studying the Odes, the didactic
of which forms an integral part of his ideology. During the Warring States period
verses from the Shijing had been widely quoted in diplomatic parlance as part of the
démarche which could mean the difference of war or peace between states.® This
anthology of poems is a comprehensive repository of historical information about the
ethos of ancient China: the social mores, the daily life: singing, praising, worshiping,
lamenting, farming, hunting, feasting, courting, parting as well as the political and
ritual institutions. It is also a rich library of literary expressions; an encyclopedic
reference, in a sense, of the fauna, flora and other artifacts of the time. According to
Yu Xing, among the poems there are over 50 poetic tropes describing the motion of
the hand, some 260 types of plants, birds, animals, fish and insects mentioned, with
many more rhetorical devices, onomatopoeias, assonating and reduplicative binomes
(2010, 163). Chen Zzhi further observes that a large number of musical instruments
have been described in various odes (1999, 42-3). It can be said that woven into the
text of the Shijing is the very fabric of ancient Chinese civilization.

Not only has the Shijing been revered by the Chinese since pre-imperial
times, it has also fascinated the Western intelligentsia such as the Jesuits, linguists,
sinologists and poets since the seventeenth century. The poems have been widely
translated into Latin, French, English, German, Russian, Japanese and Dutch with
many outstanding anthropological, lexicological and literary studies published in
foreign languages (Wu 2008, 10-36). With its dense metaphors and archaic language
the Shijing is one of the classical documents through which ancient Chinese culture
reveals herself to the modern world, whilst “Kongzi shilun” is the newly discovered
key to unlock its obscurity — only that the key is no less obscure. The object of this
project is to find out how this key works, and apply it to unlock the meaning of the

poetry.

¥ Instead of listing examples from primary sources of the Shiji or the Zuozhuan etc, see Francois
Jullien’s commentary (2000, 88).
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2.2. Textual Variance

Despite different possible origins of the Odes as previously noted, it is almost
certain that the poems have undergone changes during different stages of oral
transmission, textualization and subsequent redaction. In “The hereditary house of
Confucius” in the Shiji ¢ 3z « 3“3 £ %, Sima Qian # 5 % (145? BCE-87? CE)
claimed that during Confucius’ time there had been some 3,000 poems in circulation
from which Confucius had selected one-tenth to form the corpus of the Shi. Later
scholars such as Kong Yingda, Zhu Xi and particularly those of the Qing dynasty
have either modified or refuted outright Sima Qian’s view (Zhu Jinfa 2007, 47-51).
As the odes had been collected from more than 20 different states within the Yangtze
and Yellow river basins over a period of some 600 years from early Zhou to the late
Chungiu period % #« p¥ & (the Spring and Autumn Period, 772-481 BCE), it is
surprising to see that the poems show little linguistic and dialectal mutations which
are otherwise expected from chronological and geographical transitions. This

phenomenon has led a number of eminent scholars, Guo Moruo 3% ;% & (1982-1978)

for one, to believe that the Odes have been re-worked, polished and standardized by
different editors over the years (1973, 103-4).° Lee Kar Shui Z 34 subscribes to

Sima Qian’s view that editorial work of the Odes was the centralized function of the
court musicians, but the process of collection, transmission and revision had
“inflicted much harm to the original face of the odes”. On the strength of the

comprehensive work by scholars such as Chen Qiaocong f# % #¢ (1809-1869), and in

view of the numerous textual variants found among the sanjiashi, the Maoshi and
ode citations in excavated tomb manuscripts, Lee further postulates that the text of
the Shijing as received today is not the same as those prevailing in the Qin and Han
times, let alone that of the pre-Qin era (1985, 6-9). If Lee’s observation were correct
then it would be a dilemma for the study of “Kongzi shilun”: the author was possibly
commenting on the odes which were greatly different to those as received today.

Martin Kern has also raised serious concern about the textual integrity of the Maoshi

% This is probably the result of the use of standard idiom, referred to as ‘yayan’ %= among the elite
and the literate, as it was written in the Analects 7.18: “What the Master used the correct
pronunciation for was the Odes, the Book of History and the performance of the rites. In all these cases
he used the correct pronunciation (& #%&% » 3 ~ 4 ~ 2 » %77 » ) (D. C. Lau 2000, 60-1).
Kern translates 7= % as “elegant standard speech” which transcends “dialectical differences” and
“local writing” (Kern 2003, 51-2).
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and the study of “Kongzi shilun”. The problem of textual variance can easily be

overstated and Kern’s claim will be contested in the Methodology section.

2.3. The Commentarial Tradition

Over the years the Shijing has attracted unceasing critical attention
culminating in a plethora of commentaries. Prior to the discovery of “Kongzi shilun”,

the “Mao preface” =+ ¥ 5 and the Maoshi zhuanjian were the earliest extant

exegeses on the received text of the Shijing.™? In the course of transmission and
subsequent redaction the “Mao preface” had been split into sub-sections and labelled
the “Great preface”~ % and the “Little preface” |- 5 (otherwise known as the
“Minor preface”; the “Upper preface” and “Lower preface” etc). The “Great preface”
is a commentary on the Odes as a whole, commenting on the formation and functions
of the Shi; the “Little preface” elucidates the individual poems. The Maoshi
zhuanjian is in fact an exegesis written by Zheng Xuan explicating the Shigu
xunzhuan ##:% 2" @ (Philological and exegesis on the Odes) which is in turn an

exegesis on the Shi ascribed to Mao Heng * % (circa Western Han) (Yu Xing 2010,

76). In essence, the Maoshi zhuanjian arbitrarily assign meanings to most of the odes
either as burlesques (ci 1) on the immorality or panegyrics (mei %) on the virtues of
the sovereigns and their consorts. The exegetical literature kept expanding after the
Han but one could look upon the Maoshi zhuanjian as the frame of critical reference
on which subsequent scholarship is based and against which criticisms are launched.
Another stratum of exegetical work on the Maoshi zhuanjian was added by Kong

Yingda, the chief editor of The Maoshi zhengyi = ¥ it & (The correct interpretation
of the Odes) in the Tang 2 dynasty (618-907). Sceptical of the Han exegetical
authorities, the Song ® (960-1279) scholar Ouyang Xiu’s % % 12 (1007-1072)
critiques of the Mao prefaces and Zheng’s commentaries were as iconoclastic as they
were conservative, seeking on the one hand to re-read the feng odes as love songs but
on the other hand trying to uphold the moral tradition (Van Zoeren 1991, 161, 189).

Zhu Xi, the sentinel of Confucianism of the Song, lends his weight to discarding the

12 Although pre-Qin literature such as the Mencius, the Xunzi and the Liji 4# 2z etc have recorded
commentaries on the Shi they are fragmentary rather than monographic. They are shi citations, not
exegeses, and the Hanshi Waizhuan is more of a handbook of examples of using shi for didactic
purposes. See discussion in Chapter 5.
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Mao prefaces and re-examining the meanings of the odes. Although his commentary
moves away from the historic-political horizon of the Mao prefaces and manages to
re-delineate the meaning of some of the poems, he has not ventured outside the
moralistic schema of the Mao tradition.

The Qing 7 (1644-1911) dynasty first saw the revival of the guwenjing

tradition of the Han flourishing as philological and phonological investigations, but
studies in jinwenjing focusing on philosophical precepts also blossomed. In the
unsettling social and political atmosphere of the later part of the Manchu reign,
jinwenjing studies re-captured the fancy of those progressively-minded scholars such
as Gong Zizhen % p ¥ (1792-1841) and Kang Youwei & 3 & (1858-1927) who
delved into the remnants of the the sanjiashi tradition and re-invigorated the idea that
Confucius was a political reformist who promoted his agenda through the canons that
he wrote. The interpretation of certain odes in the “Ya” and the “Song” divisions had
been stretched to underpin the need for political reform as instigated by the Master,
justifying socio-political chaos as a prerequisite for orderly government. In the field
of Shijing studies Wang Xiangian has worked on the remnants of the sanjiashi as
mentioned earlier. Ma Ruichen’s % 75 & (1782-1853) Maoshi zhuangjian tongshi =

# i3 g (An exegesis on the Maoshi zhuanjian) is one of the distinguished
works building on his thorough knowledge of both guwenjing and jinwenjing. Other
scholars who rejected the moralistic interpretations of the Mao prefaces began to
explore the literary and aesthetic aspects of the Shijing. Among them Yao Jiheng %
v |z (1647-1715), Cui Shu & it (1740-1816) and Fang Yurun = 1. ;& (1811-1883)
are most renowned (Li Xiangeng 1986, 2; Yu Xing 2008, 114-22).

In summing up the Shi commentarial tradition Karlgren suggests that “most
of this commentary literature is void of value ... since 95 percent of it consist of
homiletics and moralizing effusions” (1942, 71). Whilst this may seem to be an
overstatement, it would be fair to say that a large part of the exegetical legacy of the
Shijing handed down since Han times is at best didactically motivated and at worst
historically politicized. The study of the Shijing underwent a paradigm shift in the
early part of the twentieth century when a new generation of Chinese scholars, who
had been educated in the West, made fresh attempts to read the poems. One of them
is Hu Shi # i (1891-1962) who interpreted the Shijing using Western literary

theories (Zhu Jinfa 2007, 3), whilst poet and scholar Wen Yiduo # - % (1899-1946)
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asserted that the Odes should be interpreted within the socio-cultural contexts of their
times. Wen, among others, has since then ushered in a new interpretative approach:
the anthropological studies of the Shijing which has inspired contemporary studies
from many different perspectives.

The commentarial tradition of the Shijing has been a fertile ground for
creative interpretation. Whilst a cornucopia of such commentaries survived since the
Han era, the literature concerning the study of the Shi before the Han period is
fragmentary. “Kongzi shilun” is an exegetical discourse on the Shi attributed to
Confucius and Confucian scholars. So far it antedates the extant commentarial
literature of the Shijing and may reveal fresh insights into the study of the Shi in the

pre-Qin era, an inquiry to which this thesis is dedicated.

3. Literature Review

This section will highlight the research undertaken by eminent scholars on
“Kongzi shilun”. The nicety of their opinions will be examined when the relevant
topics arise in the course of later discussions.

Leading the charge to decode the ancient graphs of “Kongzi shilun” were
lexicologists and philologists whose transcriptions of the manuscript into modern
Chinese text lay the foundation for further research. The studies conducted by Ma
Chengyuan, Pu Maozuo i# % =, Li Xueqin % # ¥, Li Ling 3 %, Liao Mingchun 7
% %, Jiang Guanghui % & &, Fan Yuzhou ;=% % , Cao Feng ¢ &, Qiu Xigui ¥ 47
4, Chi Hsiu-sheng % -g &, He Linyi #®3ki%, Li Rui % 4%, Chao Fulin J i&+k,
Zhou Fengwu % ¥ 7 , Huang Rener & * =, Bai Yulan ¥ »* &, Li Tianfu %iﬂ]‘ W,
Chang Pao-San 3% ¥ = , Yeh Kuo-Liang # ® 2 and many others have been

published in various monographs and academic journals. They have separately
covered a wide range of topics such as the philology of the manuscript, the
transposition of the archaic texts into modern Chinese, the interpretation and
philosophical aspects of the discourse, dating, authorship, writing styles, textual
reconstruction, denomination and paragraphing of the manuscript. Within the overall
consensus of the modern transcriptions are specific Chu graphs that have yet to be
identified with certainty and agreement. There are also different views on the order
of the slips and on the punctuation and paragraphing of the text, resulting in many
different interpretations.
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Huang Dekuan 4% % has collaborated with He Linyi and Xu Zaiguo i %
® on a monograph on the philological study of Chu bamboo graphs covering not
only the Shangbo Chujian but also the Guodian and other bamboo corpora, thus
facilitating the synchronic investigations of Chu bamboo scriptures.

Codicological studies have been undertaken by Jiang Linchang /= 4k &, Xu
Zhengying t i &, Hu Ying #* # and Lu Siyu k£ 3% & focusing on the authorship
and dating of the manuscript. Various possibilities regarding the author of “Kongzi
shilun” have been proposed but on the strength of the evidence presented, any efforts
to ascribe authorship to the historical personage of Confucius, his grandson or their
specific disciples remain speculative. It has also been suggested that the epithet of
‘3 3’ (Confucius or Confucian) be dropped from the title of the manuscript which
should simply be re-titled “Shishuo” % 3k.

Ikeda Tomohisa’s 7» = 4 research on silk and bamboo manuscripts is
known for his exploration of their implicit ideological values. His essay on
“Confucian Poetics” is an inquiry into the collocation of poetics and li 4 (rituals),
claiming that the manuscript is related to Xunzi’s 3 &+ (313-238 BCE) teaching
(2006, 376-402).

Noteworthy are a number of comprehensive inquiries dedicated to the study
of “Kongzi shilun”. Cao Jianguo’s § £ I monograph is not only a textual study of
the manuscript but also an investigation into the poetics of the pre-Qin era. Huang
Huaixin’s & {® 7 work as a complete interpretation of “Kongzi shilun” is inspiring,
so is Liu Xinfang’s %!z > monograph. Liu has also analysed the philosophical
imports of the manuscript in terms of its critical framework of xing |4, qing i, li 4,
zhi 47 and other concepts with reference to coetaneous excavated texts. These
studies have contributed to the in-depth investigation of “Kongzi shilun” with
remarkable insight but it is felt that some of their claims and interpretations are
debatable or can be developed further.

Yu Fu’s = # philological study firstly investigates into textual variances
among the four schools of the Odes through cross-referencing particular graphs with
inscriptions on bronze, stele, bamboo and silk artefacts. Secondly, it is a glossary of

selected Chu graphs of “Kongzi shilun” with a concise explication of the manuscript.
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Chen Tongsheng’s It #+ # monograph embraces diachronic and synchronic

studies of “Kongzi shilun”, covering the trajectory of Shi studies from the Warring
States period to the Han as well as explicating the philosophical import and the
themes of the poems. Chen examines the authorship of “Kongzi shilun” in great
detail and points out that it is the first literary critique of the themes of the odes. He
posits a close theoretical relationship between “Kongzi shilun” and Xunzi’s poetics.
An exegesis on the manuscript is also included but the exposition is brief.

Focusing on Confucius’ “speech education” for the shaping of the junzi ru %
<+ i, Yu Zhihui & & £ examines the concepts of poetics in light of canonical texts

and “Kongzi shilun”. A glossary of the Chu graphs is also provided. Wei Tzu-Te’s

# % 1t textual study compares poetic lines quoted in the manuscript to the four

schools, reaching the conclusion that textually “Kongzi shilun” is more closely
affiliated with Lushi but the exposition of poetic themes is more in line with those of

Hanshi. Zheng Gang’s #%k] monograph is an exposition of Shi learning focusing on

various Chu bamboo manuscripts, covering a combination of philological and
philosophical issues including a brief comparative study of “Kongzi shilun” and the
remnants of Qishi as seen in extant literature.

The works of Western sinologists include Martin Kern’s study on the textual
variance between the received odes and their quotations in excavated texts and
related hermeneutic issues as previously noted. Based on Jiang Guanghui’s
transcription Jonathan Krause has translated the manuscript into English. In his paper
Thies Staack presents his textual reconstruction proposal having regard to the
“material” and “textual” criteria pertaining to the bamboo slips and a tentative
translation of “Kongzi shilun” in English. Both Krause’s and Staack’s translations
facilitate general understanding of the text but with room for fine-tuning.

Using Ode 16 “Gantang” as a case study, Michael Hunter examines the
rhetorical use of “Kongzi yue” (3* + ¢ ) in “Kongzi shilun” and claims that the
guotation marker is used to generate new layers of commentary to older materials.
Furthermore, Hunter considers Confucius to be a master of ‘derivative wisdom” and
doubts if the Shi commentaries are ‘teachings’ in the normal sense of the word.
Ulrike Middendorf’s paper ## ig % approaches “Kongzi shilun” from a linguistic
point of view, analysing and interpreting its rhetorical structures and formulaic

patterns, identifying its key words and phrases that serve as the triggers and contexts
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of meaning. The manuscript is then compared with parallel texts from received
classics and recovered documents. This paper also presents a direct transcription and
“an analogous normalized and punctuated transcription” of “Kongzi shilun”.

Keen interest in “Kongzi shilun” can also be seen in the large number of

research projects undertaken by academia in China and Taiwan. Kong Shaofeng’s &

v 4% doctoral thesis focuses on the structural and codicological issues of the
manuscript, viewing it as part of the “Zigao” codex + % % within the Shangbo
corpus. Wang Huaping * i - investigates into Confucius’ ideology through

comparing his discourses found in recovered and received texts including “Kongzi

shilun”. Pham Lee-Moi j= j t# critically reviews the methodology and scholarship

of interpreting bamboo and silk texts from philological, linguistic, social and
hermeneutical perspectives. More prolific are MA dissertations which cover the

general and the specific aspects of “Kongzi shilun”. Tan Zhonghua’s 3¢ # study is

a general inquiry into codicological issues of authorship, scholastic lineage, slip

arrangements and textual re-construction etc. Fan Zhiou ;= +%&: extends the study of
authorship to investigations into the rhetoric and genre of the manuscript through
textual comparison with received and recovered texts. Within the framework of
codicology of the manuscript researchers furthered their investigation into its
philological issues (such as the studies by Chen Qiong 3%, Zhao Yuansu 4} 7= ¥
and Zhang Tonghoi % i€ /= and Chi Linhua # & %), its philosophical import
particularly qing and li (Zeng Ziying % =+ %, Li Rui % 4&), its intertextuality with
received classics and recovered texts (Huang Baojuan % % 4%). Zhu Hong # ‘=

looks into the controversial question of Confucius’ emendation of the Odes based on

received texts and “Kongzi shilun”. Similarly Li Chan % 4& extends the inquiry to

cover the aesthetic aspects of Confucius’ poetics. Through “Kongzi shilun” Du

Chunlong # % %= stages comparative studies of the four scholastic lineages of the
Odes. Fang Ruili = 53 B reviews the practices of poetry creation, citation and

critique during the pre-Qin era, and the trajectory of Rujia poetics, so do Zheng
Jingxuan ##-p and Liu Zhaomin %|p-47. Huang Yanlian % % £ attempts to
uncover the meaning of the odes through “Kongzi shilun”. Researches in to the
didactics of the Shi tradition includes works by Liang Dawei % = i, Zhang Ying 5

# and Jiang, Han /=i and Liu Zhaomin %P2 5%. Liu Yuling’s ¥4 dissertation
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is about textual comparison between “Kongzi shilun” and the Mao prefaces. Li,
Shuling % 4% % focuses on explicating the concept of zong er jie % @ ¥ as read in
“Kongzi shilun”.

As to the study of the Shijing itself the authorities consulted are: Zheng Xuan,
Zhu Xi, Fang Yurun, Ma Ruichen, Wang Xiangian, Wen Yiduo and others whose
works will not be enumerated here. Contemporary studies of the Shijing include Cai

Xianjin’s %L £ work exploring the functional and aesthetic notions of ging, li,

music and rhetoric from literary, historical and philological perspectives; Wang
Chujing’s 2 4~ & paper focuses on the Confucian scholarship in poetry as seen from
“Kongzi shilun”.

The vast literature has covered a plethora of views on “Kongzi shilun” and
the Shijing, providing the bases for more in-depth study and critique. Many
researchers have inquired into the philosophical perport, particularly in terms of ging
and li of “Kongzi shilun” but few have reflected on whether the manuscript has
inspired deeper understanding of the Odes, one of the issues that this thesis will

address.

4. The Problem

Since the discovery of “Kongzi shilun” in 1994, Chinese scholars have
contributed profusely to the study of the manuscript whilst the works of Western
Sinologists in this area have been relatively few. However, the grand mass of
literature accumulated to date, helpful as it is, seems to have been discriminately
topical. The paucity of comprehensive and systematic studies of the manuscript in
English means that a lot more work has to be done in this regard. English translations
of the manuscript, few and far between as they currently are, only provide a general
idea of the contents but the nuances of the original discourse have yet to be
articulated. Building on the existent philological studies of the manuscript, this
project aims at producing a comprehensively annotated translation of the manuscript
for facilitating further inquiries into the Shijing and its commentarial tradition. A
comprehensible and reliable translation of the text, supported by considered opinions,
could shed new light on the Odes, if there is indeed new light to be shed, or else our
current understanding of the Odes could be confirmed or enhanced.
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Based on the findings of the textual study and translation, I shall review the
manuscript critically vis-a-vis the pre-Qin and Han commentarial tradition. This
period of scholarship is chosen because of its close propinquity to “Kongzi shilun”.
More importantly, the Han commentaries have forged a template for glossing the
Odes and have become a paradigmatic framework of interpretation within which
subsequent scholarship has developed or against which critiques have been launched.
Against the background of the Han scholars’ moral reading of the Odes, | posit that
in “Kongzi shilun” the author has fundamentally taken a sensual reading by adopting
ging and li as his critical perspectives. Although previous studies of the manuscript
have covered these critical angles, it appears that the notion of ging has escaped the
detailed attention it deserves. This may have been a coincidence: the “Great preface”,
having first identified ging as the motivational force behind poetic creativity, stopped
short at expounding its intricacies by shifting to a moralistic exegetical stance.™ In
this thesis the ‘moral” means the reading of morality into the poetry, as the Han
scholars have done, propounding li as a pedagogic tool of the sage kings to impart
ethical principles to the people. The ‘sensual’ is taken to mean ging which embraces
the ambit of human emotions, passions and feelings that the author of “Kongzi
shilun” reads from the poems. | shall argue that between the poiesis of ging and the
bounds of li, “Kongzi shilun” has now filled in the elision of the Han scholarship on
the notion that germinates poetry. This thesis does not seek to subvert the concept of
li or the moral efficacy in the hermeneutics of the Shijing, but to claim that the
Confucian view in “Kongzi shilun” does not censure ging or the poems that celebrate
it, whilst hedging against its excesses through li as a means of transcending human
desires and regulating social and spiritual relations. Incidental to my inquiry into
ging, I shall firstly counter the claim made by A. C. Graham who propounds that the
word ging never means ‘passions’ in pre-Han literature. Secondly, clarification will
be sought from “Kongzi shilun” on Confucius’ remarks on the Odes — the
controversial ideas of si wu xie & & 7% and Zheng sheng yin &% &5

The pre-Qin era to which “Kongzi shilun” has been dated, particularly the
Chungiu and the Warring States Periods % R = % (475-221 BCE), was the golden

age of intellectual enterprises in China, when ‘a hundred schools of thoughts

flourished” despite the turbulent political and social situations of the time. However,

13 See the ‘Epimyth of the Moral” section in Chapter 5.
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the biblioclasm of Qin and the interdiction of books, which was not relaxed until
early Han, meant the abrupt and almost total loss of this rich intellectual legacy. The
pre-Qin scholarship as received today, especially of the Shijing, has long been
moulded by the subjectivity of the Han literati through whose looking glasses the
true nature of learning has been tinted, though their dominance has not remained
unchallenged by scholars of later times. The entombed palaeographic manuscripts of
that golden age, having been spared from the consuming flames of despotism and
having escaped doctoring by the lesser hand of later scribes, emerged from the
stygian treasure-troves to speak for their late master’s love of learning that was once
the favourite pastime of the elites of a bygone era. Only by bypassing the conduit of
transmission manipulated by the Han clerisy could their tunnel vision be avoided and
the truth illuminated. Having preserved the essence of pre-Qin learning for over two
millennia, the manuscripts’ reappearance to the mere mortals of today must be awe-
inspiring. The discovery of the manuscript has provided textual evidence for
validating and reinterpreting the Odes, or otherwise re-constructing its status quo
ante. If the scientific and empirical analyses of the Shangbo Chujian are reliable, and
there is no reason to suspect that they are not, then it could be safely assumed that
“Kongzi shilun” has not undergone any redaction by post-Qin hands; its unalloyed
state might reveal not only the provenance of Shi pedagogic but also the trajectory of
Confucian thought in the Chungiu and Warring States times. This study is therefore
an attempt to bridge the present knowledge gap pertaining to pre-Qin and Han
leaning on the Shijing, and to contribute to the inquiry of Confucian ideology

through understanding the sensual and moral aspects of the Odes.

5. Theoretical Framework

The preceding sections have introduced the Shijing as the oldest collection of
Chinese poetry and “Kongzi shilun” the most ancient expository of the former,
effectively putting both into contexts within which they could be better understood.
Context is vital to the discernment of meaning, or the interpretive process as it is
termed in hermeneutics. Interpretation is the task of making something that is
unfamiliar, distant, and obscure in meaning into something real, near, and intelligible
(Palmer 1969, 14, 24). “Kongzi shilun” and the Shijing as historical discourses are as

distant as they are obscure because of their temporal, spatial and linguistic alterity,
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but the principles of hermeneutics could be applied to divest the unfamiliarity of the
ancient texts and to render their latent meaning intelligible.

Being doctrinally disposed, the Chinese have been preoccupied with the
interpretation of canonical texts since ancient times for purposes of normative
thematization and political advocacy, yet hermeneutical theories in the form of
systematic enunciations are largely absent from Chinese thought (Van Zoeren 1991,
1-2). On the other hand, the theorization of hermeneutics has been a subject of
abiding interest to Western thinkers since the eighteenth century. That interest was
initially impelled by the quest for principles of interpreting the Bible but has
subsequently developed into interpretive theories for both sacred and secular texts. In
due course Western hermeneutics has evolved to become phenomenological and
existential philosophies (Palmer 1969, 34-40) dealing with the epistemic and
ontological aspects of interpretation. By contrast, it was not until the 1980s that
Chinese scholars began to use the term ‘Chinese hermeneutics’ (Huang Junjie 2005,
353), the theorization of which has yet to mature into a distinctive discipline.** That
notwithstanding, Chinese scholars have been constantly interpreting and re-
interpreting ancient texts without claiming that their practice lies under the aegis of
hermeneutics. Instead of having a philosophical essence or being a distinct academic
discipline, Chinese hermeneutics is a long tradition having an inherent historical
interest, whose fragmentary theorization appears as obiter dicta found scattered
among various classical discourses. This section will examine the general organon of
the Chinese hermeneutical tradition focusing on the interpretation of the Shijing, with
a cursory review of Western hermeneutical theories where the latter is thought to be

of supplementary value.

5.1. Interpretation

Within the plethora of Chinese classics two principles considered to be of
seminal significance to Chinese hermeneutics can be extrapolated from 5.B.8 and

5.A.4 of the Mencius: zhiren lunshi =+ 4 %+ (knowing the authors and the age they

lived in) and yiyi nizhi 12 & i# & (meeting the intent of the authors with sympathetic

!4 See Li Qingliang’s Zhongguo chanshi xue ® & & £ % (Chinese hermeneutics) which adopts basic
Western ideas from existential and philosophical hermeneutics with citations from the Chinese
classics as support.
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understanding).*® The hermeneutical purport of the first principle — knowing the
authors and their times — foregrounds the need to interpret texts within their historical
contexts. A parallel can be drawn to the theory propounded by German philosopher
Friedrich Schleiermacher (1768-1834): the reconstruction of the historical context of
a given text is the basis of understanding. But Schleiermacher differs from Hans-
Georg Gadamer’s (1900-2002) idea of ‘historicality of understanding’ (Palmer 1969,
178-80), which seeks understanding through integration of the past, present and the
future (Palmer 1969, 186). D. C. Lau’s #|f< & (1921-2010) translation of Mencius’
term “# £ ” as ‘knowing the age’ is succinct. The broader sense of the word lun #%
could entail critical deliberations over and above simply knowing. Likewise the word
shi £ would embrace notions of historicality — the ethos of the era beyond the
purely temporal sense of time.

Of particular importance is the concept of zhi & as mentioned in the Mencius,
for the same word appears in “Kongzi shilun” with regard to poetry. Mencius’
second principle of 12 & % & — meeting the intent of the author with sympathetic
understanding — can be interpreted in different ways. Zhao Qi 4} % (?-210) asserts
that poetry (or any texts) should be interpreted in accordance with the intent of the
poet or author (Huang Junjie 2008, 172). Zhu Xi adds that an interpreter should not
subjectively impose meaning onto the text but should wait patiently for the author’s
intent to reveal itself. Contending Zhu Xi’s passiveness, Nishijima Rankei & § jF %
(1780-1852) maintains that authorial intent should be actively sought by “tracing
through [the thoughts of] hundreds of generations” (quoted in Huang Junjie 2008,
173). According to the Shuowen jiezi .~ f23 the word ni i# means to meet,
anticipate or encounter a person or thing coming from the other direction. James
Legge translates & as the “general scope” of the text (Legge 1994, 1 and 2:353).
Chen Shih-hsiang &' 2 (1912-1971) observes that in its archaic form the graph &

is made up of the phonetic * (the ancient graph of zhi z_) meaning ‘foot’, ‘to go’ and

‘to stop’ (1951, 49) and the radical xin «~ (heart — to the Chinese the heart is

15;24 «F % T Mencius 5.B.8: ‘g HF > HE > 2arH A T F /Y o £ ALY
(When one reads the poems and writings of the ancients, can it be right not to know something about
them as men? Hence one tries to understand the age in which they lived. This can be described as
‘looking for friends in history’) # % + 5.A4 “seiiiF 4 » 2 M2 T A T A o NL A

» §_% 72 o ” (Hence in explaining an ode, one should not allow the words to get in the way of the
sentence, nor the sentence to get in the way of the sense. The right way is to meet the intent of the poet
with sympathetic understanding.) (Lau 2003, 236-7 and 200-1)
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synonymous with the mind as the faculty for perception and thinking, thus the

common translation of heart/mind). Hence & is where the heart/mind tends, for

which ‘intent’ is probably the closest translation. ® Chinese hermeneutist Li

Qingliang % 7 % offers a different term with the same meaning: meeting the
author’s heart/mind with the interpreter’s heart/mind (14 < ¢ ). Apprehension is

possible, according to Li’s hermeneutical model, when there is congruity of linguistic
contexts (3% 8t — 3k) between the interpreter and the interpreted (2001, 283-4). By
foregrounding the linguisticality of apprehension, Li’s hermencutic framework
modulates 14 & i & to a textual or linguistic process. In fact, getting to know the

(ancient) poets or authors and the age in which they lived can only be possible

through language or text. As Huang Junjie & % # points out, these two concepts

function together (2008, 178): knowing the authors and the age in which they lived
would foster intertextual comprehension through ascertaining authorial intent, and
vice versa. | might add that this may well be considered as the Chinese hermeneutic
circle.

The hermeneutic circle is a Western concept whereby the meaning of “the
part [of a text] is understood from the whole and the whole from the inner harmony
of its parts” (Palmer 1969, 76-7). Expanding on this concept, Martin Heidegger
(1889-1976) asserts that in interpreting text, human understanding does not arise
from an empty consciousness but a ‘pre-structure’, or ‘ideational preconceptions’ as
already established ways of seeing (Palmer 1969, 176). It would appear that Western
hermeneutics articulates a possible explication of 12 %, i5 & when Mencius has not
clarified its meaning. As understanding is the basis for all interpretation, it must be
made within a horizon of “already granted meanings and intentions” which meet
(corresponding to the Chinese concept of i#) the horizon of the text (corresponding
to the Chinese concept of &) as it reveals itself. Palmer adds that “[t]his merging of
two horizons (my note: corresponding to the Chinese concept of & and &) must be
considered a basic element in all explanatory interpretation” (Palmer 1969, 24-5). To
Heidegger, uncovering the hidden meaning of a text is to go behind it and “ask what

the author did not and could not say, yet which in the text comes to light as its

innermost dynamic”. Thus it is not the text that is to be interpreted as an end in itself,

16 Explications of 3 ~ & and < first appeared in the “Mao Great Preface” and the Shang Shu # %,
see later discussion.
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but rather it is the “inner violence and struggle which were at work in the creation of
the text” (Palmer 1969, 147).

It does not come as a surprise when & is mentioned in “Kongzi shilun’; in
fact it is a key concept of the exegetical tradition of the Odes, having different shades
of meaning beyond intent — willpower, mind, central thought, emotions (Xiao 2006,
43-5), purpose, goal, target or aim (Van Zoeren 1991, 12), as it is understood today.
As it is said in the “Canon of Shun” in the Shang Shu # % - % & : poetry articulates
aims; songs extend the utterance of the expressions; the utterances attune to the songs,
which are harmonized by the music (%3 & > #cx 3 > Bz > &fc%) (Van
Zoeren 1991, 11). A similar statement, “3¥ 12 3% & is found in the annals of the
twenty-seventh year of the Duke of Xiang as recorded in the Zuozhuan = & « ¥ =
= -+ = & This concept is taken up in the “Great preface”: “Poetry is the product of
earnest thought. Thought [cherished] in the mind becomes earnest; exhibited in
words; it becomes poetry.” (FH > &2 T2~ o oS B0 HT 55F) (Legge
1994, 4:34]). Xiao Bing # % explains that the graphs of ¥ and % share the same
phonetic root of 2. and had been semantically interchangeable (2006, 36). Chen
Shih-hsiang notes that they were not only close synonyms in their early usage; their
distinct meanings could even have been represented by the same graph.'” Chen’s
rendition of shi yan zhi %3 & is “poetry expresses purpose” and he was quick to
point out its ambiguity: what should this purpose be? At one extreme there is the
advocacy of practical, ethical and political purposes and on the other the emotional
and aesthetical (1951, 54).

That the Odes expresses practical purposes has been the dominant view
which finds direct support from two quotations from the Analects. Confucius had
once instructed his son that unless he studies the Odes he would be “ill-equipped to
speak” (# & #F & 12 7 ) (Analects 16.13; Lau 1992, 167). On another occasion
Confucius explained that

FOoVUES VIR T UE TS,

[a]n apt quotation from the Odes may stimulate the imagination, endow
one with breeding, enable one to live in a community and give
expression to grievances.... (Analects 17.9; Lau 1992, 175)

" A textual example of % used interchangeably with ¥ can be found in “f&7 ! #%&” meaning

‘none of their citations are not from the poetry of the State of Zheng’, from the annals of the sixteenth
year of the Duke of Zhao, Zuozhuan = @ pz 2~ - = & . See footnote of Chen Shih-hsiang 1951, 52.
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As reported in “Jingjie” of the Liji ## 3= « % f%, Confucius attributes
gentleness and sincerity of deportment to the teaching of the Odes (8 4 7 & #F &~ )

(Lau 1992a, 133). Thus for orthodox Confucians the zhi of an ode is its moral
messages, as if it existed solely for ethical lessons to be learned. Little do they
remember that ging has been mentioned in the “Great preface”; but through
deliberation, so it seems, the Maoshi has downplayed ging as the motivational force

of poetic creativity and emphasized its moral functions, as it asserts:

Bdeste »aapts L FER g B3l a2z s
g Hyrde 2 B ML HAF L AT NI EAEF 2

Ereo B AW EHN o BR G o

The feelings move inwardly, and are embodied in words ... The feelings
go forth in sounds. When those sounds are artistically combined, we
have what we called musical pieces .... The style of such pieces in an
age of good order is quiet, going on to be joyful --- when a State is going
to ruin, is mournful .... The former kings by this regulated the duties of
husband and wife, effectually inculcated filial obedience and reverence,
secured attention to all the relations of society, adorned the transforming
influence of instruction, and transformed manners and customs.

(Legge 1994, 4. 34))

The concept that ging germinates poetry and how it has faded away from the
hermeneutical scene will be discussed in detail in Chapter 5. As discussed earlier the
different shades of meaning of zhi — intent, willpower or purpose etc — predominantly
denote the normative didactics as implied by the Maoshi tradition; the notion that it
subsumes emotions (or vice versa) was probably a subtle re-introduction by Wang Yi
1 i of Later Han (first and second centuries), who asserts that ‘emotion’ or ging is
semantically interchangeable with zhi.*® This etymological notion was yet to be
theorized as the hermeneutics of poetry; it was not until the Jin  dynasty (266-420)
when Lu Ji £ (261-330) propounded the concept of ‘poetry expresses emotions’
(3% % %) in his exquisite essay on literary criticism “Wen Fu” < p&. Lu’s concept
has been hailed as the antithesis of ‘poetry expressing purpose’ (;¥% &), as if zhi
and ging are regarded as diametrically opposed and mutually exclusive qualities. But

as Chen Shih-hsiang has pointed out, in ancient times when old ideas were rejected

BYin 4 subsumes music, lyrics, poetry and tunes and within the context of the Maoshi, it stands for
the Odes.

19 Wang Yi, in his annotation of “Jiuzhang” of the Chuci ¥ « 4 & - '}ﬁ—éﬁ D BEFLR A,
said “fi-, &+ ° ”—emotion is purpose. See Chuci zhangju # g% % ¢ 1-4: 70.
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the introduction of new ideas would not be too drastic; it was a matter of assimilation
and accommodation. Thus the birth of a new binome by combining # and % into
‘emotive purposiveness’ (&) found its way to the distinguished critical works
such as the Wenxin diaolong < « 3g3s by Liu Xie %3¢ (circa 465-?) and the Shi
pin ¥ & by Zhong Rong 4£ % (468-518) (Chen 1951, 57).
The aporia of two diametrically opposed interpretive approaches to the

Odes — the practical and moralistic on the one hand, the emotive and aesthetic on the
other — has been perpetuated by Confucius’ comments:

FEF 0 - MEL B LR T

The Odes are three hundred in number. They can be summed up in one

phrase, “Swerving not from the right path.” (Analects 2.2; Lau 1992b,
10-1),

and in 15.11: Zheng sheng yin 3t %% (the tunes of Zheng are wanton) (Lau 1992b,
152-30).  Both discourses can be rendered in vastly different translations,
particularly the meanings of xie % and yin %, which have been taken to indicate
Confucius’ moral judgement on the Odes. These notions will be examined more
closely in Chapter 5.

Another key hermeneutic concept regarding the Odes is xing £ apart from

what Confucius has mentioned above as one of the functions of poetry. It is said in

“Chunguan zongbo” of the Zhou Li % 4 « % 7 7 io:

SfF: HAFE 9 R o v R Bt w B v, v Ao (Lau
1993, 42)

The Director of Music: teaches the six genres of poetry, they are: feng,
fu, bi, xing, ya and Song. (My translation)

Likewise in the “Great preface” xing is one of the six ‘classes’ of poetry:

g;i’ﬁ—%;f% vy — v h s Z 9B Zw bt s pow &, T oo, 2
2] /AE o

Thus it is that in the [Book of] Poems there are six classes: — first, the
Fung [Feng]; second, descriptive pieces; third, metaphorical pieces;
fourth, allusive pieces; fifth, the Ya; and the sixth, the Sung [Song].
(Legge 1994, 4:34])

The quotations from Zhou Li and the “Great preface” are bemusing. The
“Feng”, “Ya” and “Song” are today recognized as the literary genres of the Odes as

they appear in the received text whilst fu i, bi +* and xing £ generally refer to the

20 Whether Confucius refers to the music or the lyrics is a matter to be discussed later.
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methodology of poetry writing. These two passages have led scholars to believe that
originally the Shi had six divisions but the fu, bi and xing poems had probably been
merged during transmission or redaction with those of feng, ya and Song. Jia Jinhua

i # traces the etymological origin of xing to be state funeral rites during which

eulogistic dirges were intoned during the kings’ funerals, thus those dirges could
appropriately be called xing poems. Jia asserts that from funerals in which emotions
were evoked, xing has assumed the extended meaning of emotional motivation (2006,
192-6). As methods of poetry writing xing is an allusive piece, fu is a narrative piece
whilst bi refers to metaphors (Legge 1994, 4:34]). Legge finds the distinction
between bi and xing a little uneasy; likewise for Fang Yurun who has even ridiculed
their differentiation as hair-splitting because their employment in poetic creation is
often intertwined (1986, 2). Whilst these comments are most relevant, it is

contemporary poet and critic Florence Chia-ying Yeh # & % who spells out the

difference: bi and xing represent two different relationships between imagery and
emotion; bi is to mobilize the emotion formed in the heart/mind to engage imagery

for representing that emotion (2. % 4 ), whereas xing is to engage imagery to
stimulate emotional responses in the heart/mind (1 3= 2 =) (1997, 255). Hence the

collocation of fu, bi and xing with the “Fang”, “Ya” and “Song” implies that the
compositional methods are also the criteria of the classification of the Odes. Yu Xing
has traced the history of the exegetic typology of the Odes (2008, 7-17) and there
seems to be no consensus among scholars on whether they should be read as purely
literary taxonomy or methods of poetic composition. In tracing the notion of xing Ye
Shuxian observes that it was originally meant to be narrations from which songs and
dances were motivated, but the passions of such ritual practices had later been
rationalized and developed into poetic allusions and then modes of cognitive
reasoning (1996, 428).

Whilst Mencius preaches his hermeneutic principles for interpreting texts in
general, for him the rules are “more honor’d in the breach than the observance”.*
When Mencius quotes a text to illustrate a point he often takes its meaning out of
context, rather than adhering to the meaning as intended by the author. He justifies

his interpretive liberalism by saying that not everything said in a text is credible.?

2! Coining Shakespeare, see Hamlet Act 1, scene 4, 7—16.
2GeeFF cE T “2% > P2 40& 2 - ” Mencius 7.B.3 (Lau 2003, 310-1)
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De-contextualization, as Huang Junjie concludes, is a typical interpretive practice
during the pre-Qin era (2008, 179-80). Huang further observes that this is more a
situation of ‘using’ text than ‘mentioning’ text. The former recites text to support an
argument; the latter treats the text as the subject of study (2008, 166). Van Zoeren
has identified a number of hermeneutical twists in the Analects whereby the odes had
been taken out of contexts for underpinning Confucian normative values (Van
Zoeren 1991, 32-5). For instance, in the Analects 3.8 Zixia + & (circa 507-? BCE)

asks Confucius what is meant by the verses of the ode entitled “Shuoren” #g * (Ode

57) from the “Weifeng” f# . , which reads:

X F A Her entrancing smile dimpling,
i A Her beautiful eyes glancing,
%11 %594  Patterns of colour upon plain silk...%

The Master replied, “The plain silk comes first. The colour comes

afterwards” (% ¥ & %), from which Zixia intuited the illation that the practice of
rites likewise comes afterwards (42 {5 ). Such an inference is taken entirely out of

the context of the poem. Van Zoeren postulates that Zixia’s response, so obviously
incoherent with the original question, could have been appended to the main
discourse by later Confucian scribes. By complicating the original dialogue, value
was added to Confucian teaching thus enhancing its competitiveness against other

schools (Van Zoeren 1991, 32-3). Be that as it may, this illustrates that “12 g i £~

is ambiguous: the phrase, if translated without grammatical inflections, could read
‘use meaning/sense encounter intent’. The immediate question is: whose intent? Zhi
could mean the intent arising out of the interpreter’s subjectivity, as is Zixia’s
response here, or that of the poet’s, which has nothing to do with rites.

The quest for authorial intent presupposes that text is inextricably intertwined
with the author and that meaning is what the author puts into the text, a position
which has a parallel in the West known as expressive realism. Though popular
during the nineteenth century, expressive realism has been challenged by subsequent
literary movements such as New Criticism, Structuralism and Post-structuralism.
Among other things, exponents of New Critics contend that “the intentions of the

author were not to be found outside the text in biographies or in history” (Belsey

2 Van Zoeren quotes Waley’s translation in his book but I have chosen D. C. Lau’s rendition (2000,
21). Note that the original poem does not have the third line as it appears in the Analects.
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1980, 15, 17). Structuralist (or more often referred to as Post-structuralist) Roland
Barthes “has specifically proclaimed the death of the author” (Belsey 1980, 3).
Barthes maintains that once a text enters the public domain, the author has no control
over its meaning as it would be left to the interpretation of the reader (1988, 148).
The reality is that not all writers will wear their hearts upon their sleeves, let alone
their writings. Confucius has dissociated an author’s persona or character from his
words.?* In a similar vein but antedating Barthes’ theory by three centuries, Wang
Fuzhi 2 % 2. (1619-1692) asserts that although an author’s thought may tend
towards a particular idea, readers may derive meaning according to what they feel
(T * - 5k2 % > &A@ p (F) (1866, 1-2). If the author’s thought can
be described as zhi %, then the readers’ yi % — the Mencian ‘tool’ for gaining
understanding (12 £ i# &) — is, according to Wang, the readers’ feeling or emotion.
The Qing poet Tan Xian ?‘;E.L;Je (1832-1901) echoes Wang Fuzhi by stating that
although an author’s intent may not mean it, that does not preclude readers from
thinking that it is what the author meant (f’fiﬁ EE N RN | ﬁ ESEN SRV
#X) (1998, 19). Amidst the antithesis of interpretation theories, Russian philosopher
and linguist Mikhail Bakhtin takes the middle ground. He asserts that meaning is to
be found in the dialogic exchanges of language between the speaker and listener (or
author and reader), thus resurrecting the author from Barthesian death but at the same
time engaging the reader in the interpretation process (Honeycutt 1944, Chapter 3.3).
Here Li Qingliang’s hermenecutical model of linguistic congruence between the

interpreter and the interpreted is found resonating with Bakhtin.

5.2. Translation

Inter-linguistic translation found its place in Chinese history as far back as the

Zhou times. Reported in the “Wang zhi” chapter of the Liji 4 3z - 2 41 are the titles

of the translation officers in the north, south, east and west of the realm 25 and from

Mopx RS G0 1923 AT EA A A T o7 Analects 15.23: The Master said,
“The gentleman does not recommend a man on account of what he says, neither does he dismiss what
is said on account of the speaker.” (Lau 1992b, 154-5)

® “Huangji” of the Liji #ze + 2 4]: “+ T 323 > 3328 » ¥ d o 8 A > @ Hyp e
L*v & >a3v g8 3w kg, &> v %o In those five regions, the languages of the
people were not mutually intelligible, and their likings and desires were different. To make what was
in their minds apprehended, and to communicate their likings and desires, (there were officers) - in the
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whose titulature the functions of translation can be surmised (Cheung 2009, 28).
However, the Chinese political and scholarly traditions have never been too serious
about inter-linguistic translations, as it is implied in the “Shenshi” chapter of the

Lishi chungiu & = % # - £ %*.%® From the second century onwards some

translators of Buddhist literature attempted to theorize translation, but before that
classical Chinese scholarship has nothing much to offer in the form of theories
dealing with inter-lingual translations (Cheung 2006, 31). However, by way of
commentaries the sutra translators have introduced aesthetic concepts of translation

such as bian ## (eloquence), hua % (floweriness), zhi & (unhewn-ness), ye 2%
(coarseness), xin i (trustworthiness), ya %z (elegance) and da i# (faithfulness)

(Cheung 2006, 54, 57-63). These concepts have since then been revered by Chinese
scholars undertaking inter-linguistic translations.

On the other hand, Western theorists have been more methodical than merely
theorizing aesthetic concepts of translation. They consider translations, be it inter-
lingual or intra-lingual, to be the core of the hermeneutic process. According to
Schleiermacher, inter-lingual translation is practised by either bringing the reader to
the author or bringing the author to the reader (1813, 229). Walter Benjamin (1892-
1940) argues that translation is possible depending on the translatability of the
original: if the original is intended to be understood by the original readers, so too
will the translation be in a foreign language (Jacobs 1999, 76). On the contrary
French philosopher Paul Ricoeur (1913-2005) contends that because of the diversity
of languages a foreign language is paradoxically untranslatable though it has always
been practically translated. Ricoeur adds that translators are torn between faithfulness
(to one language) and betrayal (of another language), but they will find solace in
“linguistic hospitability” as a result of agonistic negotiations between two languages,
resulting in some kind of predicament of ‘“correspondence without adequate
adhesion” (2006, 10, 14). Linguistic hospitality calls for the renunciation of
translating an original text into a perfect replica, as no two languages are “exactly
reducible the one to the other” (Kearney 2006, xvii). This is particularly true in the

case of translating poetry. “Hence the vanity of translation,” so Shelley points out, “it

east, called transmitters; in the south, representationists; in the west, Di-dis; and in the north,
interpreters. (Legge 1967, 1:229-30)

% «“Shenshi” of the Lishi chunqiu & = % # « jf4v: “~mF 2 @ > 4 3 2 0 > 2 % § B ¥%
=+ = -+ 27 meaning a civilized nation like the Middle Kingdom (China) does not need translations or
translators.
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were as wise to cast a violet into a crucible that you might discover the formal
principles of its colour and odour” (1923, 29). If Shelley’s violet alludes to the
original poetic language to be translated, then the bottom line for its decoction, as far
as Browning is prepared to defend literal fidelity in translation, is to go for it “at
every cost save that of absolute violence to our [target] language” (1973, 293).

In his monograph After Babel George Steiner sums up the ‘theories’ of inter-
lingual translation since the seventeenth century to be broadly falling within three
modes. Firstly there is strict literalism favouring word-by-word matching of the
source and target languages. The second involves faithful but autonomous
restatement of the original that is rendered naturally in a foreign language. The third
extends from transpositions of the original into a more accessible idiom to the freest
allusive or parodistic echoes. The inescapable question is, however, to what degree
should literal fidelity be attained? (1975, 253, 261) Benjamin considers it crucial for
a translation to be as accurate as possible in form and meaning to the original,
although it needs not be a perfect copy of it. This goal is achievable because
languages are a priori; they are no stranger to one another (Rendall 1997, 155).
Whilst Benjamin’s theorization of linguistic ‘kinship’ and ‘pure language’ is more
philosophical than practical, his description of the translator’s task is inspiring: a
translator should “find the intention toward the language into which the work is to be
translated, on the basis of which an echo of the original can be awakened in it”
(Rendall 1997, 159). Incidentally this serves as a reminder of Mencius’ hermeneutic
principle of seeking authorial intent. Whatever translation method it is, the crux of
the matter is a dichotomy between ‘letter’ and ‘spirit’, or ‘word” and ‘sense’. In fact
translation is always in pursuit of a theory, as Ricoeur observes, and after traversing
the cultural and linguistic differences through texts and words, the translated text
expresses itself in the construction of a glossary (2006, 35-7). After all, a ‘theory’ of
translation must necessarily be a part of, or be linked to, theories of language. But
after surveying the biological, neurochemical and historical aetiology of human
speech, Steiner concedes that as next to nothing is known of the organization and
storage of different languages when they co-exist in the same mind, there cannot be
any ‘theory’ of translation in any rigorous sense of the term; there can only be

‘solutions’, for translation is not a science, but an exact art (1975, 293-5).
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6. Methodology

As discussed previously, hermeneutics appears to be the most opportune of
theoretical frameworks within which ancient texts can be interpreted and translated.
This section will focus on formulating a hermeneutical methodology by which the
distant and obscure texts of “Kongzi shilun” and The Book of Odes can be made
intelligible. By intelligibility it is intended to be the meaning which is beyond the
explicit or literal; but the ‘innermost dynamic’ that sheds light on what the author did
not or could not say but is textually evident, as Heidegger has advocated. Such an
approach would attempt to uncover the meaning ‘behind’ the text, but not ‘away
from the text’ as ill-founded concoctions or conjectures. As a first step the
palacography of “Kongzi shilun” will have to be deciphered by considering various
philological opinions which have been widely published. In determining the various
possible meanings of a particular graph, preference will be given, where possible, to
the then prevailing meaning during the Warring States period, as evidenced by their
appearances in other pre-Qin, or the latest Han literature. This entails synchronic
referencing with other known bamboo or silk texts and various ancient texts.
Etymological dictionaries specializing in Warring States scripts and the Shuowen
jiezi, one of the earliest Chinese etymological dictionaries, will also be consulted.

As for the interpretive process, Mencius’ hermeneutic principles of seeking
authorial intent and knowing the authors and their times are problematic for the
“Kongzi shilun” and the Shijing. Even if meaning resided in biographies and
historical accounts, the authorship of both the manuscript and the Odes cannot be
determined with any exactitude. As Fang Yurun has pointed out, it is impossible to
know the authorial intent of the odes; only connections can be made thereto through
textual analysis (1986, 3). This is not to say that circumstantial and historical
evidence concerning “Kongzi shilun” is to be ignored; on the contrary the
codicological issues of the manuscript will be the subject of inquiry because they
form part of the Hiedeggerian ‘ideational preconceptions’ that one brings to
understanding the text. As Boltz points out, before gaining an understanding of any
early Chinese text, one should take into consideration the text’s physical and

structural form, its relation to other early texts and its literate environment in which it
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was produced (2007a, 50).%” Despite this, there is a need for an alternative approach
in order that interpretations of the primary texts could be freed from being cocooned
by ideological clichés. “Kongzi shilun”, being a commentary on the Odes, warrants
an interpretive strategy of reading the two texts synoptically, as the linguistic context
of one would inform the other in such a way that meaning would emerge from their
congruity. Rather than letting Confucian orthodoxy pre-empt textual meaning, it
would be appropriate to let the texts ‘speak’ for themselves as if they were animate
entities in order that the intellectuality of pre-Qin thinking could have the chance to
reveal its true mien and lineament. However, this is not to discard the tradition of
Confucianism out of hand. It will be treated as the subject matter of interrogation or
doctrines to be validated by the primary texts and not preconceptions through which
the primary texts are interpreted.

As previously noted in the Textual Variance section, Martin Kern claims that
there are widespread textual variances after comparing, word for word, the odes cited

in the Guodian, Mawangdui 5 2 3#, Shuanggudui g+ 3 manuscripts and “Kongzi

shilun” against the Maoshi (2005, 156). He has raised the question of relying on the
Maoshi text, its glosses and commentaries for interpreting “Kongzi shilun”, as he

writes:

[A]s has now become clear from the textual variants and radically
different readings in the manuscripts, the circular process of the Mao
exegesis ruled deeply into the text itself. In addition to the “minor
prefaces” that provided an overall meaning for each song, the Mao
orthographic choices and its individual word glosses oftentimes
provided the basis for this meaning, creating the impression of an
original text from which the “minor prefaces’ then seemed to merely
extract the “original meaning.” (2007a, 791)

By way of evidence, Kern points out that in “Guanju” (Ode 1), the Mao-
Zheng tradition glosses the binome % 3 as youxian 4« [ (demure) % whereas in
“Yuechu” * 11 (Odeld3) yaojiao % %, which is said to be the same as % 3¢, is
glossed as ‘restive posture’ (4+2_ % » ). When the same verse of “Guanju” is quoted

in the “Wuxing”, % 3 is written as jiaoshao % %, which, Kern adds, means ‘sensual

2T subscribe to the principle of Boltz’s methodology but not the technicality of his deduction as

detailed in his essay; the rationale of my disagreement is outside the scope this thesis.

¥ Kern interprets 44 as “pure and secluded” (2007a, 784) and Legge “modest, retiring, virtuous”
(1994, 1); neither is considered a satisfactory rendition of the term. “Demure” here is used without the
negative connotation of pretentiousness that it sometimes carries.
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pleasure’ as it is understood in “Shangui” ' % (Mountain God) of the Chu ci ¥ j*%.

The Mao-Zheng tradition interprets “Guanju” as a song about the virtue of the queen,
but “Yuechu”, fondness of sex. In other words, the Mao commentary treats the same
term in one poem as a description of female morality and another, female allure
(20073, 781-2). Kern Further suggests:
We cannot reject the Mao “minor prefaces” while at the same time
accepting the words of the Mao text ... a text constructed through a
particular interpretation. This problem, as it happens, has already
plagued the Song critics of the Mao tradition, who, lacking any

alternative, had to use the Mao text to argue against the Mao
interpretation. (20073, 792)

Kern’s arguments are at worst unsound and at best an overstatement, to say
the least of being self-contradictory, as can be seen in the ensuing discussions. The
‘problem’ that Kern has raised involves three aspects: (1) textual variances and the
orthography of the Maoshi text, (2) word glosses and (3) interpretation of the poems
of the Mao-Zheng recension. According to Kern, “Kongzi shilun” has quoted 64
characters from the Mao Odes with 26 variants (40.6%), not counting four omissions
of the particles from the verses (2005, 156). However, the statistics have to be
interpreted in light of the details and then the overall situation. Firstly, the variants

include homophonophoric (xiesheng ## #-) characters which are unlikely to change

the intended meaning of the characters substituted. As Kern has pointed out from the
outset, his study does not concern interpretive issues and no lexical or graphical
distinctions of these variants are made. If xiesheng variants are excluded, textual
variations are relatively few (2005, 159; 167). On closer examination of these non-
xiesheng variants (affecting six verses), only two are found to have different
meanings whilst the rest are considered insignificant (2005, 167-9).%° Kern also came
to the conclusion that the variants among the ancient manuscripts do not represent
lexical variations, otherwise “we would expect to see a number of them being
phonetically distinct” (2003, 45). As far as variations among the four lineages of Shi
are concerned, Kern observes that “the Odes circulated in highly stable wording (i.e.
orally stable — my emphasis) already in the late 4™ century BCE” (2003, 46). Thus
the overall problem is more or less confined to orthography. But Ma Ruichen did not

“w

%0 Of significance are the bamboo texts “F # 1 " (slip 7) and “» % & (slip 22) which will be
dealt with in the later chapters. The other variants can either be attributed to copying errors or the
omission/use of different final particles.
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regard this as problematic, as he rightly asserts that the Maoshi, being written in

guwen + < (old text), tended to use jiajiezi i F (loan characters) whilst the Qi,
Lu and Han schools, being written in jinwen 4 < (modern text), tended to use
zhengzi i+ F (orthodox characters). Thus “by first clarifying what the loan characters
are then the meaning of the poems will be clear” (;fu;i*—*ﬁ il HOEE a5 &
) (1989, 23).

Another of Kern’s concern is that the Maoshi text was constructed through a

particular interpretation but this is exactly what his examples of “Guanju” and

“Yuechu” cannot prove. If the Mao-Zheng commentary glosses % 3% as ‘demure’

and % 1 as ‘restive posture’,®’ then they can be considered as describing different

shades of a similar kind of female temperament. Interpreting % 35, % % and & % as

suggestive of voluptuousness is simply subjective interpretation or contextualization;
this meaning is not explicitly evident from the poetic texts. That “Guanju” is a
panegyric on female virtue and “Yuechu” a quip about female allure testifies the fact
that the Maoshi texts were not tendentiously constructed. If it were, how can the
same term, similarly glossed in either context, yields interpretations of diametrically
opposite effects? Furthermore, Kern has produced no evidence that any words, verses
or stanzas of the feng odes vouch for the reading of the kings” and consorts’ virtues
and depravity; in fact there is none. Mingdong Gu’s survey reveals that throughout
Chinese literary history, at least eight major interpretations of “Guanju” can be
identified, with numerous twists to the main views, which are not always compatible
with one another. Gu recognizes this phenomenon as the “hermeneutic openness” of
the Odes, particularly the feng odes (2005, 156-8), so does Kern (2003, 60; 2010, 40-
1). But hermeneutic openness and textual tendentiousness are contradiction in terms
and this is where Kern’s views are self-contradictory. There is no evidence that the
Mao orthographic choices are the results of its exegetical bias. In fact the glossary of
a word or a term does not necessarily inform the interpretation of a poem in the Mao-
Zheng commentaries, most of which are far-fetched conjectures of historical reading
instead of textually based interpretations. Thus the Maoshi text can be read
independently of the Mao-Zheng commentaries.

Kern is also sceptical about the Song scholars who, having no alternative text,

had to use the Mao text to argue against the Mao interpretation. Using a different text

31 Ma Ruichen simply glosses % 3 and % ' as ‘good’ or ‘beautiful’ (1989, 31, 417)
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to argue about interpretive issues is unsound methodology, as the target of criticism
is not the same. Zhu Xi’s exegesis of the Shijing has not broken through the “square”
of moralistic reading not because of textual integrity of the Maoshi but because he
intends to reconcile the depraved poems with the teachings of the sages. One might
quibble with Wen Yiduo’s sensual reading of the Odes, but the fact is that he was
able to argue against the Mao-Zheng commentaries by reading the same Mao text, so
are many other commentators. In Stephen Owen’s words: “Poetry lives not only by
gloss and orthodox explanation, it lives also by tacit presumption, by implicit ways
of knowing, by unstated anxieties.” (1985, 4) After all, Kern admits that “after the
third century, no reader could avoid the Mao Odes — including the tendentious
glosses — as the base text of the ancient Odes.” (2007b, 142) After all, there is no
alternative but to adopt the Maoshi as the primary text for the study of “Kongzi
shilun”. But To err on the side of caution, the interpretation of Maoshi and the
inquiry into “Kongzi shilun” will have to take into consideration possible pitfalls of
the extant texts, and judiciously disregard the Mao glosses and commentaries, as will
be demonstrated in this thesis. In the face of possible textual variances it is also
instructive to recall Mencius’ hermeneutic principle: “one should not allow the words
to get in the way of the sentence.” 32

As far as the translation of “Kongzi shilun” into English is concerned, no
single methodology can seriously lay claim to any theories, for as Steiner has
explained, translation defies theorization. However the ‘solution’ for translating the
archaic manuscript into English will be one which will attempt to negotiate
adherence to the source language and correspondence to the target language, striving
to maintain a balance between the preservation of literary fidelity to the Chinese and
the avoidance of linguistic violence to the English. Following Ricoeur’s suggestion, |
will supplement the translation with annotations which will discuss the different
interpretive options. In all circumstances, | will strive to maintain the time-honoured

aesthetic principles of translation of xin i3, ya #& and da :£.

In 2001 the Shanghai Museum and Shanghai guji chubanshe F /% & 4 41 4%
A+ published the manuscripts of the bamboo corpus in a series of monographs
entitled The Shanghai Bowuguan cang Zhanguo Chu zhushu t /& % 3~ 45 8 ] £
7 % (the Chu bamboo slips of the Warring States period collected by the Shanghai

%2 See footnoot 15.
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Museum). The manuscript, now designated 3t = ¥ “Kongzi shilun”, has been

published in Volume 1 which contains exquisite photographic images of the bamboo
slips in enlarged formats, which are accompanied by annotations and transcriptions
of the archaic text. This publication will be the first primary text for this research.
The study of “Kongzi shilun” cannot be undertaken in isolation from the
Shijing. As argued earlier, the Shi corpora existent at the time of the composition of
“Kongzi shilun” and the received Maoshi would not be as different as a hawk from a
handsaw. To this end volume 4 of James Legge’s series — The Chinese Classics —
will be used. A caveat is considered to be in order here: the underlying assumption
for this research is that the recension of the Odes as transmitted has been reasonably

stable since the time of the manuscript.

7. Overview

This thesis, comprising six chapters presented in four parts, aims at staging a
comprehensive textual study, translation and critical review of “Kongzi shilun”.
Chapter 1 of Part A traces the discovery and authentication of the bamboo corpus of
which “Kongzi shilun” forms part. It also introduces the Shijing and its commentarial
tradition, followed by a literature review of related researches. The knowledge gap
that this study endeavours to bridge is identified before discussing the research
theoretical framework and methodology. Chapter 2 addresses the patent features and
the codicological issues of authorship, date, denomination, theme and textual
reconstruction of the unstable primary text. A transcription of the ancient graphs into
contemporary Chinese and a translation of the same into English will be presented
before this chapter closes. Part B contains one chapter, Chapter 3, which is dedicated
to the textual study of the manuscript by ‘flashing back’ to the review of the
literature in detail that has produced the transcription and translation in the first place.
The translation will be supplemented by annotations explaining the rationale of
interpretation and translation. Part C presents a critical study of “Kongzi shilun” in
two chapters. Grounding on Confucius’ interpretation of the poems as elucidated in
Part B, Chapter 4 attempts to reveal the implicit meanings of five poems, chosen as
examples to illustrate how “Kongzi shilun” can enhance current understanding of the
odes. Drawing on the manuscript’s interpretations of the poems discussed in the

previous two chapters, Chapter 5 will delineate the notion of ging as the dominant
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critical perspective of the manuscript and will review its didactic import in light of
the pre-Qin and Han commentarial tradition. Part D, being the conclusion, will
summarize in Chapter 6 the findings, arguments and deductions of this research as

well as reflecting on its limitation and possible future research tasks.






Chapter 2 “Kongzi shilun” 3t 3 #3#%

It is one of those cases in which if you are not
confused you do not understand the problem.

— Richard Hallock
Persepolis Fortification Tablets

As discussed in the previous chapter, the discovery of “Kongzi shilun”, which,
until now, has no parallel received text, has provided new source material for the
study of The Book of Odes. However, the study of the manuscript is fraught with
challenges as its origin, authorship, date of composition and other contextual details
cannot be precisely determined. It does not even have a stable text as the bamboo
slips were a dishevelled heap, caused by the binding strings not being able to survive
the passage of time. They are akin to the loose leaves of a book without page
numbers whose order, and thus contents, have to be reconstructed. The situation is
exacerbated by the fact that only one of the twenty-nine bamboo slips is intact whilst
the rest have suffered varying degrees of damage. Worst still is the fact that some
slips are missing. The lacunae, which have yet to be resolved and which could
frustrate efforts to restore the original text, are all the more reason for earnest
research work. However, in these circumstances one ought to be cautious when
drawing any unequivocal conclusions about the manuscript or making sweeping
statements on its textual meaning. It is with this overriding consideration that the
interpretation and translation of the manuscript are undertaken in this study. As noted
in the previous chapter, Boltz’s methodology of investigating into the physical and
structural forms of ancient texts is a convenient starting point for gaining an
understanding of the manuscript. This chapter will be devoted to addressing the
codicological issues such as authorship, date of compilation, scholastic heritage,
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denomination, theme and textual reconstruction pertaining to “Kongzi shilun”. The
original text will be reproduced first according to the order of the bamboo slips as
arranged by Ma Chengyuan the pioneer exegete. Different scholarly opinions on
other possible arrangements will be considered before adopting one version as the

basis of translation.

1. The Bamboo Slips

The twenty-nine bamboo slips * of “Kongzi shilun” come in different lengths,
the longest of which measures 55.5 cm, the shortest (broken) 9.3 cm, with various
lengths in between. The average width of the slips is about 0.6 cm and thicknesses
vary from 0.1 to 0.13 cm (Cao Jianguo 2010, 79-82). According to Chen Xiejun F# &
%, on the right hand side of each slip are three notches each serrated at some
distance from the tip, at the middle and near the end, all for the purpose of
accommodating the small knots of the strings that were supposed to bind the slips
together (2001, 3).%* For ease of identification the slips are numbered from 1 to 29 by
the Shanghai Museum. All past studies of the manuscript have followed this
numbering system, and this thesis is no exception.

Of the entire cache, slip 2 appears to be the only slip intact and its full length

of 55.5 cm would indicate the original length of the other slips. Wang Guowei’s 1
& 52(1877-1927) pioneering research in the last century reveals that ancient bamboo

or wood manuscripts conform to a certain length convention (2004, 14). As more
bamboo slips have been discovered since Wang’s time, Hu Pingsheng # & # is able
to assert that generally, the length of bamboo slips is relative to the importance of the
manuscript and broadly there are five sizes for the different genre of tomes. The slip
length of “Kongzi shilun”, namely 55.5 cm, is equivalent to the Warring States

measurement of two chi = (feet) and four cun =+ (inches) and is among the longest

of Chu bamboo tomes discovered so far.>® The next size is about two chi, or 45 cm,

% According to Liao Mingchun two slips, no. 30 and 31 have been excluded from “Kongzi shilun” by
reason of their different styles of calligraphy (2003, 2).

3 Unfortunately these features are not clearly shown in the photographs of the bamboo slips. Only by
close examination of the actual slips can some of them be seen. However, as they are kept in the
acrylic boxes their dimensions cannot be verified.

% Other genres of Chu bamboo texts, such as judicial records measure from 55 to 67 cm; divinations
and burial gift lists extend to 75 cm. Slip lengths, in the latter case, have more to do with the social
status of the buried (Hu 2004, 14-5).
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followed by lengths of one chi four cun, or 32 cm (which is the length of the
“Wuxing” slips of the Guodian corpus) and so on (2004, 27-9). Thus it can be safely
assumed that “Kongzi shilun” was highly treasured at least by its late owner, if not
generally regarded as an important text during its time and in the geographical area
in which it had been circulating.

As far as the bamboo text is concerned, in neatly executed calligraphy
characters spaced at about 1 cm have been fully inscribed on the slips except slips 2
to 7, which only contain texts between the top and bottom notches, as if the text is
‘indented’ (vertically) from the body of the main text. Collectively these are dubbed
liubaijian ¥ & f or ‘partially inscribed slips’ by researchers, as opposed to those
manxiejian ;% & # or ‘fully inscribed slips’ making up the rest of the manuscript. If
the slips are likened to the pages of a book, then their physical features, particularly
the group of liubaijian might provide important clues to their original sequence and
in turn, the coherence of the text. This question will be looked at more closely later.

For ease of reference the physical features of the bamboo slips are
summarized in the following table (Cao 2010, 79-82):%

% Adopted with modifications and reference to descriptions published by the Shanghai Museum (Ma
2001, 123-59). The image of the bamboo slip has been configured for illustration purposes only
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Table 1 — Physical Features of the Bamboo Slips
C *= number of characters written on a slip
Slip | LXW | N; N, Ns N4 Legend
No. cm cm cm cm | cm | C* Remarks (Not to scale)
22.1x Tip and end
1 06 - 17.1 5.0 - 23 broken
55.5 x Intact, N; and
2 06 8.7 19.2 195 8.1 38 N, blank
3 | 51x06| 49 | 191 | 192 | 78 | 4o | JPandend
broken, N,
46.1 x Tip and end
4 06 7.3 19.2 195 0.1 43 broken , N, N
475 x Tip intact, =
5 06 8.5 19.3 19.6 0.1 38 end broken, <
49.5 X Tip broken, e
6 06 0.7 19.7 204 8.7 43 end intact, N, 15
i =
7 | 42x06| - | 169 | 196 | 55 | 40 | [Pandend 5
broken, N, S
52.4 x Tip intact, -
8 06 8.8 19.2 194 5 53 end broken
53.8 x Tip intact,
9 06 8.7 19.2 194 6.5 57 end broken
10 | 46x06 | 84 | 191 | 185 | - | 46 | lPintact
end broken
38.1x Tip broken,
11 06 - 10.3 19.2 8.6 38 end intact
18.5x Tip and end N
12 0.6 i 18.5 i ) 18 | proken <
23.7 x Tip and end S
13 06 7.3 16.4 - - 24 broken -~ §
24.5 x Tip and end = o
14 o6 | 87| 188 | - - | 28 | proken £ 2
18.3 x ) ) Tip and end S 2
15 06 0.1 18.3 18 broken 9 <
47.8 X Tip broken,
16 06 0.7 19.2 194 8.5 50 end intact
24.1x Tip and end
17 06 - 8.5 15.6 - 28 broken
18.6 x Tip and end
18 06 - - 18 0.6 19 broken ;\’
21.3x Tip and end ~
19 06 1.3 19.3 1 - 21 broken §
44.3 x Tip and end e
20 06 6.4 19.2 18.7 - 44 broken e
47.6 X . Tip intact, S
21 06 8.7 19.3 195 0.1 49 end broken g
22 38.4 x 0.7 19.3 184 42 | Upper half -
0.69.3 - - 0.7 8.6 10 | broken
27.7 X Tip broken,
23 06 - 0.1 19.2 8.4 26 end intact ~
53.8 x Tip intact, Z
24 06 8.6 19.2 194 6.6 54 end broken =
25 | 20x06| - | 01 | 195 | 01 | 22 | JPandend 2
broken p
23.4 % Tip and end P
26 06 4 19.3 0.1 - 22 broken §)
27 | 43x06 | 54 | 192 | 184 | - | 42 | Tipandend 5
broken
20.3 x Tip and end =
28 06 07 | 192 - - 16 | Lroken S
18.7 x Tip and end =
29 | o el = | 18 | broken =
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2. Authorship and Date

When “Kongzi shilun” was first published in 2001 the anonymity of its
authorship generated much interest and speculation. Appearing six times within the
text is the introductory expression &>, meaning “# says”. Obviously the
identification of 7= would go a long way to resolving the mystery of authorship and
would shed light on the content of the manuscript. Philologists have agreed that the
graph is a form of hewen & < (word combination) akin to portmantologism in
English (for instance ‘brunch’ is ‘breakfast’ and ‘lunch’ combined). The ‘=’ mark
that appears on the lower right hand side of the graph is commonly found in Chu
texts denoting word combination. It would appear that # is made up of the modern
Chinese characters of & on the leftand “ or *+ on the right. Thus the initial reading
of 7 by scholars such as Qiu Xigui and Jiang Linchang was Bu Zi * & (Master Bu
Shang * 7, alias Zixia), who was a disciple of Confucius known for his outstanding
scholarship in poetry. Huang Xiquan & 4% 2, on the other hand, traced it to ‘Zishang
+ 1+ who was Confucius’ great grandson (quoted in Chi 2004, 6); thence the
postulation that the author of the manuscript could be Zixia or Zishang. However, Xu
Zhengying contends that according to the convention of word combination of Chu
scripts, the graphs to be combined must share a common radical (for instance the
radical &), in which case neither Zishang nor Bu Zi as word combination satisfies
the rule. Thus # should not be read as Zishang or Bu Zi (2004, 77).

According to Liao Mingchun, another possible author of the manuscript is
Zigao + % (Gao Chai 3 ¥, 521-? BCE, one of Confucius’ disciples), claiming that
the manuscript could be part of a larger manuscript known as “Zigao” of the
Shangbo corpus (2004a, 24). Li Ling also holds the same view having regard to their
uniform calligraphic style and the physical features of the bamboo slips, but he has
not speculated on the question of authorship (2002, 13).

Cao Jianguo argues that the manuscript bears the hallmark of the thoughts of
Ziyou + 7?5 (Yan Yan 3 % 506-? BCE, one of Confucius’ inner circle of followers);
at least part of it could have been written by him (2010, 168).

It was Ma Chengyuan who points out that # is portmantologism for

‘Confucius’ #* =, citing evidence from other bamboo texts within the same corpus

(2001, 124). He Linyi further asserts that the ancient graph of 3* was written as 3
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according to the phonetic dictionary of ancient texts, the Guwen sishengyun + = =
#38 (2002, 244). Thus the reading of “7” as 3 & meets the convention of having
the separate graphs sharing a common radical (i.e. +). The assertion of Ma and He

has since then been widely accepted in academia. It is also significant for an obvious
reason: the manuscript is found to have recorded Confucius’ direct quotes
commenting on the Shi. This means that the manuscript can be safely classified as
Confucian text in view of the fact that during pre-imperial times Shi pedagogic was

not a monopoly of the Ru # #_ (Huang Rener 2004, 84).%” Ma claims that Confucius
was the author of the manuscript thence his decision to name it “Kongzi shilun” 3t +
¥ % . Despite disagreement in some academic quarters the title has nonetheless
gained currency. However Ma’s proposition of Confucius’ authorship remains
questionable.

With all the trappings of scholastic celebrity Confucius, or any of his eminent
followers, are prime candidates to whom attribution of the manuscript is a tempting
enterprise. If Zixia were its author then the manuscript could be conveniently
inducted into the Maoshi tradition, as it is the popular belief propounded by Lu Ji t£
7% (of the Wu X during the Three Kingdom period, circa third century) that the
“Mao preface” was the work of Mao Heng * % and Mao Chang * £ (both of the
Former Han in the late third to early second centuries BCE), whose erudition can be
retraced to Xunzi, Zixia and ultimately Confucius. Jiang Linchang even suggests that
the manuscript could well be the legendary “Xia Preface” % % to the Shijing,
mentioned by the Tang scholar Lu Deming r£4g P (550?-630) and the Song scholar
Hong Mai % :# (1123-1202) (2004, 13). Arguing against Zixia’s authorship is Cao
Feng who asserts that Zixia has never been addressed as Buzi in any pre-Qin
literature (Quoted in Hu Ying 2004, 22). Lu Shengjiang & & /= and Wei Jing #.#%
went further to prove this point: Zixia has been addressed only four times by the
name Sheng 7 but 23 times as Zixia in the Analects, and overwhelmingly 186 times
in most other pre-Qin and Han literature. On a few occasions he has been addressed
as Bu Zixia * + & or Mr Bu “ £ 4 but not Buzi (2006, 126-7). Alternatively, if

the manuscript could be attributed to Zishang, then its scholarship could be safely

¥ The Mozi % +, Hanfeizi # 25, and Guanzi ¥ + have quoted shi but not to the extent of
Confucian texts.
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assumed to be inherited from Zisi + & (Zishang’s father, Confucius’ grandson, 483-
402 BCE), placing it neatly within the Si-Meng (Zisi and Mencius) school (& F &
7%). As Cao Jianguo has observed, the author of the manuscript explicates the Shi

from emotional and ritualistic perspectives, which are vastly different from the
political interpretation of the Mao school (2010, 173). The probability of Confucius’
authorship can also be ruled out as he would have customarily used his given name

‘Qiu’ ¥ *® as the mode of self-address rather than his cognomen ‘Kong’ 3% as in

“#7d”. The direct quotes from him appearing in the text do not necessarily confer
authorship upon him, particularly when Confucius is a self-confessed transmitter
rather than innovator.*® In summation, there appears to be no internal textual
evidence to suggest that the manuscript was indited by any of Confucius, Zixia,
Zishang, Zigao or Ziyou.

Although the text does not reveal the authorial identity of the manuscript,
scholars consider it possible to trace its scholastic lineage, which is discernible
through analyses of its linguistic form, literary style and philosophical trajectory.
Considering the linguistic style of the manuscript Liao Mingchun surmises that its
author could be the students of Zigao, but unlikely to be Zigao himself (2004a, 24).
Chen Li rt = notes that if it were written by Confucius’ immediate followers, they
would have written ‘the Master says’ + v rather than ‘Master Kong says’ i* + v ;
the former mode of address generally indicates a closer relationship with the Master
than the latter, but, as Chen cautions, that could change during successive copying of
the text by hand (2002, 69, also Huang Huaixin 2004, Preface 5). Cao Jianguo
observes that in explicating the Odes, the manuscript advocates harnessing ging with
li. This doctrinal stance is very similar to the core values espoused by Ziyou as
recorded in “Tan Gong” of the Liji # 3= + 1@ 5 . Furthermore, the manuscript

displays similar linguistic styles to parts of the transmitted text of the Kongcongzi 3*

%+ (awork considered to be apocryphal but is increasingly recognized as authentic

% See “Gong Ye Chang”, “Shu Er”, “Xiang Dong”, “Xian Jin”, “Ji Shi”, and “Wei Zi” chapters of the
Analects. #%3E « oo & it @, 2RE L F B, X X M. Similar entries can be found in the
Zuozhuan and Liji. Most convincingly, F% and Qiu referring to the same person appear in the bamboo
texts of “Zigao” + % and “Lubang dahan” & 2% < & of the Shangbo corpus.

% See #3E » i@ Analects 7.1: The Master said, “I transmit but do not innovate ....” (F v : “it &

% {€--”) (Lau 1992b, 56-7)



46 The Sensual and the Moral: “Kongzi shilun” 3t 3 ¥ as an Exegesis of the Shijing ¥

classical text).*® Cao concludes that the manuscript should have been the work of the
Ziyou School; he goes so far as to suggest that part of the manuscript could have
proceeded from Ziyou’s hand (2010, 157-68). Be that as it may, Cao’s conclusion
appears to have gone beyond what textual evidence can support as no direct link of
Ziyou’s authorship can be established with the manuscript. Chen Li has observed that
the manuscript reads more like lecture notes taken by students of Confucius’
followers who had, in elucidating poetry, quoted Confucius as the ultimate source of
authority; as such the manuscript is different to the dialogic format of the Analects
which records the questions and answers between Confucius and his disciples or
other interlocutors (2002, 70). In essence, no concrete conclusion can be drawn
specifically in respect of the scholastic lineage of the manuscript, but the postulation
that it was written by a third or even fourth generation Confucian follower or
followers appears to be tenable.** The next question is: are Confucius’ quotations in
the manuscript really the words of the historical Confucius? Since this cannot be
confirmed or denied with substantive evidence one may have to be satisfied with the
endophoric reference of the manuscript for the time being. However, it would be fair
to say that “Kongzi shilun” represents the views of Confucius as perceived by the
author(s) of the manuscript. Reference made to Confucius’ comments or words in
this thesis is to be understood that they are a matter of attribution and may or may not
be those of the historical Confucius.

Closely related to the question of authorship is the date when the text was
indited which may be different to the date when the text was inscribed or copied on
the bamboo slips. Chen Li observes that the graphs of the manuscript generally
conform to the system of Chu scripts typically written on silk and bamboo slips of
the mid-Warring States period, to which the manuscript could be relatively dated (i.e.
about 300 BCE) (2002, 70) lkeda Tomohisa argues that the ritualistic concepts
evinced in “Kongzi shilun” is a result of the thorough understanding of Xunzi’s

concepts of li, thus his conclusion that the manuscript was more or less coeval with

the book of “The Great Compendium” of the Xunzi & + - <& (2006, 390, 397).

* The Kongcongzi was attributed to Kong Fu 3 44 (circa 250 BCE), a distant grandson of Confucius.
The work is widely believed to be forged by Wang Su * 4 (195-256). The authenticity of
Kongcongzi is outside the scope of the current inquiry, but Huang Huaixin’s research concludes that,
despite historical inaccuracies found in the book, it could have been written by the distant grandsons
of Confucius (Huang 1987, 36).

*1 My postulation is supported by Chen Tongshen (2004, 36).



“Kongzi shilun” 3 + ## 47

This postulation firstly presupposes that the Xunzi predates the manuscript and
secondly the date of composition of the Xunzi is precisely known, none of which can
be substantiated.*?

In Ma Chengyuan’s views, a cross comparison between the Shangbo and
Guodian corpora suggests that the former could be the sepulchral paraphernalia of a

Chu aristocrat interred before the relocation of the state capital to Ying ¥%, although

there is no concrete evidence that the Shangbo corpus came from the same Guodian
excavation (2001, 2). Although Ma’s empirical assessment is relevant,*® it has raised
more questions than it has provided answers for dating the inditement of the text, as
opposed to determining the vintage of the bamboo slips. Falkenhausen points out that
“Ying was the generic name for any Chu capital, of which there were several during
the Eastern Zhou period” (2007, 106). In fact Chu had moved her capital many times

to different locations within present-day Hubei ;& #, Anhui % & and Henan /@ =

in a period of some 450 years (roughly within 690 to 241 BCE) (Sima, n.d., 100-2),
but not all of them were called Ying. Some of the moves were massive mobilization
for military campaigns.** Ma Chengyuan’s conjecture could mean that the Shangbo
corpus was possibly interred at Jiangling. By deduction, it could have been inscribed
(as opposed to being indited) onto the bamboo slips not later than the 240s BCE. At
the same time the interment could not have taken place earlier than the age of the
bamboo material, estimated to be about 320 to 190 BCE* (again, it is noted that the
text could have been composed at any time before or after the bamboo slips
becoming available). On the other hand the inditement of the manuscript cannot
antedate Confucius (551-479 BCE, whose quotations appear in the manuscript) and
postdate the purported interment. On balance, having regard to the evidence available

(albeit indirect), it is reasonable to assume that “Kongzi shilun” was written in circa

*2 Neither Sima Qian nor Liu Xiang %] + (77-6 BCE), the first compiler of the Xunzi, and
subsequently Yang Liang #§ i (circa 800 CE) are specific on the date of Xunzi’s writing. See the
“Biographies of Mencius and Xunqin” of the Shiji € & » ¥+ ¥ % 7| i#& and Knoblock 1988, 1:106-
12.

*% Dating antiques by empirical evaluation is a widely accepted method for artifacts such as ceramics
and is often preferred by experts because it is non-destructive or non-intrusive.

*# «The Hereditary House of Chu” of the Shiji ¢ 2= + ¥+ %_recorded three moves of the Chu capital
(Sima n.d., 100-2). The Tsinghua University bamboo text “Chuju” 7 & #§ + #_2 has recorded 31
moves of the capital to different places, 14 of which were named Ying (Wang Zijin 2011). Wang
Guowei in his “Yeyu Chugongzhong ba” #% & # = 4584 (Epilogue to the Yeyu Chugong bell) found
one move not previously recorded in ‘official” history.

*In an interview in 2002 Ma Chengyuan revealed that basing on scientific analyses, the Chinese
Academy of Sciences has estimated that the age of the bamboo material is 2257 + 65 years (Zhu
Yuanging 2002, 3). The age of the bamboo slips is thus calculated to be 320 to 190 BCE.



48 The Sensual and the Moral: “Kongzi shilun” 3t 3 ¥ as an Exegesis of the Shijing ¥

300 BCE, effectively placing it within the mid-to-late Warring States period, which

is in line with what most commentators have estimated.

3. Denomination

As previously noted, the bamboo corpus in its original form consists of
bamboo slips bound together by strings enabling it to be rolled up into scrolls.
According to Pu Maozuo who quotes from Ma Chengyuan, the manuscript forms
part of a scroll which exhibits the same calligraphic style that bears the title “Zigao”

-+ Z written on the reverse side of one of the bamboo slips. The other parts of the
scroll are later designated as the “Zigao” and “Lubang dahan” & 2%+~ % . The current
title of the manuscript — “Kongzi shilun” 3* 3 %3, — is not rubricated as such in the

bamboo corpus but was designated by Ma Chengyuan (Pu 2002, 11, 48).

As discussed earlier, it is highly unlikely that Confucius was the author of the
manuscript and the case seems to have been well argued. Thus some scholars
consider it appropriate to drop the epithet ‘Kongzi’ from the title (Jiang Linchong
2004, 10-11). Appearing six times within the text is the introductory expression

“Confucius said” 3* + ¢ following which are words ascribed to Confucius. However,

without the benefit of modern quotation marks, it is by no means clear where
Confucius’ words stop and the author’s narration starts. If Confucius’ words
comprise only a small proportion of the discourse then it would be misleading to
name it “Kongzi shilun”. Chinese scholars have been trying to differentiate
Confucius’ words from those of the author’s in the text. Without going into the
details of their arguments, Ma Chengyuan considers the whole manuscript was
authored by Confucius (2001, 131). Xu Zhengying claims that the entire manuscript
contains Confucius’ words except a part written on slip 7 and the whole of slip 10
(2004, 80). Liao Mingchun asserts that the text contains long discourses of
Confucius’ explication on the Shi after rearranging the order of the bamboo slips
(2004a, 13-20). Jiang Linchang’s analysis, on the other hand, includes Confucius’
direct quotes as well as those which are akin to modern day free indirect speech*®
(2004, 5-10). Huang Huaixin asserts from linguistic and thematic perspectives that

only short interjections in the text can be ascribed to Confucius (2004, 323-8).

“® Simply put, free indirect speech is a literary style combining the voice of the third person narrator
and that of the character in the narrative.
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Following their analyses, the proportion of Confucius’ words as a percentage of the

whole text can be calculated as follows:

Ma Chengyuan 100%
Xu Zhengying 94%
Liao Mingchun 44%
Jiang Linchang 28%
Huang Huaixin 19%

It should be noted that what is included or excluded as Confucius’ words is a
matter of opinion and it very much depends on how the bamboo slips are sequenced.
The percentages shown above are only a mechanical means to indicate a sense of
proportion and should not be taken as absolute values. But if the extent of
attributable content is the only criterion for denomination, then in view of the above
findings it can hardly be concluded one way or another whether “Kongzi shilun” is
an appropriate title. Xu Zhengying proposes that even if the manuscript was written
by Confucius’ students it is Confucius’ commentary, or the enunciation of it, that has
been recorded, thus in spirit the manuscript should still be proclaimed Confucius’
own. Xu cites pre-Qin literature such as the Mozi and the Zhuangzi which were not
necessarily all written by the masters but are recensions adulterated with editorial
input by their followers; yet, as such, these classics bearing the names of their
masters have been accepted as proper titles (2004, 80).

Another concern raised by Chinese scholars is whether lun #% is the
appropriate word for the title of the manuscript. Jiang Guanghui suggests that it
should be entitled “Shixu” ## % (quoted in Jiang Linchang 2004, 5). Zhu Yuanging
# A prefers to call it “Shishuo” 3#35. as shuo is more in line with the exegetical
tradition whereas lun denotes discursive discourses not commonly found until Han
(2002, 137). Kern is in favour of calling it 3¥3% or ¥ % “Shijiao” as he considers
the manuscript to be a text book on poetry (2012, 17). As signifiers lun and shuo
would at first sight appear to be synonymous but the Shuowen jiezi differentiates lun
#m asyi & (discuss), and shuo 3% as shi ## (explain). Jiang Linchang asserts that in
the Spring and Autumn Period lun was either a genre of “archetypal critiques” (& 4

#*4) or “edited anthology of discussions” (% 4%,2_3%), but the manuscript is
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neither archetypal (it builds upon what are believed to be the original comments of
Confucius) nor anthological (2004, 10), thence Jiang considers it appropriate to name

the manuscript “Shishuo”. Qiu Yuan’s ¥% 4! research reveals that though the literary

genre of lun was few and far between in the Spring and Autumn Period, lun can in

fact be found later in Warring States literature such as “Tian Lun” % #;, “Li Lun” 4
%, “Yue Lun” # 3% and “Zheng Lun” & % *' of the Xunzi, as well as “Liu Lun” =
# in the Lishi Chungiu. By its very nature lun was to discuss, debate and articulate

one’s viewpoints on certain topics. On the other hand, before the Spring and Autumn
Period shuo was used to denote a pleasing dialogue but during the Warring States
times it meant exegetical writings that serve to explain ancient texts, retaining the
connotation of pleasing persuasion in which anecdotes and narratives of flowery
dictions were found. Qiu admits that in classifying literary works the demarcation
between the prosaic forms of lun and shuo can be fuzzy (2008, 172-4). A detailed
analysis of “Kongzi shilun” would reveal that it is both exegetical and didactic:
whilst it explains the meaning of the odes, it also enunciates the doctrines upon
which interpretation is based.

Despite differences in opinion, “Kongzi shilun” has been generally accepted
as the Chinese title of the manuscript and there appears to be no compelling reason to
name it otherwise. However, the translation of the title into English encounters
different issues that need to be considered. Anglophone sinologists, Csikszentmihalyi
for one, have questioned the application of the term “Confucianism to some aspects
of pre-modern China on the grounds that it mistakenly suggests a tradition that grew
out of the foundational teachings of one person”. By extrapolation, the use of any of
the grammatical forms of “Confucianism” is also called into question and in its stead,
the word Ru % is adopted. Csikszentmihalyi admits that such a move results in
foregrounding historical accuracy at the expense of cultural clarity (2004, 15-8).
Whilst Anglophone sinologists might find it necessary to distinguish the historical

Confucius from the Ru school, Confucianism in Chinese, despite Lionel Jensen’s

*"| have not looked into whether these books are originally entitled lun (thence Warring States
nomenclature) or whether they are editorial initiatives by Liu Xiang (thence Han nomenclature).
Knoblock is silent on this point but his mentioning of “embedded titles” of some of the books seems
to suggest that book titles are original. Even if they are not, that Han erudites had adopted lun for
Warring States literature would justify its current use on the manuscript.
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post-modernist view (1997),* is traditionally recognized as Ru Jia i %_and is also

a readily accepted synecdoche for Confucius.

In this thesis “Kongzi shilun” is translated as “Confucian Poetics”, rather than
“Confucius’ Poetics” or “Ru Poetics”. Grammatically speaking, ‘Kongzi’ in this
context is regarded as an attribute modifying ‘shilun’. “Confucian”, in the sense of
the school of learning rather than Confucius the person, would avoid the question of
Confucius’ authorship which “Confucius” would otherwise imply. Secondly, the
need for historical accuracy notwithstanding, replacing ‘Confucian’ with ‘Ru’ would
seem to go against conventional wisdom and would do little to improve one’s
perception of the manuscript. Given the choice between ‘Confucian’ and ‘Ru’ as an
epithet of the manuscript, a sense of cultural clarity afforded by the former is more
desirable than the historical pedantry of the latter. The word ‘Poetics’ of the
translated title is borrowed from Aristotle whose work Poetics is a treatise on Greek
poetry. This adoption does not mean that the two works are in any way similar, for
Greek and Chinese poetries are culturally specific in their own rights. ‘Poetics’ sensu
latissimo embraces critical, exegetical, discursive and other facets of poetical studies,

which are the subject matters of “Kongzi shilun”.

4. Outline and Theme

“Kongzi shilun” revolves around discussing the general nature of the Odes
and more specifically elucidating a selection of poems. Central to this theme is its
hermeneutical stance of interpreting poetry from the perspectives of zhi #F
(sagacity), cheng 3 (sincerity), li 48 (propriety), tianming = & (providence) *® but
most prominent of all ging 3 (emotions). A total of sixty odes have been mentioned
in the discourse. Although some of the titles are unfamiliar, all except two, for which

there is no received text, have been identified.*® The following table shows the odes

cited and their concordance with the received text:

*8 Jensen identifies nine other meanings of Ru in addition to “descent from Kongzi” (1997, 53). Some
of these meanings appear far-fetched.

* Some may consider “providence” an incorrect translation of “= &> which has traditionally been
translated as ‘what heaven ordains’ or ‘heaven’s mandate’ in pre-Qin literature. Conversely ‘heaven’
is not a satisfactory translation of = .

% The number varies (so do the titles) depending on how the manuscript text is read, and whether the
titles in Confucius’ times were different to the received text.
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Table 2 — The Odes discussed in “Kongzi shilun”

Slip Titles of the Odes D.'\fé;?]?’s
No. Kongzi shilun Received Text Legge’s Translation Concordance™
5 B i Ts’ing méaou 266
6 = 7= Lée wan 269
6 | R=X@m& | IijHh Hi‘l’lulzge;fnygew 271
7 RH < p Taming 236
7 B 2% Hwang e 241
8 +H 12 Shih yueh che kéaou 193
8 T B G 3 Yu woo ching 194
8 B EF LU gl Tséeh nan shan 191
8 b % % Séaou min 195
8 i |4 Séaou pwan 197
8 i | | 7 Séaou yuen 196
8 == 773 K’éaou yen 198
8 BN A Fah muh 165
9 PN i T’€en paou 166
9 i 3% AT R K’e foo 185
9 gl S 3 Tl Hwang néaou 187
9 =B FFEx Ts’ing-ts’ing chay go 176
9 o LEyE Shang';rx:g chay 214
10 ] JE i pa Kwan ts’eu 1
10 AR S Kéw muh 4
10 b 3es B R Han kwang 9
10 R R Ts’éoh ch’au 12
10 H&% H ¥ Kan t’ang 16

I D.C. Lau’s concordance numbers of the Odes are the same as the Harvard Yenching Index.




“Kongzi shilun”

?\l”p Titles of the Odes D.l\fé;;;lil’s
- Kongzi shilun Received Text Legge’s Translation Concordance
10 5% ¥ Luhe 27
10 %= o Yen-yen 28
16 e LR Koh t’an 2
17 RITARH L AR Tung fang we ming 100
17 il EER S Ts’éang Chung-tsze 76
17 B2 K = Sall Yang che shwuy 68
17 X & xH Ts’ae koh 72
18 NI A Muh kwa 64
18 it P4 Yéw te che too 169
21 A EE AR B Woo ts’éangta keu 206
21 TE TR Chan loo 174
21 HE 7% B Yuen-k’éw 136
21 "= Wk E tséay 106
21 E §8 She kéw 152
21 XE v 3 Wan wang 235
23 BE A fL 8 Luh ming 161
23 ® g % B T 00 tseu 7
25 %= =+ B Keun-tsze yang-yang 67
25 X & % £ T’00 yuen 70
25 A H 2l Ta téen 212
25 /ER ‘P Séaou ming 207
26 ia o A Pin chow 26
26 oy B R ** Kuh fung 35
26 B N Luh go 202
26 X K3 1By R Shi yéw chang-ts’oo 148
27 =] #t fn A ik Ho jin sze 199
27 Tk GRS Sih-tsuh 114
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Slip Titles of the Odes D.hfé;::il’s
No. Kongzi shilun Received Text Legge’s Translation Concordance
27 =259 i, BTRR* Chung-sze 5}

27 Ik & A B Pih fung 41

27 F1r F g5 Fr* Tsze k’in 91

28 1 B Ap BUx** Séang shoo 52

28 i S R N IEN Tséng yéw ts’ze 46

28 =} F Ts’ing ying 219

29 B ¥ B ke Keuen-urh 3

29 g E K’é&en chang 87

29 % Frox Choo 98

29 1% £ [ &4 > Koh sing 124

29 K Vi Sl N.A. N.A.

1. Adopted with modifications from Ma Chengyuan 2001, 160-1; Chi Hsiu-
sheng 2004, 3-5; Huang Rener 2004, 74-5; Legge 1994, 4:V-XIIl; and D.C.
Lau 1995, I-1X.

2. *denotes ode title extrapolated from the verses cited in the manuscript.

3. ** denotes more than one ode sharing the same title but the one considered to

be the subject of critique is shown.

4. *** denotes possible ode titles but evidence for which is not conclusive.

The following table shows the divisions of the received text of the Shijing in

which the poems mentioned in “Kongzi shilun” fall:
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Table 3 — “Confucian Poetics” Coverage of Shijing Divisions

Shijing Divisions Title Slip No.
Mps ~ 7 ~ 3R 10
s Bt 27
% & Zhou Nan Lh 16
LaH 29
% 9 23
7. = Shao Nan S I 4 10
3 10
# b Bei Feng B 26
Rk 27
JRRh Yong Feng #F K~ AR 28
k. Wei Feng P 18
3 2k Wang Feng j‘;;% ALY i?
Guofeng
EVREs 17
#%h Zheng Feng 2L 29
Ey 27
L AP 17
b Qi Feng Wk 21
¥ 29
20k 17
B Rk Tang Feng R 27
12y 29
ik Chen Feng ¥ B 22
# b Gui Feng 3 £ 26
& b Cao Feng “§f 21
R vg 23
. . R e 18
AL Fg2_  Lu Ming Zhi Shi Y 3
x i 9
% %2 Bai Hua Zhi Shi 2 21
*% 5 2_ 1+ Tong Gong Zhi Shi FFE® 9
#7 R 9
% 5 9
#% % 2.+ Qi Fu Zhi Shi gL 8
,J, g Lz % 8
Xiaoya A & I 8
g% o~ ol b s
L e 8
o] % 2_ # Xiao Wen Zhi Shi ih TR 26
P A B 27
Fa ] 21
A+ L2 # Bei Shan Zhi Shi }{;Z'ijﬁ ;’ 295
+ s 28
% % 2_ # Sang Hu Zhi Shi 3 AP g2 7
+ ¢ Daya ~ 3 2_ ¥ Wen Wang Zhi Shi iR 5/6
“F Song # & 2 ¥ Qin Meao Shi Shi FI R S B 6

# denotes possible ode titles but evidence for which is not conclusive.
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According to Huang Rener, titles of pre-Qin literature were mostly created by
later scribes. The fact that the titles of the odes mentioned in “Confucian Poetics” are
largely consistent with those of the received text indicates that since Confucius’
times poem titles have been rather stable, though minor discrepancies may have
occurred during subsequent transmission or transcription (2004, 84).

It is a matter of opinion whether “Kongzi shilun” is a collection of lecture
notes or a formal essay on the Odes. As mentioned previously the text is unstable,
thus textual meaning and structure depend on how the bamboo slips are arrange.
Chen Li is in favour of treating it as lecture notes (2002, 70). Li Xueqin holds that
the manuscript evinces well-structured arguments with articulate themes and motifs.
In view of its unique rhetorical style Kern suggests that the manuscript is not a
critical essay but a pedagogic text on shi interpretation and usage. Its readers could
have been those who were conversant with the poems, and for whom the manuscript
served to clarify unstable interpretations. Kern further observes that “Kongzi shilun”
has neglected the aesthetics of poetry but focused on the effect of poetic meaning in
specific circumstances (2012, 17-8, 20). This is probably an unfair question to ask of
the manuscript because aesthetics and literature as we know them have not been
conceptualized then.>® As noted earlier in “Yu” of “Xiang Zhuan” in The Book of
Changes literary aesthetics has yet to have any place in the realms of natural and
ancestral worship. Secondly, as Kern later admits, Confucius’ comments have not
suggested any specific circumstances of application which would affect poetic
meaning (2012, 24). In any case, the divergent views on the essence of “Kongzi
shilun” are hardly surprising as the unstable text can be re-modelled into different
formats by re-shuffling the bamboo slips. Despite this, the manuscript comprises
distinct discursive blocks > each focusing on different motifs. Slips 1 to 3 and part of
4 are an overview on the Shi in general and the “Feng”, “Ya” and “Song” divisions in
particular. The rest of the bamboo slips explicate the odes individually and in groups.
A detailed study of the commentary is the subject of Part B.

%2 My understanding of Kern’s view here is based on the Chinese text translated from English. I have
not had the opportunity to sight the original essay. On the other hand the lack of literary or aesthetic
theorization then does not mean that the manuscript cannot be subjected to a literary critical review
today.

>3 | have avoided using terms such as ‘introduction’ or ‘conclusion’ to describe the structure of the
manuscript as it presupposes that the bamboo slips can be so arranged. Although the reconstructed
text adopted in this thesis lends itself to such a structure it would be prudent to treat them as discursive
blocks, each with its motif and can be interpreted on its own merit.
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5. Textual Reconstruction

The following table shows the transcribed text of “Confucian Poetics” in
modern Chinese graphic forms as published by the Shanghai Museum. However,
many of these graphs cannot be found in the contemporary vocabulary thus a further
transcription of them into words of current usage will be necessary. The transcription
shown below follows the order of the bamboo slips as assigned by Ma Chengyuan
(2001, 123-59). As a precursor of a more detailed study in the next chapter, this
textual review will not deal with the philological arguments or justifications for the
archaic graphs as read. These issues will be dealt with in the next chapter which will
consider alternative readings of the graphs and the text. Photographic images of the

bamboo slips bearing the original Chu scripts are shown in Appendix A.

Table 4 — Transcription of “Kongzi shilun”

Slip

Transcription
No. P

I | THBIIXAREE=A=HESCRELETCREERTCKES

FHUXERGRaRIV IS T AT REZM EITI MmN S eIl

* rxmRERekn@m it s

| | ERT EREURRL AR ANOE UASTAE
M S ST RS -E Rk

.| BT B m AR 2 T st T AR R
> X BT FAIE T @b &

RN ET L AR =R T At E R ER G2 8
RITERLY BERTT Hefl

| BEREZ WFRZ WA FRE AT BE R AN ER R
e W T S

| ERIEERE 2 6 XA ARGEXIRAZ el Rl

Hitasth ke X EEBE T Eltdaith

THEHSWTCBeBELESE LB ENR 2D 2%

8 | BZ=BAFEELLPITEAEDL X EZVPIHEFHE

ZEF e R

EEREUe RRIT SR EERRS I e R Z WA X &

o |teFHMAIETARITEESEEIT 22 & iE=% LA SAu

tE=FF Rl
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SNIci)p Transcription

10 B Z B iRk ey e i 2 @nHE 2 Rufi K 2
A= FeEHEMEBR T OZE Ll EEEARE

" G m BB Z B RTTT B R e iRR 2 BRI BR F e EZ
AR | 54, B 2 @ Rl 3

12 | FRARBEARNTRERERKRE RS Z=F

13 | ISR CRMERRYTHEn it E EE M AR #ZnH

14 MEwJHEAGReBENZIBESHFEZ SR L%

15 | RITABMBETT SERERZeHEZ BEEIA
FAthmGRzER G AtLnfi=2F BT Hthefl=H

16 |FEFZWH TRV ZFRETRARIT AR BER —ARREZ R
Al

. R T ARHAXHFmifiF 2 54 5 A & w5 2 KT & Rl m 3
& Z G

18 |RARZ R BAtE EE WA BT 2 -

19 |AEBRBRTEBMX B R A HETRFTE LR
FTRZA e RE S RITEE XS X 567t e T 5 X Fr#i

0 B WA T B AR T T Y E R

’ B ERE 2 B R B8R T 200 8 E Wit JT iR s AL =
HuREFEZREFEZEMEE Ze X EFRZE

” ZAEHSXBMCEFZBZREHNREEHEEEZn =
METTE—RLOZLEMEEZXEEF ERATFRETZ

23 |RHBR TN EEX RS ML ERRAnR 5IT B AR ZEH
A%z dtheEBZ RE Ll EXRZ Lt m FEH EER

24 | HZzHwREETREEIT ALHITILHIT ALFITFT A EEIT
ANBIRRA

25 |B=P AnXRAFHEEnRKHZ ZEYS M X EnPHR

26 |HwltBAEeAER ST RXEEaEXRE SN EZ T

. ZEHHEZ R BT ELEH PRS2 HE K tFfl=H ity
HEepRETwIdERAHAZRBFIIA

28 |EET A EFXCEMETA NS wE 8

29

AT TR BTN w3 3 T 4148 T - m G K T
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5.1. The Partially Inscribed Slips

As noted earlier, slip 2 to 7 have blank spaces at their tips and ends with
inscriptions appearing only in the middle sections. Different propositions for this
phenomenon have been advanced. Zhou Fengwu and Chi Hsiu-sheng believe that the
blank spaces were originally filled with texts but they had been subsequently
expunged (Zhou 2002, 188; Chi 2004, 5). On the other hand, Liao Mingchun, having
closely examined the bamboo slips, points out that the blank spaces did not have
texts at all; if calligraphy were originally existent, the ink would have penetrated
deeply into the bamboo tissues (2004a, 5). After observing the conditions of the
bamboo slips Li Rui also believes that these spaces were originally kept blank. Li
sees no particular purpose for cutting any texts after they had been written and
postulates that these slips had been cut before inscription (2008, 151). On the other
hand, Huang Huaixin believes that texts originally existed on the slips but they had
been removed for religious or other unknown reasons (2004, 8). My own observation

is that the faded graph ‘- ’ on slip 16 (see Appendix A) shows that ink penetration

through the bamboo fibres was not as deep as some scholars have thought, but the
bamboo ‘palimpsest’ of slips 2 to 7 had been so thoroughly scraped (or damaged?)
that the deep bamboo tissues have been exposed; traces of previous writing, if any,
could have been totally expurgated. A question may be relevant: if the spaces had
been left blank originally there is no apparent reason to scrape them, let alone cutting
deeply into the bamboo tissues to produce the blank spaces. The more pressing
question is whether their blank spaces meant that they were originally a group of
their own. That these slips should be grouped together appears to be the majority

view of the researchers. | concur with Ge Liang % =%, curator of the Shanghai

Museum, that speculating on why there are blank spaces is now meaningless >* as the
lacunae have to be dealt with irrespective of what caused them. In considering slips 2
to 7 as an inseparable group most commentators have suggested orders different to
Ma’s arrangement whilst others, in believing that they were originally fully inscribed,
would not differentiate them from the rest. My inclination is that the most important
criteria for their arrangement are their textual flow and contexts which dictate their

sequencing.

> In conversation with Ge Liang at the Shanghai Museum.
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5.2. Chapter Division, Paragraphing and Punctuation

The original text as inscribed includes some elementary punctuation marks,
notably there are three “w==’ (slips 1, 5 and 18) and numerous “=" and “=”. Whilst
one cannot expect pre-Qin texts to have a punctuation system similar to ours of the
twenty-first century, the sign “me=’ can be taken to mark the end of an episode or the
equivalent of a present day section or even a chapter; “=” may mark the end of a
paragraph and “«”, a sentence. However, as can be seen from the bamboo text not all
places that need punctuation are punctuated. Thus different ways of breaking up an
unpunctuated sentence may produce different readings of the text yielding different
meanings.

Whilst the physical features of the bamboo slips and punctuations as
discussed above are to be considered for textual reconstruction, the primary focus is
to bring textual coherence to bear on the reconstructed text. The bamboo slips can
easily lend themselves to arrangements that can manifest a well-structured essay, as
is the case with Li Xueqin’s interpretation which shows a discourse explicating the
odes in the order of the “Feng”, “Nan” and “Song” divisions of the Shijing (2002, 51).
Ma Chengyuan’s arrangement, however, shows the commentaries on the odes in the
order of the “Song”, “Ya” and “Feng”, the reverse of the received Maoshi sequence.
This has led to speculations on whether the Odes had a different order of divisional
rubrics during Confucius’ time to that of Maoshi as it is received today. In fact any
conclusion based on the arranged text is a self-fulfilling prophecy; indeed as the
discursive structure of “Kongzi shilun” is malleable by way of slip rearrangement; it
cannot serve as evidence of the original Shi rubrication order.

Leading Chinese commentators have proposed different slip arrangements for
the reconstructed text. Whilst a detailed comparison of the various versions lies
outside the purview of this thesis, it is noted that the different arrangements of the
bamboo text stem from different reading strategies. Exegetes who believe that the
first sentence of slip 1 — “f7 4 # 5 7 2 - followed by the major break sign
“wmmm’— pelongs to the preceding manuscript now known as “Zigao”, have made slip
1 the first slip of “Kongzi shilun”. Those who believe that the manuscript starts with
an introductory comment on the Odes and that the liubajian should not be separated
have placed slips 2 to 7 together after slip 1. If the contents of these slips are treated
as the conclusion then they have been placed last. The rest of the slips containing

commentaries on individual odes have been arranged according to the textual flow
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and in groups of the divisions (the “Feng”, “Ya” and “Song”, but not necessarily in
that order) to which they belong. Only Chi Hsiu-sheng has put slip 6 last, but this

arrangement on the whole occurs to me as the most coherent in terms of textual flow.

5.3. Slip Sequence

As already mentioned, many of the bamboo slips are broken and some
believed to be missing, the available text is incomplete. Textual reconstruction is a
necessary step to enhance the raw data before any interpretation can make sense.
This exercise involves further investigation into the graphs as initially identified and
the sequencing of the bamboo slips as initially arranged. At the same time the
lacunae are to be filled in, so too the punctuation and paragraphing of the text are to
be determined. As can be seen from Table 1 and Table 4, all except one of the
twenty-nine bamboo slips are short of the full length which means that there is a
large number of missing words. An additional problem is the treatment of bamboo
slips 2 to 7 which have their top and bottom parts left blank. Whilst the reasons for
their blankness remain unknown; the more pressing question is whether they should
be grouped together or should they be mixed among the other slips irrespective of
their common feature of blank spaces? Each of these issues cannot be dealt with in
isolation from the others, for in determining the order of the bamboo slips with
reference to their physical features (calligraphic style, positions of the notches etc),
textual flow between possible consecutive slips has to be considered. Likewise in
filling in the missing words, textual meaning has to be determined vis-a-vis the slip
length, which is a decisive factor for estimating the number of characters that were
originally inscribed. In the end, tackling these problems would involve a holistic
approach by considering all the issues together intuitively. The result of textual
reconstruction is certain to produce different subjective versions as the reading of the
text in a certain way would make more sense to a particular interpreter than the other.

The task of identifying the archaic Chu scripts has been undertaken by
philologists who have delved into received or discovered texts of comparable
antiquity and palaeographic dictionaries. They have also been constructively
debating on the Chu scripts resulting in a whole range of possible readings which
will be dealt with in the next chapter when translation of the text is considered.

As noted earlier, the physical features of the bamboo slips would provide

clues to their original sequence and the possible number of missing words. In view of
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the fact that the bamboo slips were originally bound by strings across their width at
three notched places, it is only reasonable to assume that consecutive bamboo slips
should not have the notches misaligned. The approximate number of missing words
can also be estimated with reference to the slip length and average word spacing, a
method used by commentators in the course of reconstructing the text. The following
table, Table 5, will serve to illustrate the point. The highlighted slips are those with
the top and/or bottom notches intact, although they might be broken at either or both
ends. The rest of the slips are broken beyond the notches one way or another, thus
making alignment comparisons impossible.

Of the entire cache slip 2 is the only slip that is intact. Its full length measures
55.5 cm which could have been the original length of all the other broken slips. It
could also be deduced from column C of Table 5 that words were spaced in about 1
cm each, that is, a fully inscribed slip should have 55 to 56 words. Thus the number
of words that are missing, either from the broken parts or the blank spaces of slips 2
to 7 (if they originally had words) could be estimated with reference to the lengths as
shown tabulated below. Li Xueqin points out that slips 14 and 12 could well be one
slip, so are slips 13 and 15, 18 and 19, having regard to their contexts (2005, 247).
Adopting Li’s opinion, the number of characters missing has been adjusted
accordingly. In theory the notch positions of adjoining slip should align with each
other but as the bamboo slips have undergone dehydration and low-temperature
vacuum treatments, they have shrunk differentially. Thus the comparison of notch
alignments to determine slip sequence is inconclusive.

Table 5 shows the estimated characters that are possibly missing on each slip,
where C* represents the number of characters inscribed on a slip, and C** =refers to
the possible numbers of characters missing on the top/bottom sections. Table 6 that
follows shows the various slip arrangements by scholars. It is noted that Staack’s
choice is basically similar to Huang Huaixin’s proposed slip order, save slips 17-19-
18 compared to Huang’s 19-18-17. These different arrangements have no significant

impact on meaning.
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Table 5 —Comparison of Bamboo Slip Features

slip L N, N, N N, '\,‘\f: o | o Legend
No. cm cm cm cm cm cm (Not to scale)
1 22 - 171 5 - 22.1 23 11/21
2 55.5 8.7 19.2 19.5 8.1 38.7 38 8/8
3 51 4.9 19.1 19.2 7.8 38.3 40 8/8
4 46.1 7.3 19.2 19.5 0.1 38.7 43 9/4
5 475 8.5 19.3 19.6 0.1 38.9 38 9/8 ’ZE
6 495 0.7 19.7 204 8.7 40.1 43 5/9 g
7 42 - 16.9 19.6 55 40 10/7 g
(@]
8 52.4 8.8 19.2 194 5 38.6 53 0/2 i,c’
9 53.8 8.7 19.2 194 6.5 38.6 57 0/1
10 46 8.4 19.1 18.5 - 46 0/9 .
11 38.1 - 10.3 19.2 8.6 38 17/0 ii
12 18.5 - 18.5 - - 18 2/8 §
13 23.7 7.3 16.4 - - 24 5/1 g ;—‘i
14 245 8.7 16.8 - - 23 0/2 5@ §
15 18.3 0.1 18.3 - - 18 1/8 §
16 47.8 0.7 19.2 194 85 38.6 50 6/0 ?
17 241 - 8.5 15.6 - 28 0/27 %‘:
18 18.6 - - 18 0.6 19 2719 g
19 21.3 1.3 19.3 1 - 21 7127 ;__'233
20 443 6.4 19.2 18.7 - 44 2/10 .
21 47.6 8.7 19.3 195 0.1 38.8 49 0/7 |
2 |57 [ [ 5 | w 2w 5
23 21.7 - 0.1 19.2 8.4 26 30/0 %_;
24 53.8 8.6 19.2 194 6.6 38.6 54 0/3 g
25 20 - 0.1 195 0.1 22 28/6 %
26 23.4 4 19.3 0.1 - 22 4/30 -
27 43 54 19.2 184 - 42 3/11
28 20.3 0.7 19.2 - - 16 7/32
29 18.7 - 18.4 - - 18 8/30




=S

¥ as an Exegesis of the Shijing 3% 5

¥

The Sensual and the Moral: “Kongzi shilun” 3%+

64

Table 6 — Possible Bamboo Slip Arrangements

SOeRIS SOIUL G I 998 JC8IRQRITT 23 L LTI oo g §oO©r~am< 0 o
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Source: Adopted from Chi Hsiu-sheng and Zheng Yushan 2004, 2; Huang Huaxin 2004, 18-22;

Thies Staack 2010, 883.
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54. Transcription and Translation

In reconstructing the text I have adopted the slip arrangement as proposed by
Chi Hsiu-sheng as it appears to provide the most logical textual structure. As to the
reading of the text it has been syncretised from the work of various commentators
after due consideration of their merits. The following is a preview of the
reconstructed text which forms the primary text for translation. The major text break
Sign “==="has been retained but others have been replaced with modern punctuation
marks. Ancient graphs have been substituted with equivalent characters in current
usage. The conventions used here are: “[]” signifies a word possibly missing from a

slip,> “[#]” suggests a word which can be reasonably inserted for the lacunae, and

the number in [] that follows the text denotes the published slip number. Ode titles

will appear in bold typeface for ease of reference. Many exegetes have divided the
text into chapters; however, | have refrained from doing this as it is more of an

arbitrary afterthought than the original structure.
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> The numbers of missing words were estimated from slip lengths as per Table 5. It is highly probable
that there are missing slips and such lacunae are not shown.
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“Confucian Poetics”
(Translation)
.. whoever puts this into practice, will he not be anointed king? Confucius said,
“The Odes does not manifest unseemly intentions; its music does not express

indelicate emotions, its lyrics do not articulate indecent locution...” [1] ... in

succession, King Wen received the Mandate of Heaven. The “Song” is about the
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great virtue [of the kings]; its music is calm and graceful. Its choruses are lingering
and peaceful. Its thoughts are profound and far reaching. It is superlative. The
“Daya” is about high virtue, it mainly concerns ... [2] ... [The “Xiaoya” is
about ... virtue;] it mainly talks about difficult times with a sense of discontent and
regret, [reflecting the] declining social conditions and the [rulers’] lack of virtue. The
‘Bangfeng’ embraces many things: it makes extensive observations of the social
mores, manifesting the common people’s mundane bucolic life. Its lyrics are cultured;

its tunes are pleasing. Confucius said, “If only ...” [3] ... [Confucius] said, “The

Odes is like an enormous door. It allows the common people [to let themselves out]
freely.” How do they put their mind to speaking out [freely]? [I] say, it is all in the
‘Bangfeng’. When the people have grievances, or when conflicts arise between
subordinates and superiors, how do they put their mind to speaking out [freely]? [l
say, it is all in the “Xiaoya”....]” [4] ... [How ... | say, it is all in the “Daya”].
How do those who have great achievements speak their mind? [I] say, it is all in the
“Song”. “Qingmiao” speaks of kingly virtue.... It is supreme. [The celebrants] took
revering the rituals of the ancestral temples to be their essential duty, and the
adoption of King Wen’s virtue to be their attribute. “Respectful and harmonious

[were the celebrants ....”] [5]) ...“[God said to King Wen, I] appreciate your

resplendent virtue.” What does it mean? It means King Wen’s sincerity. “The
favouring appointment was from Heaven, / Giving the throne to our king Wen.” King
Wen was appointed because of his sincerity. Confucius said, “This is a providential
mandate! King Wen made perfect his own virtue, but could [that alone make him

king? No.] This had to be a providential appointment.” ... [7] “Shiyue zhijiao” is

about artful criticism. “Yu wu zhen” and “Jie nan shan” both portray the ruling
class whose depravities [some] aristocrats considered vile. “Xiaomin” is sceptical, as
it queries the integrity of the policy makers. The language of “Xiaowan” is not
invective, but it expresses a touch of trepidation. “Xiaobian” and “Qiaoyan” depict

the harm caused by traducers. “Famu” [is not] [8] really about being self-critical.

“Tianbao” concerns the unlimited fortune bestowed upon [the king], because he
possessed virtue. The accusations in “Qifu” are voiced with valid reasons.
“Huangniao” describes the hardship [that one faces in an alien country], which
arouses one’s desire for returning home; is it not a complaint from one who knows a

sense of shame? “Jingjing zhi e” is about the benefits one can get [from befriending
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virtuous people]. “Changchang zhi hua” ... [9] The transformation depicted in

“Guanju”, the blessedness mentioned in “Jiumu”, the wisdom expressed in
“Hanguang”, the wedding in “Quechao”, the requital in “Gantang”, the sorrow in
“L0yi”, the passion in “Yanyan” — what can be said about these sentiments? [I] say,
[What these poems] bring to bear are the morals that are to be cherished. The sensual

feelings in “Guanju” are contained within propriety... [10] twice, the forth stanza

explicates this. With zithers and lyres sensual appetites are versed in cultural delights.

With bells and drums.... [14] ... is the reversal [from sensuality] to rituality not

transformation? “Jiumu” is about the bestowal of fortune upon the junzi; [is this not
divine favour?]... [12] [“Hanguang” advocates] abstaining from the quest for the
unreachable and the impossible; is it not about knowing the immutable truth?
“Quechao” depicts [a wedding procession] of carriages in hundreds; is this not
generosity? The affection of which “Gantang”... [13] concerns [the memory] of a
person and associating that fondness with his tree; such requital of affection is
profound indeed. The affection depicted in “Gantang” is devoted to Shao Gong ...

[15] .... affection ... The transformation presented in “Guanju” indicates that its

thoughts are edifying. The blessing that “Jiumu” depicts is [the junzi’s] fortune. The
wisdom of “Hanguang” is about knowing what cannot be attained. The wedding
described in “Quechao” is about generosity. [11] ... Shao Gong. The grief in
“L0yi” is caused by remembrance of one’s dearly departed. The emotion portrayed
in “Yanyan” shows how devout love can be. Confucius said, “From “Getan” |
discern the emotion of venerating one’s ancestors. It is the emotional disposition of
the people that when something is seen as good, they would wish to retrace its origin.

Dolichos are lauded [16] because from them clothing is made. Likewise Hou Ji

[the ancestor] is esteemed because of the virtues of [his descendants, King] Wen and
Wu. From “Gantang” I understand the respect paid to the ancestral temple. It is the
emotional disposition of the people that when they venerate a person, they would
surely respect his position. If they are fond of a person, they would surely cherish his

actions. The same applies to disliking someone... [24] [From “Mugua” I know

that the rules of giving] money or silk cannot be dispensed with. People are
emotionally disposed to find means to express their implicit intents. That expression
of [goodwill] has to be conveyed before it can be accepted, or as a precursor of

friendship, one must not be remiss [in observing such decorum]. From “Didu” 1
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come to understand that official duty.... [20] ... With the reciprocation of gifts,

“Mugua” elucidates the expression of goodwill .... I am particularly moved by the
profundity of the love “Didu” expresses... [18] ... [being] ignorant and having
cried out to Heaven, one still vents words of regret. “Mugua” is about the covert
intention [of cultivating friendship] that has yet to be expressed ... [19]) ...How is
that? That is [personal sacrifice] for the sake of official duty. Leaving one’s beloved
must have impelled one to say that parting is hard to bear; [the words ring] as if they
were a gift before parting. Confucius said, ‘“““Xishuai” is about recognizing the
difficulty [in life]. “Zhongshi” is about the [virtuous] junzi. “Beifeng” evinces
people’s endless consternation. “Zili” does not ... [27] “Dongfang weiming”
contains sharp words [of criticism]. “Jiang Zhong [Zi]” is about being in awe of
words. “Yang Zhi Shui” is about [the poet’s] ardent love of his wife. “Caige” is
about [the poet’s] earnest love of his wife.... [17]) ... “Luming” is about state
banquets; the opening stanza describes the congress as an opportunity [for the
partakers] to share moral experiences. In their interaction they learn from one another
the paragon of virtue, but in the end people’s [appetite for goodness] was insatiable. |
endorse the people employed [as portrayed in] the “Tuju”. [23] ... “[Junzi]
yangyang” is about a petty man. “Tuyuan” discusses a man born into an
inopportune era. The final stanza of “Datian” is about the effective instruction of
propriety [through action]. “Xiaoming” is not ... [25] ... loyal .... “Bozhou” of
the “Beifeng” expresses melancholy. “Gufeng” speaks of grief. “Liao e” expresses
filial piety. “Xiyou changchu” regrets one’s possession.... [26] ... [“Xiangshu™]
is about intense animosity. “Qiang youci” tells of secretive talks that cannot be
divulged. “Qingying” is about knowing .... [28] ...grievance but not knowing
people. “Sheqin” [“Qianchang”] shows resoluteness. “Zhe” is about a bridegroom.
“Jiaozhen” [“Gesheng”] speaks of a woman [longing for her husband]. “Heshui”
tells of intelligence... [29] nobility. The notion of feeling at ease as expressed in
“[Wu] jiang dache” is in fact a feeling of helplessness. The praises in “Zhanlu” are
offered without hesitation. Confucius said, “I endorse the goodness of “Wanqiu”. 1
find delight in “Yijie”. I consider “Shijiu” credible. I find “Wenwang” praiseworthy,
and “Qingmiao” [I find it respectable.] [21] ... It is said in “Wanqiu”, “Believing
in sincerity, and not playing trickery”, I commend it. As it is said in “Yijie”, “The

four [arrows] all hit the same [target]! One [is] able to withstand rebellion!” T find
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this delightful. “Shijiu” says, “[The junzi] is truthful to one partner, / His heart is as
if it were tied to what is correct.” I find this credible. It is written in “Wenwang”,

“King Wan is on high; / Oh! Bright is he in heaven”, I praise it.... [ 22]

[“Qingmiao” says, “Great was] the number of the officers: / [All] assiduous
followers of the virtue of king Wan”, I respect it. “Liewen” says, “What is most
powerful is the being the man; / What is most distinguished is being virtuous; /Ah!
The former kings are not forgotten!” | take joy in it. “Heaven made its determinate
appointment, / Which [our] two sovereigns received”; it is august and venerable. The
“Song”.... [6]

6. Summary

This chapter has inquired into the physical and structural forms of the
bamboo slips on which “Kongzi shilun” has been inscribed. The issues that have
been discussed, namely, their physical features, authorship and date of inditement,
the appropriateness of the manuscript title and descriptions of its outline and themes,
serve as the ‘pre-structure’ of apprehension. Factors affecting the instability of the
text and its reconstruction have also been considered. The Chinese transcription and
English translation presented above are the results of the textual study the details of
which will be set out in the next chapter.






Part B TEXTUAL STUDY

Chapter 3  Transcription, Translation and Annotations

Being translation, the translation will only be
bad translation, by definition as it were.

— Paul Ricoeur
On Translation

The preceding chapter was devoted to discussing the physical and structural
forms of the bamboo slips on which “Kongzi shilun” was inscribed. Also examined
was the primary text, which has been found to be unstable and has to be
reconstructed. Having previewed the reconstructed text, | will now ‘flashback’ to the
textual study which had produced the transcript and translation in the first place. This
chapter will evaluate the mass of exegetical opinions with a view to critiquing, and if
appropriate, adopting, the interpretations propounded by various exegetes, or in case
of dissension, advancing my own considered opinion. | will then translate the text
into English, section by section. The objective of this exercise is to render the
manuscript intelligible in English, and from the comprehension of its content discern
the interpretative strategy of Confucius’ commentary as the next phase of this project.
Accompanying the translation are annotations which will deal with the etymological,
lexical and other interpretative issues. However, as philological investigation is not
the ultimate objective of this study, | will forgo discussions of the commonly
recognized Chu graphs, leaving room for the glossary of the more controversial
characters. Whilst Chinese texts rather than their transliterations are the targets to be
translated, the pinyin that usually accompany Chinese characters will be omitted if it

is likely to impede the textual flow. Ambiguities of the source text and diverging
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exegetical opinions, which are not infrequent, will be resolved by letting the text
speak in its linguistic context. To this end | will avoid, where possible at this stage,
references to the Mao prefaces concerning the meaning of the poems in order to be
free from their influence. In the ensuing discussion, slip numbers are shown in square
brackets “ [] ”; “[J” denotes a missing character but if the lacuna is more than three
characters it will be represented by “...”, whereas a missing character that can be

filled with reasonable certainty will be boxed as “[%]”. In view of the length of this

chapter, the ensuing translation will be divided into four sections with improvised
headings for ease of navigation; these heading do not form part of the original text. It
is acknowledged that the manuscript contains commentaries of an implied author or
authors other than those claimed to be Confucius’, but purely for the sake of
convenience here and in all future discussions, the text quoted or the comments made

in the manuscript are attributed to Confucius (as claimed) without distinction.

1. The Odes: An Overview

Shangbo Transcription:
THEITNFRE E=A=HEU BEETEE 2TRES - [1]

My Reading:

i
H
Tnd
e+
\‘"ﬁ
-
4
=
N
i
g
o

- [1]

A

FEEEG A2

Translation:

... Whoever puts this into practice, will he not be anointed king? Confucius said,
“The Odes does not manifest unseemly intentions; its music does not express

indelicate emotions, its lyrics do not articulate indecent locution...” [1]

Annotation:

Punctuated by a major break mark “wm=", the first sentence “{7 3" % # 3 %
3 - is considered by many to be part of the preceding manuscript now known as
“Zigao” within the same corpus (Ma 2001, 123). Assuming that the adopted slip
sequence is correct, then “Kongzi shilun” begins with “fFL=H =T [£&”. The

T

opening sentences can be interpreted in a number of ways.
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Whilst shi % is tacitly understood to be the Odes, yue % and wen < have
been rendered, as most commentators have done, simply as music and literature in
general. Jiang Linchang claims that < points to “the choreography attuned to the
music” and = denotes “the lyrics of the Shi” (2002, 106). However, it is felt that
bodily postures and lyrics would form an awkward collocation. Others render < as
wencai < % (literary beauty) (Sheng 2005, 86) but as Cao Jianguo points out, this
reading is out of order when ¥ and # are forms of art within the linguistic context,
sotoois ¢ (2010, 43).

The graph wang = means ‘death’, but by extension it can also mean

‘discontinuation’, ‘demise’ or ‘cessation’. As Qiu Dexiu #%4g, iz points out, the trope

Shiwang %= can be found in the Mencius 6.B.21 (2004, 303):

FAw oL R F LA ES S R HAE T

Mencius said, “After the influence of the true King came to an end,
songs were no longer composed. When songs were no longer composed,
the Spring and Autumn Annuals were written.” (Lau 2003, 178-81)

It follows that ¥~ in =T [ ” can possibly be translated as ‘when poetry
was no longer written’, ‘without poetry’, or ‘no poetry’ (Sheng 2005, 87). On the
other hand wang = is the ancient graph for wu i, meaning ‘no’ or ‘nothing’. It is
used as an adjective to describe the negative or the opposite of a thing or situation. In
a coetaneous bamboo manuscript entitled “Xing zi ming chu” (5 & ) of the
Guodian corpus, a similar expression can be found: “ ™ 4 g2 5 4, = T F”
(while all human beings possess inborn nature, the heart/mind has no fixed
intention).>® In this expression, wang = stands for & and is a contrast to the word
you 3 . Whether = is taken to mean ‘cessation’ or ‘no’, it is an attribute clearly
carrying a negative meaning.

The Chu character i is an erstwhile unknown graph on whose meaning
scholarly opinions are divided. Ma Chengyuan proposes to read it as li 4 (detached),
citing examples from ancient texts where it is found but has not clarified its
contextual meaning (Ma 2001, 126). Other scholars have suggested different
readings: lin ¥ (stingy) (2001a, 302-6), lin #% (adjoining), min ;i (obliterate), ling

% Modified from Shirley Chan’s translation, see Chan, S. 2009, 365.
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& (torise), lian % (to pity), min ¥ (unintelligible) and so on. Li Xueqin asserts that
it should be read as yin *£, meaning ‘hidden’ or ‘undisclosed’ (2002d, 31). Agreeing
with Li, Qiu Dexiu’s etymological study traces the root of *& from £ (Qiu 2004,
292-306). It ought to be pointed out that if *£ is identified as & on this slip it is
written differently as [ on slip 20. Chao Fulin concurs with Li but contends that the
word does not mean ‘hidden’ (2008, 23). Citing the expression “yin ji er wo” (*£ ™
@ ) ([Mencius] lay down, leaning against a low table) (Lau 2003, 95) from the
Mencius 2.B.11, Chao claims that *£ means ju 4% (to occupy) and by extrapolation,
juni #7;% (be confined to). Chao proposes that 3% & *£ & means that poetry should

1

not be confined to expressing intentions but also emotions. However, this
interpretation is problematic as it pre-empts the ensuing comment 2 & *£ -, which
places emotions within the orbit of musical expression. If Chao’s rationale is applied
to music, it begs the question that if music is not confined to expressing emotions,
what else will it express?

Likewise by phonetic borrowing Li Rui (2002, 397-8) reads f& as X, which
can be written as hun - or e all meaning ‘unintelligible’. Thus Confucius can be
quoted as saying that in poetry, music and literature, there is nothing unintelligible.
Liao Mingchun initially reads [ as min ji, meaning ‘to vanish’ and asserts that 3%
& A & is the double-negative way of saying ¥ % & (Poetry expresses purpose —
see previous discussions). Focusing on a part of the pictograph (as is the standard
practice in philological studies), in this case X (the lower right part of &), Liao
asserts that this graph could be written as {¥, then wen ;¥ , which stands for its
contemporary form wen %, as in the binome wenluan ¥ ¢ (disorderly) (2004a, 58-
9).°” Liao’s interpretation is thus: poetry, music and literature do not express
disorderly intentions, emotions and language respectively.

As this bamboo slip is broken at the end, only a part of the last pictograph is
revealed. Ma Chengyuan reads it as yan % (speech) (2001, 126); Li Xueqin
contends that reading it as yi & (meaning) would make better sense, given the
similar structure of the upper parts of these two graphs (2002d, 31). On the other

hand Cao Jianguo claims that < #& *£ < could have been an inscription or copying

*" In discussion with Liao in Sydney in January 2011, see also Liao 2008, 440.
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error; the original text should read % & *£ < . Cao cogently argues that the graph
wen < during the Chungiu period mainly referred to decorative patterns rather than
written text, and that Confucius had taken % more seriously than < (2010, 45). In
fact = has been a polysemic word since Confucius’ time; it may also signify
principles, accomplishments, and includes the classical texts of the Shi %, Shu %, Li
#, Yue # etc.”® Cao’s arguments can be reinforced by the expression gi yan wen
“H = <7 (its lyrics are cultured) appearing on slip 2 instead of # ~ = . In fact <
and 7 are both nouns; < can also be an adjective but is hardly ever deployed as a
verb whilst 7 can be a verb but not an adjective. If < & *£ % is not a copying error
as Cao has suggested, it only shows that the distinction between < and 3 as nouns
is fuzzy. In “Kongzi shilun” % refers to text as in “# 3 < ”, whilst in the Mencius
~ denotes text in “% 12+ I g, *Infact * and = were as interchangeable then

as they are now. In most transcriptions, such as that of Jiang Guanhui and the
translation by Krause, ¥, % and < are rendered as poetry, music and literature in
general (Krause 2008, 50). Liao Mingchun points out that :#, % and < (or % as per
Cao) specifically refer to the poetry, music and lyrics of the Odes (2001a, 306).

To sum up, if & is read as ‘hidden’, then %~ *£ 3% may be translated as:
‘Without poetry, intentions would be hidden’. Krause’s translation — “Poetry does
not contain hidden sentiments. Music does not contain hidden emotions. Literature
does not contain hidden language” (Krause 2008, 50) — is a succinct literal
interpretation but it warrants critical review. Firstly, as previously discussed & (as
in =T &) could be better understood as ‘intentions’ or ‘purposes’ than
‘sentiments’. More importantly, the claim that the sentiments, emotions and language
of these art forms are plainly discernible (not hidden) is debatable.

As previously mentioned, in Confucius’s days the Odes is simply called the

Shi but when the word music is mentioned, it can refer to music that may not be

¥ See % + 2i5E Analects 5,13 “2 3 2 < %7 is translated as ‘the Master’s accomplishments’ (Lau
1992b, 41) and in 7.25 % ~ {7 ~ & ~ % where wen is translated as ‘culture’ (Lau 1992b, 63). Legge
renders wen as ‘letters’ (Legge 1994, 1 & 2:202). Chinese exegetes consider wen to mean
interpretations of the classical texts and the Six Arts, as in the Huangxhu 2 z&: H & fEge&3) 2 2 ;
and the Lunyu jishi # 3 & §#: <= —'ﬁ v 3% 4 2 #3 2 % - ” See Cheng Shude 1990, 486-7. In another
part of his monograph Cao states that “*73j <2 ‘<’ H4pL 3 i 4+ %7 (wen is the classical
scripture of the sage kings) (2010, 133).

%% See Note 15.
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associated with the Odes, such as the music of Zheng #% % which Confucius

denounces (Analects 15.11). Chen Zhi asserts that during Confucius’ time, the music
of the Shang dynasty, which was different from those performed for ritual purposes,
was still existent in the previous Shang principalities (2009, 312). Thus it is unlikely
for Confucius to say that all music expresses no indecent emotions. Despite the
generality of # and <~ as referents, within the overall linguistic context it can be
safely assumed that :¥, % and ~ here meant the poems, the tunes and the lyrics of
the Odes.

What remains to be clarified is how the Chu graph & should be read. Liu

Xinfang supports the reading of the graph as ‘hidden’. He further claims that ;%= *Z
& and 3¥ = % are categorical propositions that distinguish poetry from non-poetry
such as those loosely rhyming writings. ®° Strictly speaking, ¥~ "£ % and 2% &
do not conform to the schema of a standard-form categorical proposition as

prescribed by logic.®! Furthermore, how is *& % (hidden purposes) defined? It would

appear that in general the ‘purposes’ of the prosaic writings are less obscure (less
hidden) than most of the Odes. The rationale bedecked in logic cannot be applied to

# = £ & as the situation becomes a collocational clash: whilst poetry can be

distinguished from non-poetry, what music is there to be distinguished from non-
music? Liao Mingchun aptly points out that Confucius would be labouring the
obvious to say that poetic sentiments, musical emotions and literary language are not
hidden (2008, 438). In fact the Confucian approach to interpreting the Shi has never
been a simple exercise, which indicates that the purposes of the Shi are not plainly
intelligible. An excellent example of this is when Zixia discusses poetry with
Confucius, the sudden change of subject from pulchritude to the art of painting and
then the practice of rituals is hard to follow.%” If the Shi intentions, emotions and
language were not hidden, then there would be no need for Confucius to comment on
the Shi and for “Kongzi shilun” to be written, and the commentarial tradition of the

Shi cultivated over two thousand years would not have bred so many conflicting

% Liu quotes prose such as “Yucong” of the Guodian corpus 3% & ¥ fj 35 %, “Fu - Rhyme-Prose
Poems” and “Working Songs” of the Xunzi 3 =+ - &%, = 4 and “Weili zhidao” of the Shuihudi
Qin bamboo slips A7 3 % f§ 5 ¢ 2 iF, which do not clearly utter their purposes (2003, 6).

61 See Copi and Cohen 1998, 222. A categorical proposition is about classes or categories, affirming
or denying one class is included in another class, in whole or in part. 3~ *£ % lack a quantifier (such
as ‘all’ or ‘some’, for instance ‘all’ shi express zhi or ‘some’ shi have no hidden zhi.

82 2523« x> Analects 3.8, see previous discussion in Chapter 1.
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interpretations. Furthermore as previously discussed, of all the poetic languages only
fu can be said to be plainly discernible narratives and descriptions. If poetry does not
have hidden intentions then bi and xing would not have been established as methods
of poetic expression. This is not to say that the Odes are entirely unintelligible; on
this point Van Zoeren’s observation is well put: the intentions and purposes of the
Odes are “self-revealed and yet requiring interpretation or certification” (1991, 59);
so are the emotions of the music and the thoughts of the lyrics. It follows that [#
cannot simply be read as ‘hidden’. Liao Mingchun’s reading of [& as wen % appears

to be soundly based; its extended meaning of % §* (unseemly, indelicate, indecent)

has therefore been adopted in this translation.

Shangbo Transcription:

X ERG RTINS T AT R LM RTI4TN Ze T B
MBER2e K ER IS E - [2]

My Reading:

LFEM

e
|15
B>
A
-\
=
Fz.
=\
&=
IS
AN
1
|
N
(]

Translation:

. In succession, King Wen received the Mandate of Heaven. The “Song” is about
the great virtue [of the kings]; its music is calm and graceful. Its choruses are
lingering and peaceful. Its thoughts are profound and far reaching. It is superlative.

The “Daya” is about high virtue ... [2]

Annotation:

Although this slip is physically intact, it is a liubaijian with blank spaces at
both ends. The first sentence is incomplete; the two existent graphs have been
transcribed as “# » ” by Ma Chengyuan (2001, 127). Other scholars have proposed
that & can be read as shi p# (time or fortune), shi ¥ (poetry) (Huang Huaixin
2004), and zhi % (purpose) (Liao 2004a, 12), but Chi and Zheng consider it

indeterminate (2004, 8). A comparison of its graphic form with those of its possible

readings is shown below:
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2\ = slip 2 of “Kongzi shilun”

% :#, slip 16 of “Kongzi shilun”

:#, slip 11 of “Ziyi” 2 “Black robe” of the Shangbo corpus

%, slip 10 of “Kongzi shilun”
@ %, slip 26 of “Kongzi shilun”
% :#, slip 1 of “Ziyi” of the Guodian corpus

The Guodian graph % appearing in the frequently used expression “:%=. "

(as it is said in the Odes) in “Ziyi” is a phonetic loan from %, which was written as

5-\ in “Kongzi shilun”. However, as can be seen above, the pictographs of ¥, p*
and & were consistently written in different forms to & within the same manuscript.
Whilst these readings may all be possible by reason of tongjia & i (euphony or

phonetic loan, similar to a rebus), on the balance of probabilities | am inclined to

read it as # in its original form, at least for the time being. This graph is made up of
the radical z_ (in its archaic form * as previously noted), followed by you = , which
symbolizes the right hand, and as such, it is the early pictograph for ## (to hold or to
control) (He 1998, 43-4, 9). According to the Shuowen jiezi, % means “i£, ;2 )iiﬁ
% 7 (ting, those concerned with law and order), whereas #£ is defined as “if ¥ = ”
(%P 2= imperial administration). In the “Book on architecture” of the Shiming # % -

8% %, a Later Han lexicon, # is glossed as “f#, i % % f >t 2 p 2 7 (si, a
place or an office in which a public officer or minister works), with the connotation
that the office is held continually or by succession (that is # 4§ or f#.4). This leads
us back to the definition of = in the Shuowen jiezi: “3% & @&~ ~ (to inherit or

succeed, such as a prince’s succession to a ducal state). As a verb, f# can be found

%3 See Chinese Text Project hub, http:/ctext.org/shi-ming?searchu=%E5%AF%BA, accessed 12 May
2012. A government ministry is called # during the Qin and Han, e.g. dalishi ~ 32 % (the Judiciary).
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in The Rites of Zhou % 4# meaning to ‘control or govern’.®* The word % appears in
three odes ® as an attribute of * —si ren % « — literally means people of the royal

court, °® or more specifically, eunuchs, as defined in The Rites of Zhou.®” Clearly the

graphs of % and f# are pregnant with meanings concerning the royal court and
rulership, making it possible that & may stand for ## or ;5 (to rule). Although their

interchangeability has yet to be found in other ancient texts, their alternative reading

is permissible by way of tongjia.®® Furthermore, recorded in “King Wen as son and

-

heir” ~ 2 & 5 of the Liji are two passages about King Wen as “the eldest son by

the proper wife, [he] was employed to ascend, take precedence in partaking of what
had been left [from the ancestral worship].” (“% 4 % & 12 + f#”) (Legge 1967,

1:357) Thus, given their phonetic and semantic affinities it stands to reason that 2
may be read as f# or ;. However, this reading remains to be a postulation as it very
much depends on the missing words that would prescribe the context of & in the

manuscript.

The pictograph 23; has been identified as ping *z, or the modern script = (flat
or level) in “«g » T 4g» ” (Ma 2001, 127). Huang Dekuan et al contend that *=

should be identified as 3% (2001, 127); other scholars note that it can also be glossed
as pu ;&, pang %, and guang & (all meaning big). The meaning of this pictograph

>

has to be understood as an attribute of de 4t (virtue), thence = 4g or & & means

map e xR E e np A s and in B oF P s g H A pRE 0 (Lau
1993, 1, 27). The Rites of Zhou, “Tianguan zhongzai”: ... to be in charge of the ministry and be in
control of governing the state. “Diguan situ”: to be in charge of the ministry and be in control of the
timing [of transactions]. Noteworthy is the meaning of zhang % and the compounding of sizhang f#
¥ as a term, which has the meaning of ¥ or # (to hold, control).

% See Ode 126 # #%, 200 + i, 264 p& 1.

%1t is noted that Ye Shuxian has cited similar references in glossing the term % 4, arguing that it
meant the castrated, androgynous priest-administrators who were the very early “poets” of primeval
times (1996, 147-52).

67 mze . x T % % “Tianguan zhongzai” of The Rites of Zhou: “& + : ¥ 21 2 p A 2 L g2 0 4
--+” (si ren [is the person] in charge of orders of the consorts and the female members in the palace
(Lau 1998, 14).

% Although + and & are both pronounced si in the modern vernacular, their archaic phonetics are
different. They both belong to 2. #% (the phonetic series of zhi), within which # is categorised under
-+ (the duan ‘onset’, Karlgren calls it ‘initial’) whereas f# belongs to == (the xin onset) (He
Linyi 1998, 43, 112). Phonetic loans between these phonemes are permissible as evidenced by an
example in the Shuowen jiezi s.v.: “#it > -+ o & F > £ #7 and “pg > ¥ p » o jEp > £ H 7
Both +# and pa are pronounced as zhui £ but & belongs to the duan onset while p& belongs to the xin
onset. Another possible phonetic loan is 7> of - 2% (the ding onset of the zhi series) (He Linyi
1998, 57).
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great virtue (Cao Jianguo 2010, 48-9). Jiang Guanghui glosses it as £ and renders £
i, as &t 2 4% (the accumulated virtue [of the ancestral kings]) (2002a, Krause
2008, 53). Other possible readings include: ‘= g, (bright virtue) (Xu Quansheng
2002, 371); ¥ 42 4t (harmonious, unbiased virtue); = ¥ 2z 4t (the virtue that
brought peace); - % 2 4¢ (ordinary virtue), and so on.®® Huang Huaixin rejects all
these and argues that g, here refers to the characteristics of the “Song”. Thus -* 4,

Huang claims, describes the tranquil and harmonious characteristics of the song
poems (2004, 237). Huang’s contention is that not all the song poems depict the
theme of virtue thus 4g has to be interpreted as characteristics. Huang argues that
similarly the expression g 4%, describing the “Daya” in the next sentence is about the
lengthy characteristics of the poems. Whilst this is true, in that twenty-seven out of
the thirty-one poems of the “Daya” boast more than five stanzas, it is doubtful if
something so superficial would be worth commenting on by Confucius. The graph 4g
can be read as virtue coherently within the text as the term wangde % 4§, appears on
slip 5 clearly referring to kingly virtue.

As Cao Jianguo aptly points out, ¥ 4g, and g 4t both mean great or high
virtue and there should be no difference between them (2010, 49). What can be
ascertained is that the majority of both the song and daya poems extol the great
virtue of the sage kings and Heaven;™ it defies reasons to have to grade the virtue
lauded merely because the poems come from different sections of the anthology. The
distinction between = and g is therefore simply a matter of rhetorical choice by
the author.

Opinions are also divided on the meaning of {& in the expression “ % = 147,
Liao Mingchun reads it as hou & (fullness of virtue), but this reading repeats the
notion of great virtue mentioned earlier and is thought to be an unnecessary
repetition. Fan Yuzhou quotes the definition of & in the Shuowen jiezi as #& (drawn
out or lingering), referring to the tempo of the music (quoted in Huang Huaixin 2004,

238) but this would be another collocational clash with the word % (to state) and

% In order to simplify the discussion, sources are not cited individually; Huang Huaxin has staged an
excellent summary in his monograph (2004, 233-5).

"1t is noted that some of the daya poems are not eulogies of the high virtue of the kings but
lamentations of bad times and admonitions of perverse rulers. They are nonetheless the minority, and
serve to reveal the absence of virtue.
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pre-empts what is about to be discussed in the next sentence “H # % m &>
Furthermore ¢ here should be a noun whereas & and 5 are adjectives. Many
exegetes gloss it as the progenies of King Wen and King Wu # 2 (Ma 2001, 127;
Huang Huaixin 2004, 239, Liu Xinfang 2003, 7-8). Krause renders it as “later times”
(Krause 2008, 53). Chi and Zheng echo Li Ling in quoting three Odes in which the
character {¢ appears, claiming that it means profound thoughts that benefit later
generations (4= ¢ £') (Chi 2004, 10-1).”* Reading # as progenies or later times is
ambiguous: the sentence “~g » L4~ » % % {&¢” has yet to indicate the anteriority
to which posteriority can be referenced: are song poems mainly talking about the
descendants of the Zhou progenitor Hou Ji ‘=42, or simply Kings Wen and Wu? Or
are they referring to the times of Zhou after Shang (as Shang poems are also part of
the “Song”), or the times after King Wen only? A cursory survey of the themes of the
forty odes from the “Song” reveals that thirty-four relate to the Zhou kings, the dukes
of Lu and the kings of the Shang, as ritual eulogies of, or prayers to, the kings and
ancestral deities. On only six occasions have later generations ' been mentioned and
the discourses are not prognostic; they cannot be counted as representing the
majority. If {¢ is taken to mean edifying examples for later generations, then too
much meaning has to be imported into the word. In fact the verb % in % & simply

Y4

means ‘talking about’ {$, and does not carry any connotation of bringing moral
examples to bear on later generations. Jiang Guangfai asserts that {s refers to hou
wang ¢ 2, more specifically King Wen, King Wu, and King Cheng = 2 (Jiang

2002a). Noteworthy is the fact that King Wen and King Wu are addressed as er hou

-

= % (the two Kings) in Ode 271 § % 3 = & . As a generic term % means

™ See “i & K {4 (ensuring prosperity to the descendants) in Ode 282 “Yong” §; “5 B Brfs”
(Opening the path for the successors) in Ode 285 “Wu” #, and “m & 8 & (I will be on my guard
against future calamity) in Ode 289 “Xiaobi” -] & .

"2 The verse “F 7% i%2_” (Blessed are the decedants) appears in Ode 269 “Liewen” 7] < and Ode 270
“Tianzuo” = ¥; “¥ 7% & 2.~ ([King Wen’s] remote decedents be favoured) in Ode 267 “Weitian
zhiming” s % z_ é. They are supplications to the ancestral deities rather than prophecies of later
times. See also the three odes in note 71. However, “& 7% is also a general term for the noble rank as
opposed to mean future generations, see later discussion on the poem “Datian” + = , slip 25.

" Ode 271 “Haotian you chengming” 8 % & #: “% 2 4 & & » = 2% 2 o ” (Heaven made its
determinate appointment / Which [our] two sovereigns received) (Legge 1994, 4:575). The two
sovereigns were King Wen and King Wu.
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‘ruler’ according to the Shuowen jizi. “* Jiang Linchang quotes from ancient texts
such as the Liji that & and ¢ are interchangeable (2002, 109). If this is the correct
reading, then=g, L4t~ , % % & can be rendered as: ‘The “Song” is about great
virtue, mostly that of the [ancestral] kings.’

The music of the song odes is described as an % and % (phonetic unknown):
when they are sung they are found to be shen ¥ and % . Scholars have generally
accepted Ma Chengyuan’s reading of & as chi #& (slow), but ¥ and ¥ have been
interpreted in other ways. Ma glosses ¥ as xun # and ¥ as chi £ which are
wind instruments used to produce the music of the “Song” (Ma 2001, 127). The 3#
is an earthenware pipe and the j£ is a kind of bamboo flute. However, ¥ and ¥

should be adjectives here thus musical instruments seem to be syntactically

problematic. Other scholars read * as shen # (extended) " which has a general

following. The pictograph ¥, an erstwhile unknown word originally written as g IS
made up of the radical cao 2 (grass) and a component that cannot be identified with
certainty: some suggest to read it as zhi § (a worm), others prefer yi 4 or niao 5 .
Liu Xinfang observes that 5 does not appear in the Chu system of pictographs and
has only been seen once in jinwen £ <, thus instead of ¥ it should be read as %

(2003, 8-9). Following this reading the graph is glossed as % (peaceful, as in the
expression {v % ), ti 4§ (respectful), and dang % (sweeping); otherwise as niao g, a
type of creeping vine that connotes the idea of extending and stretching (Jiang
Linchong 2002, 110). There are other variations such as: yin 3! (leading), yi %

(continuous), di ¥£ (structured), ti & (far) (Huang Huaixin 2004, 240), xun % (long)
(Zhou Fengwu 2002, 153). Huang Dekuan et al trace its root to xun % and by
euphonic transfer, to tan % (long) (Huang 2007, 87). The list of possible readings

may not be exhaustive. | am inclined to follow Liu Xinfang’s reading of this graph as

%, as he points out that % can be found in the Guodian corpus (2003, 8-9) whose

pictographic forms are reproduced as follows for comparison:

" Shuowen jiezi S.v. 2 {23 & M E L o R A2 A 0% L A w3 > &S 2 0o M N T o
w ’%;{—"ﬁ » % %% o (Hou means ‘king’. The pictograph takes the form of ren, issuing orders to all
quarters.

7> Shuowen jiezi s.v. 2% f23 “% ”: “% % 2 - ” (a large-sized girdle) By extrapolation, shen % may
mean long and extended.
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¥
g to be read as % , slip 2 of ‘Kongzi shilun’
sp % ,slip 5 of “Zundeyi” £ 1g 3 of the Guodian corpus
%, slip 36 of “Yucong 173% # - of the Guodian corpus

% % ,slip 23 of “Yucong 2”35 #.= of the Guodian corpus

/% %, slip 24 of ““Yucong 2” of the Guodian corpus

Thus “¢ @ % ” would seem to be the right description of the song choruses, as Fang
Yurun observes, the music of the “Song” is “deep and soft ... unhurried and
lingering, solemn and calm (% § ic @ 4 -t g @ f-%, &% w#F)” (1986, 575).
In Western music it is adagio grazioso (slow and graceful) as we know it today, a

tempo that is most appropriate for ritual and religious music.

2

In the expression “ % % ” the word I can be translated as the ultimate, the

superlative, or the sublime. The context seems to suggest that it refers to the music,
the tune and the thoughts as having reached the utmost (Krause 2008, 600).

Shangbo Transcription:

S EEMABREELRE2SE2LATAVLEEARLZREN X
TERITEEA=HEREZEX - [3]
My Reading:
el ] -0 % CHE % 4 ‘
SR RAGE A aHE BTy BBL oG e i 4 [3])
Translation:
[The “Xiaoya” is about ... virtue;] it mainly talks about difficult times with a
sense of discontent and regret, [reflecting the] declining social conditions and the
[rulers’] lack of virtue. The ‘Bangfeng’ embraces many things: it makes extensive

observations of the social mores, manifesting the common people’s mundane bucolic

life. Its lyrics are cultured; its tunes are pleasing. Confucius said, “If only ...” [3]
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Annotation:

According to the context, the missing words of the opening sentence can be

filled with “...[][*2]J[#]~ * (Huang Huaixin 2004, 242; Ma 2001, 129). For the

same reason Pu Maozuo suggests that -> 4g, could be added (Pu 2002, 23) but it is felt
that whilst -> as an attribute of 1g, is acceptable, the actual word to be inserted is less

certain.’®

The pictographs g and g have been identified as juan {§ (transcribed as %3
and tui :¥ (standing for dui #) respectively (Ma 2001, 129); both carry the meaning
of discontent or regret. Other readings of # include zhang ;% (deep or thick), and
fei 2= (unspeakable). Li Rui reads the sentence as % % #t@ %5, i34+ inwhich :2
means huigai {#=:< (penitence) (2002, 399). Huang Huaixin lists over half of the
seventy-four odes of the “Xiaoya” that evince a sense of discontent or regret arising
from social decline and other difficult situations (2004, 243-5). Quoting textual
precedents, Cao Jianguo argues that %3 ¥ should be read as yuanwei 2, both
meaning bing ;5 (difficulty rather than illness) (2010, 57). Liu Xinfang claims that
#t here refers to F* #2 (demanding an answer) whereas 2 should be read as-is and
not #. By i¥ he suggests that it means to reduce; #%2:¥ as a binome means to
denounce the rulers’ lack of virtue (2003, 13). However, 72 # should best be

glossed as discontent in terms of the context.

Ma Chengyuan asserts that % refers to the degenerating social conditions and
.]- refers to the lack of virtue on the part of the ruler, which were situations reflected
in many of the poems of the “Xiaoya” (2001, 129). Chi and Zheng consider |- to be
a reference to the limitation of poetic themes (2004, 9) and Huang Huaixin suggests
that it meant the short lengths of the xiaoya odes. Krause’s interpretation of |- is
“pettiness” (2008, 60) which may be pointing to the shrunk poetic compass when
compared to the august “Song”. The transcription and interpretation adopted here is

22 # (discontent).

"® Recorded in another Shangbo bamboo slip (but not part of “Kongzi shilun™) is the text “-> 72 4¢ 2
o ﬁ;—"ﬂ" » 7 (the “Xiaoya” is about the dissipation of virtue) (Ma 2002, 129).
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The ‘Guofeng’ was originally known as the ‘Bangfeng’; the change was

brought about by taboo during the Han as the Emperor was named =% Bang (Ma
2001, 129). Ma asserts that ;% stands for 4 (both pronounced as pu); Li Ling reads
7% as bo %, both mean ‘wide’ or ‘extensive’. Pang Pu suggests a differently
punctuated reading: 2 3~ E > BLA 3 5 (2002, 236), but the overall meaning
of the sentences has not changed significantly.

The expression liancai ac#t has attracted widely different interpretations.
The term was a local government post of the Zhou, filled by people from the lower
class known as shengie (5 %) as workers responsible for the collection of vegetables,
fruits and edible plant roots.”” The word # means ‘to collect’ and 44 means ‘the
materials collected’. Ma takes the view that “= at+4” metaphorically refers to the

masterpieces of the poems collected in the ‘Bangfeng’, reinforcing the idea that the
feng poems were collected by officials of the royal court (2001, 130). Wang Zhiping
echoes Ma but reads acit as at=x, the act of collecting poetry (2002, 211). Liu

Xinfang reads da < as a verb meaning ‘to elevate’ and ++ includes both materials,
information and talents, which can be written as cai - . Liu claims that when

materials or information (for instance, knowledge of fauna and flora as Confucian
has once mentioned) “® and talented people were depicted in the poems, the “Feng”
produces a composite picture of social life (2003, 17). Whilst the feng poems are rich
in their depiction of things, only on a few occasions does it single out people’s talent
as a theme.”® Huang Huaixin’s interpretation is simply that the “Feng” has collected

a large amount of information (2004, 249). Cao Jianguo argues that {4+ (materials)
stands for 4 (talented people) quoting “®~ ¥-ac 4 ” (selecting the virtuous and

assembling the talented) in “King Wen as son and heir” of the Liji. Cao examines in
detail the education system of the Zhou and claims that Confucius emphasizes the

utility function of the feng poems of assembling talented people. Whilst the “Song”

" *Diguan dasitu” of The Rites of Zhou % 4+ T « + # #. “Twelve offices are instituted in the
cities and districts of the state to serve the people, the first is the office of agriculture ... the eighth is

the office of produce collection ... (SEHF -+ F = 7 ZNRFREE > @ LFF X 1 - 0 fjfh N ¢ ac
#1--+)”. Also see “Tienguan zhongzai” * F % % : “Instituting nine posts to serve the people, the
eighth is shengie [responsible for] collecting green groceries... ™/ 4 BRizjg 2 @ ---~ v § % » Rak
fiznd -,H— o

78 See Analects 17.9.
" For instance, Ode 106 “Yijie” j& £ praises the artistry of an archer but such themes are few.
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depicts ritual occasions and kingly virtue, Cao claims, the “Feng” depicts the virtue
of individuals. Despite Cao’s impelling argument he has yet to establish the
connection between the assemblage of the talented and the “Feng”. Cao quotes Liji to
prove that the Odes as a whole was part of the curriculum in the imperial academy
but of all the evidence quoted; there is no direct reference to the “Feng” in particular
being used to assemble talented people (2010, 49-56). By his own admission, the
selection or appointment of the talented was only an ideology rather than the practice
during the Zhou (2010, 55). That the Odes is a pedagogic tool is surely a Confucian
tradition, but being an instrument of instruction is not the same as a mechanism for
assembling and recommending the talented to take public office, which is certainly
the work of the educational institutions and not the Odes, or the “Feng” in particular.
Huang Huaixin’s interpretation of “~ ac++” as a large collection of materials
within the “Feng” might be the simple and relevant answer. Liu Xinfang touches
upon the salient point that the “Feng” depicts an important element of the social life

at the time but the argument might have to be restated. If < is read as a verb as Liu
has suggested, it would literally mean ‘aggrandising’, which can be understood as
‘manifesting’ within its context. As at+1 refers to the lower echelon of the society
involving in the collection of produce from farms or in the wild, it could
symbolically stand for the quotidian and bucolic life of the common people, a theme
that the “Bangfeng” foregrounds. This reading is underscored by the reference of
jianmin g % (common people) on slip 4.

Literally “# #-x% > means ‘its sound is well-meant’ or as Krause puts it, “its
voices [are] kind” (2008, 60). When sheng #- is mentioned in the Analects it is
understood to refer to the music or the tune rather than the lyrics of the poems.®
Yang Jun # & claims that the moral of “Guofeng” is the actualization of li through
imagery and symbolism. During the dianyue & % (ceremonial receptions) of Zhou
times feng poems were sung accompanied by music, and dances were performed
when participants savoured the moral messages of the pieces (2007, 1-4). However,

according to “Xiangyin jiuli” in the Yili k48 - 7% 4ciFpg, the ya poems and the

8 Analects 15.11: “z %K #---- #% #;% ---” (Banish the tunes of Cheng.... The tunes of Cheng are
wanton---) Analects 17.18: “ & #r #-2_ - 72 % .. ” (I detest the tunes of Cheng for corrupting classical
music.) (Lau 1992b, 151, 177)
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music were also sung and played on those occasions.®’ If & means the morals of the

dianyue pieces then it should not be referring to the feng poems alone but also the
song and the ya odes. Without over-reading the text the interpretation adopted for

“H -7 is: ‘its tunes are pleasing’.

Shangbo Transcription:

HEF TR eBZRRMHZIT Aot ET ZE AR ERZ X
BB R=2FFEIT B LW ET 2 [4]

My Reading:
e[t ][F]e s FHEBRT R R Az o B ) BRde? e (2Mh £ o R

23 BRY T2 qe o Brows semde ? [0 i [H[l[e]l ] e o [4]

Translation:

... [Confucius] said, “The Odes is like an enormous door. It allows the common
people [to let themselves out] freely.” How do they put their mind to speaking out
[freely]? [I] say, it is all in the “Bangfeng”. When the people have grievances, or
when conflicts arise between superiors and subordinates, how do they put their mind

to speaking out [freely]? [I say] it is all in the “Xiaoya”....” [4]

Annotation:

Slip 4 is another liubajian, the blank spaces of which can be filled by adding
‘3t 3 before v at the beginning and ‘v : -] 2 §_+ ’ at the end of the slip, in
conformity to the textual format of parallel discourses. Thus the first half of this slip
contains commentary on the “Bangfeng” and the other on the “Xiaoya”. Jiang
Linchang does not make this differentiation and treats the commentary as a whole to

be on “Bangfeng” (2002, 112).2? Li Ling suggests that there may be a missing slip

8 The ya poems or music sung or played during such occasions include: Ode 161 “Luming” & 4,
Ode 162 “Simu”w= 3+, Ode 163 “Hunaghuang zhehua” 2 ¥ JF‘]‘ #, Ode 170 “Yuli” % §, Ode 171
“Nanyou jiayu” & 3 £ 4, Ode 172 “Nanshan youtai” = . § 4% etc. There are also titles whcih
cannot be found in the received text of the Shijing.

82 One may query the insertion of -] & here despite the clear rhetorical pattern suggesting nothing
otherwise is appropriate. However, the “Xiaoya” is known to express people’s grievances and
disharmony (% 2 F R &~ >+ T2 7 ﬂfr—‘ﬁ) not found in the other sections of the Odes. Sima
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that should follow this slip (2002, 40). The bamboo text shows a punctuation mark
after the graph ™, but there are doubts if it is an inscription error; if it were then the
sentence should read # H #%-T g ? p¢ X @ 2 ---. On this point scholars
consider it indeterminate (Liu Xinfang 2003, 18) but my reading is based on the text
as punctuated and yu £ is taken to mean ‘give’.

The previously identified graph *= appears here in a slightly different from

ﬁ1 with the short horizontal stroke on the lower right moved to the top. The
previously glossed meanings are all relevant and likewise it has to be interpreted in

conjunction with the word men ® (door or gateway). Ma Chengyuan notes that
pingmen - ™ may refer to the name of the city gate in the Warring State of Wu £,

but adds that within the context it may simply refer to a wide gateway (2001, 130).

Other readings include guangmen A& ™, pangmen % f® or % f* (a wide doorway or
gateway); ¥ F® (a door neither too big nor too small for everybody’s access);
fangmen 3# F* or f# * (a door to deny access of the evil or evil influence); but f# F*

may also refer to a gateway of a protective dyke of a walled city (Li Rui 2002, 398-9
and Chi 2004, 9). Still others propound the idea of hengmen #F or ¥ ™ (a door

that eases traffic congestion), and zhongmen & f® (a door to admit the good and
ward off the evil). Huang Huaixin believes that it should be read as == ™ and glosses
it as the categorization or divisions of the Odes (2004, 256). reads it as shengmen #-
f®  (larynx) with the explanation that the Odes, as the voice of the heart, are a
doorway to the soul (cited in Huang Huaixin 2004, 254); similarly Jiang Linchang
regards F* as the human mouth or the channel for voicing concerns (2002, 113). Liao
Mingchun interprets it as pangwen % # (vast information source) referring it to the
rich content of the Odes (quoted in Huang Huaixin 2004, 253-6).% It is felt that the

key to the text lies not in the adjective describing the door or gateway but in the door

or gateway itself, which can be understood metaphorically as a means or an avenue

\%\.

of poetic expression. The pictograph #= as an attribute modifying such an avenue

Qian’s comments are relevant: /| #2353t @ % §*” (The “Xiaoya” expresses discontent in controlled
measures) & & § 2 7| @ (Siman.d., 185),and “+ 73 X X A A L F R o TR 2 A
” (The “Daya” depicts the great virtue of kings and dukes benefiting the common people, the
“Xiaoya” lampoons one’s own vicissitudes) # 5 4p4c3| @ (Siman.d., 251) — my translations.

8 As summarized by Huang.
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would naturally subsume meanings of width and levelness, implying easiness and

freedom of expression.

Ma Chengyuan glossesﬂas jian § , which is equivalent to i (lowly) but

declares 5&'5 (transcribed as 4%) an unknown word (2001, 131). Liao Mingchun reads
§ as B and then shan & by phonetic borrowing, and 4% as yu #& (abundant) and
reads the sentence as i % @ #5 2. (be amicable to the people and make them
abundantly provisioned for) (2004a, 75). However, he does not explain how this
reading is relevant to the context of the Odes or “Bangfeng”. In fact the feng poems
explicated in the manuscript do not seem to embrace such a theme. Other scholars
read § as can #, or zei B%, both meaning to hurt; or jian &r (to imbue) (Li Rui
2002, 399), all of which, as attributes of min % (people) seem far removed from the
contents of the Odes. Cao Jianguo asserts that 5 should be read as it is, for it means
‘less’ or ‘little’ (2009, 55). Thus § =% and p % synonymously refer to lowly or
common people echoing the earlier depiction of them as &t{+ on slip 3. This

interpretation has a general following and is thus adopted for the purpose of

translation here.

=
A closer look at the pictograph ag reveals that it is made up of the radical gu
% (%) and the component xiang % (¥ ) rather than tu % (%), whilst & could

have been a variant of yu = (& ). More scholars now prefer to read it as yu ¥j
(pleasant), which stands for yu #& as mentioned earlier, or yi i% (leisurely) which is
Chen Tongshen’s reading (2004, 259), yuan % (discontent), juan #& (bright), and
juan 4% (abandon). The last three readings do not collocate semantically with the
rest of the sentence but 4z, ¥ and i% connote easiness and freedom of action, which

befit the context.

The term yongxin * .~ was a common expression during pre-Qin times,

meaning ‘to exert or apply one’s mind to a cause’.®* Ma’s reading of bajuan % 1%

has been queried by scholars who prefer to read it as gieyuan %E;’:Z (personal

8 See Analects 17.22: Confucius said, “The man whose belly is full all day and who does not put his
mind to some use (---4¢ & ¥ p > & #r* & --+)” (Lau 1992b, 178-9); the Xunzi 1.6: ... its mind is
fixed on a constant end (* «~ - = )” (Knoblock 1988, 1:138).
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discontent), or puhuan 7 & (sickness) but the general consensus is gihuan & &

(grievance) (Huang Huaixin 2004, 259).

The graph + is marked as a combined word for shangxia + = which Krause

translates as “upper classes” and “lower classes” (2008, 60). This may be literally
correct but factually debatable. The disharmony aired in the xiaoya poems were not
motivated by class struggles in the modern sense of the term but were mostly

complaints against one’s peers or superiors including atrocious sovereigns, wicked

85
l.

ministers, incompetent officials, or simply the establishment in general.”™ However,

as the source text does not spell out such distinctions, ‘superiors and subordinates’

would appear to be a better translation of + = than ‘upper and lower classes’.

Shangbo Transcription:

RENRTETZHRR L =—F G E e ZRB R EZEBERTT
EREZ LBERIT B & ... [5]

My Reading:
[E R ] 2 [ ]:[x]le] 2 - % N3 Efede o v A EL o R 24ES

T h e EERAM UEH A e gk AR F e “hve[wln]
(5]

8

Translation:
...[ How...I say, it is all in the “Daya”]. How do those who have great achievements
speak their mind? [I] say, it is all in the “Song”. “Qingmiao” speaks of kingly virtue.

It is supreme: [the celebrants] took revering the rituals of the ancestral temples to be

8 Examples of such poems are: the implied author of Ode 185 “Qifu” #F ¥ was a royal guard
satirizing an incompetent war minister. Ode 198 “Qiaoyan” ¥7% is about a minister satirizing his
traducer. Ode 200 “Xiangbo” % i© was signed off by a eunuch whose castration was the punishment
brought about by slanderers. The implied author of Ode 204 “Siyue” = * was an exiled minister.
The implied author of Ode 205 “Beishan” #* .. was a petty officer complaining against the
establishment for being unfairly treated. Ode 219 “Qingying” 7 #% is about a minister’s complaint to
the King for having been slandered.
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their essential duty, and the adoption of King Wen’s virtue to be their attribute.

“Respectful and harmonious [were the celebrants....”] % [5]

Annotation:

The ancient graph = often stands for 3 , which is what Ma Chengyuan has
identified here. Li Rui and Liao Mingchun both read it as you = (to conduct

sacrificial rituals, or to repay or reward) (Li 2002, 399) but as Huang Huaixin points

out, i has not been seen in ancient texts to mean conducting sacrificial rituals, and
that s = # (repay success) is semantically not permissible. It is reasonable to
assume that the sentence “7 = #% i 4= is an ellipsis of § = = 3 H * . 3 4,
following the rhetorical pattern of previous discourses (2004, 260-1). Here the

“Song” is collocated with = 7, a notion that is also explicated in the “Great
preface”:
/‘lﬁiﬁ s igf‘giﬂyg » 1L H ,;uﬁ%vs:«gé 2 ;FL’(J’, o

The Sung [“Song™] is so called, because they praise the embodied forms
of complete virtue, and announce to the spiritual Beings its grand
achievements. (Legge 1994, 4:36])

There is a major break mark after the discussion of the “Song”. The verse “%
< 2_4¢” is the fourth verse of “Qingmiao” (Ode 266), “# % ---” is the second verse,
to which ‘% 4a> can be inserted. Ma Chengyuan identifies £% as ye % (enterprise)
(2001, 132); Li Ling reads it as zhi & (quality) having regard to similar graphs
found in the Guodian corpus (2002, 41); Zhou Fengwu glosses it as nie g (sprouting

from regrowth) (2002, 158). However, it is felt that virtue cannot be practiced as an

enterprise therefore % does not seem to be a good interpretation. According to Chi
and Zheng g implies that King Wen’s kingdom had once discontinued before
regrowing which was historically not the case (2004, 18). Among these readings &
seems to make the best sense, as it is a parallel to 7. However, as F has to be
upheld or put into practice (%), it cannot be rendered as one’s innate quality or

nature. The closest translation is perhaps ‘attribute’.

8 <4 has been traditionally glossed as the assistant celebrants (Fang Yurun 1986, 577). Huang
Huaixin propounds that it meant the chief celebrant presiding over the ritual (Huang 2004, 216)
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Huang Huaixin supports Li Xueqin’s idea to place slip 1 after slip 5 thus the

reading becomes: “--#cx B 2 Al 0 1A H ko A 224k A B o A A
- [8] =25 2272 - [1] " Huang argues that 2 is a verb that

means ‘to rule’, and “{7 4+ § # § 7 2 ' actually refers to King Wu vanquishing
King Zhou 4 2 of the Shang (2004, 265). However this reading is untenable: firstly

the text does not show any endophoric reference to King Wu. Secondly, King Wu’s
campaign can hardly be read coherently with the temple scene of ritual celebrants

portrayed in “Qingmiao”. Thus this reading has not been adopted.

Shangbo Transcription:

RNV EERE NG ERGEXERG e ER2efl=Ht
Mt Re X EERERELHH-- [7]

My Reading:

“.... . E’E’!?F)‘*Pﬁ ’0“4(:%5%7(_%LQ4” 3B &
Z_s oA FLF e e gl 4| é}_\:'gi_‘,\;‘l;; B E B S [7]
Translation:

...“[God said to King Wen, 1] appreciate your resplendent virtue.” What does it mean?
It means King Wen’s sincerity. “The favouring appointment was from Heaven, /
Giving the throne to our king Wen”. King Wen was appointed because of his
sincerity. Confucius said, “This is a providential mandate! King Wen made perfect
his own virtue, but could [that alone make him king? No.] This had to be a

providential appointment.” [7]

Annotation:

This is a liubaijian with a broken tip and blank spaces. The bamboo text “|f
fi P 4% has shed new light on the perplexing couplet “# 3} = 2 ~ = {fLp? 4¢.” of the
received Ode 241 “Huangyi” 2 4. A literal translation of this verse is: ‘God said to
King Wen, “I have bright virtue...”” (Pang 2001, 234) in which % means ‘I’, God

the speaker. Scholars in the past have found this puzzling, as it sounds like God is
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justifying his virtue to King Wen. Exegetical authorities like Zheng Xuan thought it
necessary to gloss huai % as gui §F, meaning ‘to appreciate’ (2001a, 27),%" to which
Chi Hsiu-sheng adds that i means kui 4 (give). In Chi’s words = {fF" 1g is ‘I give
you bright virtue’ (2004, 19). Whilst this interpretation is circuitous, the bamboo text
“HUE PP 4> ([1] appreciate your bright virtue) would seem to be a more logical and
direct expression. It also conforms to the rhetorical pattern of the ensuing verses: “33
B ~FE s U4 s &R e - (Take measures against the
country of your foes, / Along with your brethren, / Get ready your scaling ladders, /
And your engines of onfall and assault....) (Legge 1994, 4:454) This has prompted
Pang Pu to suggest that the transmitted text < {®p 4% could have been corrupted
and the original verse could have been % g P 4% (2002, 233-4). Liao Mingchun and
Li Rui propose to replicate what has been quoted in the Mozi “= @ F 4™ by
inserting # before “|f& f P 4, of the bamboo text (Liao 2001a, 273; Li 2001, 126-
9).

The couplet “3 & p % » & < 37 (The favouring appointment was from

Heaven, / Giving the throne to our king Wen.) (Legge 1994, 4:435) is quoted from

Ode 236 “Daming”~+ P . Ma Chengyuan glosses z) as # and notes that it is a loan
word for cheng % (sincerity) (2001, 134). The rhetorical pattern of #[ ]2z~ , not
previously seen in transmitted texts according to Pang Pu, can now be found in the
“Wuxing” of the excavated silk script of Mawangdui.?® Having regard to the context
of the “Wuxing” in which “z%# 2_~ > and “3# % 2_~  appear, Pang concludes that
# also denotes sincerity in the “Kongzi shilun”, thence ‘God sincerely said so’ and
‘God sincerely appointed [King Wen]’ (2001, 234). The question is: does God, the
embodiment of the highest virtue, need his sincerity justified and advocated? Liao
Mingchun reads sincerity as the attribute of King Wen, modifying what God says

about bright virtue in “3%3} 2~ ”, and as the reason for his anointment in “3 & 2

¥ The Shuowen jiezi s.v. “4f.” glosses the word as si & (to consider) and b as the marriage (of a
woman). The Shiming # ¢ s.v. “it” defines it and §f as ‘to return’. See the Chinese Text Project
hub (http://ctext.org/shi-ming?searchu=%E6%AD%B3).

8 The “Wuxing” silk manuscript was discovered in 1973 and has been dated to mid-third century B.C.
(Riegel 1997, 144). As such it is more or less coeval with “Kongzi shilun” in term of the dating of the
artifact but not necessarily the date of inditement. “Wuxing” is also found in the Guodian bamboo
corpus. The Mawangdui silk manuscript comprises the main text and the commentary, whereas the
Guodian manuscript has only the main text which is largely similar to the Mawangdui text (Chen Wei
2009, 180).
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» 7 (2001a, 28-9). An alternative reading of “3#3} 2 » ” is ‘God truly said this’
which is the interpretation adopted by Krause (2008, 59). The parallel usage of 3%
found in the Mencius 1.A.6: “z#4c#_» ” (This being truly the case) (Lau 2003, 12-3)

can probably be cited as support. For translation purposes it can be interpreted as the
familiar rhetoric found in the Gospel of John: “Truly, truly I say to you”.%® However,
the context seems to justify a moralistic approach thus Liao’s reading is adopted — ‘It
means King Wen’s sincerity... King Wen was appointed because of his sincerity.’

&
The graph ¥ has been identified as & which, as Ma Chengyuan points out,
stands for he & (how or why) by way of tongjia (2001, 135). Liao Mingchun reads
it as he ® (2001a, 39) but this does not change its nature or meaning as an

A=
=

interrogative adjective. Ma glosses %? as wei *& (only) and as gu &, to be read

as yu 4% (generous) (2001, 135). Pang Pu and others read %% as sui & (even though),
and # as yu #t (desire) (Pang 2002, 235; Huang 2004, 231; Qiu 2005, 866, 921).

The graph 2 is recognized as yi ¢ (already) and is readily distinguishable from g/
which stands for ye » . Some commentators consider = to be an inscription error for
» , which is not uncommon in silk and bamboo texts. As xuci & ' (function words),
% or ¢ makes little difference to the meaning of the sentence; only when = is
used as a verb which means stop, then the interpretation is entirely different. Thus <

2 EE T~ /© ...can be translated either as ‘even though King Wen desired [to be
king]...’, or if ¢ is read as a verb that means ‘to stop or to discontinue’, then the

translation is ‘even though King Wen did not want [to be king] ....” Liu Xinfang

rules out the reading of gu # as yu £t (wish), for King Wen’s aspirations to build an
empire were quite explicit (instead of being just a wish) in view of his planned
expeditions against the neighbouring clans as recorded in the Shiji (2003, 10). Liu
asserts that %? is made up of the radical kou = (mouth) and the component zuo i®
(to do), a graph that is commonly found in Chu texts as wei *& (only). Liu reads %
as qiong # (in a state of predicament) in line with the scholia on % explicating “i&

% 5” of Ode 257 “Sangrou”#% 4 of the “Daya”. The term % %, Liu argues,

8 John 5:24 (NRSV)
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s

refers to King Wen’s imprisonment at Youli ¥ 2 (before he became king and was
then known as Xibo & &) by King Zhou 4 % . Liu further claims that King Wen’s

predicament was regarded by God as great virtue and he was thus awarded the
mandate of Heaven (2003, 10). If the Shiji is anything to go by, it portrays King Wen
(Xibo) quietly cultivating his virtue and doing good deeds after being released by
King Zhou (“& 2§ » 2 I£ 2 4% {7 3 7) (Siman.d,, 6). It appears that King Wen had
not been credited as being righteous simply because of his predicament or
incarceration, thus in the absence of more reliable historical evidence Liu’s reading
lacks support.

Quoting Ruan Yuan’s *= = (1764-1849) detailed study of the word % in

various contexts including the line “:&:% & % ” from Ode 257, Sin Chow Yiu ¥ % #
affirms that % stands for gu 2% (good) *° by way of phonetic borrowing, which in
turn means shan 3% (virtue), as seen in the Yanzi chungiu % + % #¢ and the Hanshi
waizhuan. Sin asserts that “~ 2 #& % does not refer to King Wen’s imprisonment,
nor does it necessarily relate to “i&:i%r& 5> of Ode 257, but “< 2 *& 5 can be
clearly glossed as < 2 r& & (2003, 666-7). Sin adds that *& % could be the

vernacular of the time but having explicated the meaning of the word he has left the

interpretation of the sentence open. | propose to interpret *& 2z or *& 3L in terms of
the more or less coeval text in the Mencius 7.A.9: “g P b L 2 £ » & p]H{ L x 77

(In obscurity a man makes perfect his own person, but in prominence he makes

perfect the whole Empire as well) (Lau 2003, 288-9). | would argue that *& % is
another way of saying & # ¥ and 4 £ = ™, or in Sima Qian’s words “[£ 2 4¢, {7
i as noted above. Thus “< X e L . > #9 ? p &2 7 can be rendered as: ‘King
Wen made perfect his own virtue, but could [that alone make him king? No.] This

had to be a providential appointment.’

% Examples of 2 meaning good abound: Ode 196 “Xiao Wan” | %5 : “¥#fi F ~ ;32 o7
(Teach and train your sons, / And they will become good as you are...); “¥FF & * ~ p Pav 3o ”
(With a handful of grain I go out and divine, / How | may be able to become good.) Ode 207 -] " :
“A 2 FL2 ~ ;N34 o 7 (So shall the Spirits hearken to you, / And give you good) (Legge 1994,
4:334-5, 366)
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2. The Ya 72 Poems

Shangbo Transcription:

THEASARUBnIFUES LB EARZIORXE EZ=FF
FEEHMDOFTEAR LN FEVPEESAERAZE e [8part]

My Reading:

,LJJ[_L ]%;ﬂ oﬁﬁfi\*féd,,»b—;ji‘:g ’}_’QEuLoJ%fZﬁ

—‘;"‘;7‘6%’%}2 1]2’6,‘?‘_;][&"')’}sll‘i%oj%\Iﬁ';aEllJ';;E_&L%’
[ 8 part]

Translation:

“Shiyue zhijiao” is about artful criticism. “Yu wu zhen” and “Jie nan shan” both
portray the ruling class whose depravities [some] aristocrats considered vile.
“Xiaomin” is sceptical, as it queries the integrity of the policy makers. The language
of “Xiaowan” is not invective, but it expresses a touch of trepidation. “Xiaobian”

and “Qiaoyan” depict the harm caused by traducers. [8 part]}

Annotation:

The odes mentioned on this slip are taken from the “Xiaoya”. Confucius’
comments on them reveal a range of human feelings including scepticism, shame,

agitation and treachery provoked by external stimuli.

“Shiyue” (+ * [2. 2 ] Ode 193)
“Shiyue” -+ * is the title mentioned in the manuscript corresponding to

“Shiyue zhijiao”+ * 2_ % of the received text. Ma Chengyuan identifiesﬁ as bei
3, adding that this graph cannot be found in the Shuowen jiezi but can be glossed as
pian &, as in shan pianyan i 7% (skilful in cunning words) found in the “Speech
of the Marquis of Qin” of the Zhoushu % % + % ¥ (2001, 136). Li Xueqin reads the
graph as # (metaphoric) and glosses i £~ as a critique on the poem being full of

metaphors (2005, 248). One may argue that whilst this poem is full of metaphors, it
is equally true for most other poems. Li Ling points out that there is no need to read

## as 3, for 325 means beizi zhiyan 2% 2 % (slanderous talks) (2002, 36). Hu
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Pingsheng assumes that the author’s critique of the poem is not meant to be
depreciating, in that :# = does not mean slanderous talks. He prefers to read :# as
bei % (humble), and % = means talks by the plebeian (2002, 281). Liao Mingchun
asserts that “3 32 2  describes “Shiyue zhijiao” as demonstrative of artful criticism
of one’s liege lord (2002b, 9). The view held by the “Little preface” that this poem is
a burlesque of Kings You of Zhou % 4% 2 (795-771 BCE) has long been dismissed,
as Huangfu 2 < is named and criticized in the text. The poet has also identified
himself in the poem as an officer of a lower rank.** Huang Huaixin points out that the
tone of the poem is not slanderous (2004, 160). Fang Yurun highly commends this
poem as a paradigm for the Spring and Autumn Annals (1986, 396), which is well
known for the subtlety of its critical style, in that the poem excels in critiquing, thus

underlining the reading of 2 % as criticism.

“Yu wu zhen” (#* & ¥ Ode 194) and “Jie nan shan” (& & . Ode 191)

Quoting the commentaries from the “Minor Preface” (sic) * on “Yu wu

9 L%

zheng” # & 5 and “Jie nan shan” & 3 ., Ma Chengyuan concludes that these
poems portray the fall of the Zhou regime and the concomitant social turmoil (2001,
136). Huang Huaixin observes that the poets were most likely aristocrats
reprehending their remissive peers and superiors (2004, 160-1). Yu Zhihui & & £
posits that the poets might be members of the officialdom rather than the noble
hierarchy, on the premise that “2 2 E«2_” (by implication, the confessional tone of
‘the lords detest such things’ seems to suggest that the poet was a lord himself as if
shame is personal feeling unbeknown to others) could have been an inscription error
for 2 = z2_Be (the judgemental tone of ‘these things bring shame on the lords’ is
suggestive of the poet being an outsider of the patrician circle) (2002, 312). Be that

as it may, in the absence of substantive evidence the original text “2 = Bez_” s

adopted.

% The criticism goes: “3st 8 & ~ v 7 P& o 2 4 2 it~ 3 k... (This Huang-fu, / Will not
acknowledge that he is acting out of season. / But why does he call us to action...) Indication of the
poet’s identity can be found in these verses: “#& j» & F ~ # it 4> (I have exerted myself to
discharge my service, / And do not dare to make a report of my toils.) (Legge 1994, 4:323-4)

% As Liu Xinfang points out, what Ma has quoted were verses from the poem and not from the “Little
preface” (2002, 153).
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“Xiaomin” (-] & Ode 195)

¢

The graph "= has been identified as yi # but the word combination sign

appearing below this graph has prompted Ma Chengyuan to insert the function word

§

yi & (2001, 136). Li Ling proposes to read 5 twice: -] & 55 > 55 7 * S F+ .

Both Ma and Li quote the following lines from “Xiaomin”:

EAE I L The counsellors are very many,

S A - But on that account nothing is accomplished.
e The speakers fill the court,

AR AE X But who dares to take on any responsibility?

(Legge 1994, 4:331; modified)

Li adds that these verses depict the untruthful words of the counsellors (2002,
36). Wang Weihui ;= %% proposes to read s % as yixin st = (suspicious mind)
(2002), a reading that is contended by Huang Huaixin who maintains that the poem is
about suspicions rather than a suspicious mind (2004, 161). Liao Mingchun reads
zhong ¥ as zhong % (loyalty) (2002, 262). Liu Xinfang suggests to read & as ni %t
(allusions and metaphors) and = as plans, contending that -] & % %t > #3 # ¢ &
JF,Z % means that “Xiaomin” is full of metaphors, in that this poem alludes to people
who are indecisive with their plans (2003, 42). However, as noted before
commentaries suggesting that a certain poem is full of metaphors lacks critical
specificity. Huang Huaixin suggests that the poet is suspicious of the policies of the
people in power (2004, 164).

Chao Fulin proposes a different reading: /| & 3% > 4 » % % ¥ %ﬁ* and
maintains that # does not mean suspicions but yilu 5% jg (worries caused by doubts).
Chao believes that the author intends to emphasize the contextual meaning of the
word before defining it as “% % # ¥ (2002c, 57). A close reading of the poem
reveals that the poet speaks in no uncertain terms the crooked plans of the King’s
counsels % rather than doubting the poor quality of their advice; thus the poem
expresses scepticism more than suspicions. Ma’s reading of “/|* & % s % > 3 % ¢
& ﬁ » 7 is preferred over other readings; duplicating the word 4 in the sentence is

not a necessity for creating what the sentence is intended to mean.

% The verses “3:J5 v @ o @ p #1227 ([The king's] counsels and plans are crooked and bad; - / When
will he stop [in the course]?) (Legge 1994, 4:330) indicate the poet’s scepticism of the poor advice
given to the King rather than suspicions of the credibility of such advice.
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“Xiaowan” (-] s Odel96)

Ma Chengyuan identifies the graph & as :& in the sentence > 3 []&, but

declares the word unknown (2001, 136). Much research has been conducted into
glossing :& with the majority of views favouring five possible readings. Li Ling

agrees with Ma that the graph is made up of & and <, to be read as ning =, which

means bons mots. Taking the traditional view that “Xiaowan™ is a poem criticizing

King You of Zhou, Li observesthat “# % # & , > 5 & & means that the words of

the poem are not malicious and its criticism diplomatic (2002, 36).

He Linyi argues that ;& should be correctly read as &, which is the
alternative written form of ren i= (benevolence), a notion that is expressed in the
line “» AE & -~ 7 A # &7 (Alas for the distressed and the solitary, / Deemed fit
inmates for the prisons.) (Legge 1994, 4:335; He 2002, 247) Zhou Fengwu considers
the graphic construction to be & and reads it by way of phonetic borrowing as wei
/& (danger) (2002, 159), which means admonition, as it is said in the last stanza of

“Xiaowan’:

E R R R We must be anxious and careful

Yo B As if we were on the brink of a valley.
BB i We must be apprehensive and cautious,
4oy E Kk As if we were treading upon thin ice.
(Legge 1994, 4:335)

Yang Zesheng 1§ % # agrees to the graphic make-up of & but glosses it as
guo & (excess or fault) or huo # (woe). Interpreting the poem as a means to
reprove the king or to admonish one’s brothers, Yang explains that “# = 2 & » -~
3 ¥ &7 could mean the poet’s language, although mild, is regarded as beyond the
pale, or bordering on being indelicate (2003).** Alternatively “# = % & » > 4 4§
& could mean that the poet, by using mild remonstrative language, tried not to
commit lése majesté with intending to escape woes.

Liu Xinfang agrees to reading & as /%, but glosses it to mean gao %

(loftiness) which in turn connotes a sense of impracticality. Liu observes that it is not

=

% Yang quotes the lines 7% ”F,‘\ 7 A~ A pEp § 7 (But those who are benighted and ignorant, / Are
devoted to drink, and more so daily) and “% 2 & g ~ & 7 § #7247 (Rising early and going to sleep
late, / Do not disgrace those who gave you birth) (Legge 1994, 4:333) the tone of which Yang
considers to be ‘excessively’ indelicate.



102 The Sensual and the Moral: “Kongzi shilun” 3t & ¥, as an Exegesis of the Shijing ¥ 5

practical, by Confucius’ standard, to achieve sageness but still clinging to
bibulousness, as it is depicted in the line “+ 2 & ¥ ~ 42 jFyf 5.7 (Men who are
grave and wise, / Though they drink, are mild and masters of themselves.) (Legge
1994, 4:334; Liu 2003, 158) However, it is felt that the question of drinking is
considered a minor motif within the context of the poem. Yu Zhihui reads % as xiu
% which refers to the elegant literary effect of the poem having deployed faunal and
floral metaphors (quoted in Zhu Yuanging 2002, 404). It is felt that this is an unlikely
interpretation as such a literary style applies to many other odes. Zhu Yuanging reads

A& as ji £ (fear) by identifying its configuration of « (1} ) and &, which are the

modern graphic forms put together in & Zhu further asserts that & is often written
as % in bronze inscriptions, thence X is in fact the word ji £ (2002, 405-6). Zhu’s

etymological explication appears to be well supported by textual evidence and that

the poem as a whole does express a feeling of trepidation.

“Xiaobian” (-]- -3 Ode 197) and “Qiaoyan” (73 Ode 198)

ﬂ'\!

N can be

9

Both Ma Chengyuan and Li Ling seem to suggest that the graph
read either as chan % (slanderous) or kuang 3= (fraudulent) (Ma 2001, 137; Li 2002,

36). Contending that the graph is made up of % and 3 (pronounced as chong &),
not 22 (pronounced as kun ), Wei Yihui & % 45 concludes that this graph stands
for yong A (ordinary) by way of phonetic affinity with 3:. Thus & * , according to
Wei, are people who do not speak righteous words (2002, 389). Hu Pingsheng

observes that there is a duplication sign (short strokes on the lower right-hand side of

the graph), which indicates that 3% as it was written, is intended to be & but
concludes that it should be read as = by way of phonetic borrowing (2002, 282-2).
Liu Xinfang cites other readings such as liu 7=, yu 3% (flattering), wu % (false
accusation), xian & (idle) and declares the graph indeterminate (2003, 159). Any of

these readings are possible as they signify different shades of being ‘treacherous’, a
theme that is common to the poems “Xiaobian” and “Qiaoyan”. For the purpose of

this translation the graph is read as 3=
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Shangbo Transcription:

RAROD [8part] HEL P ELaRFEITGR HERESILHnFE L
ZHAX B e FHHIEM AR IT H S REIT 22 EHE=F&A &
At ZE=FF R/l [9]

My Reading:
sA[4] [8part] F 432 5 o X REFHEEE > EERL o kr AR T
TF e o f BRI T A R H s ’?Eu—“ﬁﬁ«‘f,%iﬁ‘?%%—*ﬁﬁﬂ‘luk}é# °

g% En (9]

Translation:

“Famu” is [not] [8 part] really about being self-critical. “Tianbao” concerns the

unlimited fortune bestowed upon [the King], because he possesses virtue. The
accusations in “Qifu” are voiced with valid reasons. “Huangniao” describes the
hardship [that one faces in an alien country], which arouses one’s desire for returning
home; is it not a complaint from one who knows a sense of shame? “Jingjing zhi e”
is about the benefits one can get [from befriending virtuous people]. “Changchang
zhehua” ... [9]

Annotation:

Most scholars consider that slip 9 should follow slip 8 (see Table 6), on
which the poems cited are taken from the “Xiaoya”. The end of slip 8 is broken thus

possibly one or two characters are missing.

“Famu” (5 ~ Ode 165)

Ma Chengyuan reads % (transcribed as %) as gui ¥ (to regard as precious)

and ;E as qi # (I, the perpendicular pronoun) (2001, 138). Hu Pingshen reads % %
as guijiu Eﬁf%ﬁ (lay the blame) and notes that # , which is usually written as T,
should be read as ji ¢ (self). Hu asserts that the poet is blaming himself for not

being able to persuade his relatives and friends to come to the party (2002, 282). Ma
proposes that the notion of self-criticism as expressed in “Famu” is considered

precious by Confucius (2001, 138). He Linyi and Li Rui gloss 5¢ as shi ¢ (really)
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having regard to its graphic form in other Chu texts (He 2002, 247; Li 2002, 400).

Liao Mingchun suggests reconstructing the text by inserting fu 2 (not) after &
(where the slip has broken off) so that the sentence reads: “* ﬂ\? Kare 47
(2002, 262). By so doing Liao reverses the meaning of the (incomplete) sentence.

Whether or not the poet was truly blaming himself the interpretation hinges on the

verse “#c#t 3 % in the following stanza:

<+ F s 4k along with my fatted meat
Mgy To which to invite my maternal uncles.
CETIVEEN It is better that something should keep them from coming,

Medv g & Than that there should be blame attaching to me.
(Legge 1994, 4:254)

Huang Huaixin suggests that “##c#% 3 % has often been wrongly construed
as the poet’s contrition whereas the correct interpretation should be that the poet is
being blamed by others (2004, 180). Liu Xinfang reads H as #} (social appointment)
and suggests that 7 %~ # is the poet’s quibble about guests not turning up for the
appointment (2003, 161). In fact, “#c#% 3 % is the poet’s rhetoric rather than true

contrition, for he becomes rapturous, so it seems, enjoying his wine in the last
stanza.™ It is felt that Liao’s interpretation of Confucius’ comment finds linguistic

congruity with the context of the poem — the poet is not really blaming himself.

“Tianbao” (X i# Ode 166)

Whilst the poem “Tianbao” is relatively straight forward, the commentary
“£F B 1<~ 7 is perplexing. Fang Yurun asserts that the poem is praising the king
and wishing that he will be richly blessed by Heaven (1986, 338). The comment on
“H {9 4% & 38 =~ which can be translated as ‘he will receive felicity without end’, is

well supported by the following verses:

-0 % £ ... Grants thee [King] much increase,
MLE KR So that thou hast all in abundance.
'3 FiE4G ... It sends down to thee long-during happiness,

Bp AR Which the days are not sufficient to enjoy.
(Legge 1994, 4:255-6)

% The last verse says: “i¢ & & £ ~ &yt /F 2 ” (Whenever we have leisure, / Let us drink the
sparkling spirits.) (Legge 1994, 4:255)
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Having wished the king endless fortune the poet praises the virtue of the king

for venerating his ancestors:

B With happy auspices and purifications, thou bringest the
offerings,

S And dost filially present

#ﬁ;z" x in spring, summer, autumn, and winter,
A to the dukes and former Kkings,

e 'R who say, ‘We give to thee,

g3 a5 Myriad of years of duration unlimited.’
(Legge 1994, 4:257, modified) %

Reading ﬁ§ (transcribed as % #£) as zhuan 4 (food and wine) and gua %
(scanty) respectively, Ma Chengyuan observes that “4£ % 4& + ~ means that although

the sacrificial food and wine are not offered in abundance, the act of adhering to the
traditional ritual is regarded as virtuous (2001, 138). Yu Zhiwei quotes the concept of

xiaodian ‘> & (the lack of elaboration of li) from the Guoyu & 3% (The Discourses
of the States) in support of Ma’s reading (2002, 313). Liu Xinfang concurs with Ma,
and suggests that sincerity of attitude is more important than the quality of the food
and wine by quoting the lines “= 2 & & ~ p * 4 &”. The people are simple and
honest, / Daily enjoying their meat and drink.) (Legge 1994, 4:257; Liu 2003, 162)
This reading shifts the meaning of % from being scanty to being ordinary. However,
the verses quoted by Liu do not concern oblations and as can be seen from the above
stanza beginning with “#% § 5 47, nothing is said about the quality or quantity of

the food. Furthermore, whilst Heaven has granted the king material richness there is
no reason to assume that the oblations should be meagre. Most other scholars read @

as = (cause), ﬁ as xun ¥ and § as % with different meanings. To Jiang
Guanghui ¥ &4+ ~ is 3% 4L+~ , in which xun 5 means meek and % is the
king’s reflexive pronoun (2002a). To Zhou Fengwu the sentence reads # % ¢ #<»

in which zan % means support (2002, 159). Li Ling and Liao Mingchun read ¥ as
i%, which means £ (good) (Li 2002, 36; Liao 2002, 263). Li Rui reads % as "8 (go

% [ egge’s translation reads: “To the dukes and former kings, who [the present king] says, ‘We give to
thee, Myriad of years of duration unlimited.”” As Fang Yurun points out, these verses are supposed to
be spoken by the ancestral deities blessing the present king (1989, 340) and the translation has been
modified accordingly.



106 The Sensual and the Moral: “Kongzi shilun” 3t & ¥, as an Exegesis of the Shijing ¥ 5

along) (Li 2002, 400). Wang Zhiping points out that the Shuowen jizi glosses % as ju
£ (equipment, extended to mean to possess) (2002, 214). Huang Huaixin quotes the
Houhanshu % 3 which states that: “% % - + 2} &~ ” (% means the one
above all people) (2004, 184). In this sense % is equivalent to the ‘royal pronoun’ in
English, the difference is that in English it is the royal ‘we’ whereas in Chinese it is
the singular ‘I’, but the latter in Chinese can be a vocative or accusative case as well
as a possessive pronoun. Within its context the term % 4¢ refers to the king’s virtue.
To sum up, this sentence can be read as 4 % - #{.+ ~ , which means that
oblations of food and wine are scanty or ordinary, and as such, it is conventional
virtue. Alternatively, it can be read as ¥ % & - #~ , which means that Heaven
bestows fortune upon the king because (1) he has the virtue of meekness, or (2) the
king’s virtue is supported (¥*) by his counsels, or simply (3), he has (in the sense of
‘to possess’, £ ) kingly virtue. The last interpretation is considered to be the most

straightforward and appropriate and is adopted for translation.
“Qifu” (47 ¥ Ode 185)

As far as “Qifu” is concerned, the key word 72 has been glossed by Ma
Chengyuan as ze # (to accuse) (2001, 138). Li Ling agrees with Ma but prefers to

read it as ci {1 (satirize) in view of the context of the poem (2002, 37). Exegetical
opinions oscillate between # and ] (Wang Zhiping 2002, 214; Huang Huaixin
2004, 184; Chi and Zheng 2004, 29; Liu Xinfang 2003, 165-6). This graph can be

compared to that in the Baoshen Chu bamboo text # . # @ which has been clearly
identified as § (He 1998, 769). The difference between ] and # is subtle yet

clear: the former is dismissiveness connoting ridicule and mockery; the latter is an
accusation. Fang Yurun points out that the poet of “Qifu”, a palace guard who was
not supposed to take part in military expeditions outside the palace, was complaining
against the minister of war for deploying him in battle fields on prolonged combat
duties (1986, 337). Without mincing his words the poet accuses the minister Qifu
explicitly, as the following stanza shows:

#7 R Minister of war,

F B You have indeed acted without discrimination
S T e Why have you rolled us into this sorrow,
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S = So that our mothers have to do all the labour of
cooking?

(Legge 1994, 4:299)

That “[the] mothers have to do all the labour of cooking” is a metaphor that
depicts the guards, having been sent off to battles, are precluded from fulfilling their
filial duties at home. This is what “Kongzi shilun” considers to be the real cause of
the accusation. Thus “#7 < 2 # 7 3 ™+ ” can be translated as: ‘The accusation

expressed in “Qifu” has [solid] grounds’.

“Huangniao” (% % Ode 187)

There are two poems entitled “Huangniao”; one is placed within the “Feng”
and the other in the “Xiaoya”. Ma Chengyuan asserts that the “Huangniao” here
refers to the xiaoya poem (Ode 187), which describes the distress of strangers living

in an alien place (2001, 138). The distress — kun %]— here refers to the sentiments

expressed in these verses:

5% 5 Yellow bird, yellow bird,
- 4 Do not settle on the broussonetias,
R LESES The people of this country,

F =

N i Are not willing to treat me well.
s ,E;ﬁf I will return, 1 will go back,
A Back to my country and kin.

(Legge 1994, 4:301-2)
The poet’s wish to return to his native land and people (¢t ¥ & #) is clearly
voiced in the verses “=% &3 B~ AR ISR (1 will return, 1 will go back, / Back to

my country and kin.) (Legge 1994, 4:301) Ma’s exposition is supported by the
majority of scholars (Huang Huaixin 2004, 190; Chi and Zheng 2004, 29; Zhou
Fengwu 2002, 159).

Apart from transcribing the pictograph ™! as Z=, Ma Chengyuan has not

identified its possible reading (2001, 138). Zhou Fengwu identifies it as fang =
which stands for either bang 3% (evil) or fang ¥+ (harm) (2002, 159). Others read it
as bing s (detest) (Wang Zhiping 2002, 215; Huang Huaixin 2004, 186; Li Ling
2002, 37; Li Rui 2002, 193). Pang Pu considers it to be an inscription error of fen 4
(angry) (2002, 237). Fan Yuzhou glosses it as fang f# (to guard against) (2002, 175).
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Liu Xinfang identifies the graph either as you & or bing & (both mean worry) or
7 (2003, 167). Other scholars believe that the commentary refers to “Huangniao” of

the “Feng” (Ode 131). This macabre poem was composed to lament the deaths of the

three virtuous ministers of Duke Mu of Qin % 4% = (? — 621 BCE) — Yanxi # A,
Zhonghang # {7, and Zhenhu 4 7. — who were sacrificially buried with the Duke
on his death. Li Ling proposes an alternative reading: & 5 B| %] % £t » Be (sic, the
original graph is clearly =) # ¢z - % Begf # 52 7 (2002, 37). Liu Xinfang’s
reading is slightly different: § 5 P % > = sxx B+ 4 > % Eu—*ﬁ H 2. Liu
explains that kun %] (distress) here refers to the gruesome experience of the three
ministers facing the prospect of being buried alive, as it is depicted in the verses “¥&
H X~ 4% H R (When he came to the grave, / He looked terrified and trembled.)
(Legge 1994, 4:198) The bamboo text “= #t & H + ” means Heaven wished to revert
to the kingly way of old; “ % Eu—'g H i 2 -7 means that the common people,

overwhelmed by immense disgust, lamented the tragic loss of life (2003, 168). It
appears that whilst “Huangniao” describes the distress of death prospect, the poem
has not mentioned Heaven’s will to revert to the kingly way of old. It could be

argued that reference to Heaven in the line “{# *f;“ﬁ % ” (Thou azure Heaven there!)

(Legge 1994, 4:199) serves as a rhetorical question rather than a wish to revert to the
way of the ancient kings. On balance it appears that the bamboo commentary is
addressing Ode 187 and not Ode 131.

“Jingjing zhi e” (¥ ¥ # & Ode 176)

e

There is general consensus on the transcription of the graph 'F-H% as yi

B

(benefit) (Ma 2001, 138) but opinions on the interpretation of “3 ¥ 4 & Rl 14 4 F

» 7 differ. Bing Shangbai #%+ v follow the “Little preface” in that this poem is

-

about the junzi 2 =+ (noble lord) instructing the talented. However, as Huang

Huaixin points out, the poem expresses the joy of receiving pecuniary benefits from

the junzi, as the following stanzas show (2004, 190-1):

Luxuriantly grows the aster-southernwood,
In the midst of that large mound.

Since we see our noble lord,

We rejoice, and he shows us all courtesy...

B T
BT
~=i q\"-‘ "L-—_rgk-

bF o
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F¥ H x Luxuriantly grows the aster-southernwood,
ke In the midst of that great height.

TR S We see our noble lord,

NF PP And he gives us a hundred sets of cowries.

(Legge 1994, 4:279-80)

Chao Fulin follows Zhu Xi’s interpretation which considers the largesse as a
metaphor for the elation of meeting the virtuous junzi; as praise for the attentive

practice of rituals (2002b, 94-6). The adopted interpretation of “rz 4 Z” is that one

can benefit from making friends with the virtuous junzi.

3. The Feng B Poems

Shangbo Transcription:

MREZEeRARZ SwlEZ a2z @n R RugRZBiB=2
FEaEHEMEMRITWE L EGEAGRE - [10] WEa)TH
Bl ReBEZRZHEFOEZ CEERZE - (U] - FRARE
AAREREeRAREHS E=F - [12] T 5FR LK T HE R B
MREEw SR BEEW AR X EEnH [13] - RIT AR BIT SERE
e EZBEAA - [15) Fiktte B Z AT B HReRAKRZ &
Al B & thw B =2 WRITAR 1 54 Sk 2 @Rl E (1] B At e
SRz ERE ANteBi=21 ST &tz m [16 part]

My Reading:

MALs o PR R FRLA O PELF o L B2k R

BB 2w i Fa g %}%:«g#%k’ o B BRI 4 pﬁl%?ggg‘ [10) -5 2 » Hu

Hk
{w

el
E

¥

c,,f]; o WFF IuiRAFd 2 Fg o m4adkz & [14]) - 4F 0 F RN
i 9 PR RS et 2 R F ] 2 [12] [l R ] o

Z I S ol IR B 1|jﬂ¢ﬁ5,’4"‘r4d},} ? 4 [13]..;’;!4,

N

IT

A MR 2 |4 B2 § e [16] [ ]fE L o Mrez st plE

A
el



110 The Sensual and the Moral: “Kongzi shilun” 3t & ¥, as an Exegesis of the Shijing ¥ 5

EE IRk Rl dks o R 297 RIATA T E S o H K 2 BFRIE

[11) --2nave > SR 2 &> Lgh s o> g2 i fpy - [16 part]

Translation:

The transformation depicted in “Guanju”, the blessedness mentioned in “Jiumu”,
the wisdom expressed in “Hanguang”, the wedding in “Quechao”, the requital in
“Gantang”, the sorrow in “Liyi”, the passion in “Yanyan” — what can be said about
these sentiments? [I] say, [What these poems] bring to bear are the morals that are to
be cherished. The sensual feelings in “Guanju” are contained within propriety

[10] ... twice ... the forth stanza explicates this. With zithers and lyres sensual
appetites are versed in cultural delights. With bells and drums .... [14] is the

reversal [from sensuality] to rituality not transformation? “Jiumu” is about the

bestowal of fortune upon the junzi; [is this not divine favour?] ... [12]

[“Hanguang” advocates] abstaining from the quest for the unreachable and the
impossible; is it not about knowing the immutable truth? ..... “Quechao” depicts [a
wedding procession] of carriages in hundreds; is this not generosity? The affection in
“Gantang” [13] concerns [the memory] of a person and associating that fondness
with his tree; such requital of affection is profound indeed. The affection that
“Gantang” speaks of is devoted to Shao Gong [ 15]) ... affection...The
transformation presented in “Guanju” indicates that its thoughts are edifying. The
blessing that “Jiumu” depicts is [the junzi’s] fortune. The wisdom of “Hanguang” is
about knowing what cannot be attained. The wedding described in “Quechao” is
about generosity. [ 11 ] ... Shao Gong. The grief in “Llyi” is caused by
remembrance of one’s dearly departed. The emotion portrayed in “Yanyan” shows

how devout love can be. [16 part]}

Annotation:

Scholars are in general agreement to the titles of the feng poems as identified
by Ma Chengyuan (2001, 139). Many of these poems are explained by Confucius in
terms of ging: sexual desires, the requital of affection, the love of a lost one, and the
emotion of parting which are discernible when Confucius’ comments are read in

conjunction with the poems.
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“Guanju” (M & Ode 1)

In this passage the commentary on “Guanju” reads:

R pE2_ e
B pe oy d véﬁx“%%"_rﬁ £ s Hup j?‘_ El]\:ﬁ]_;_ o 14 '?%L‘}ﬁ:%‘é-ﬁ; ; —L)ﬁ’_ ’
VIAB k2 B dF o F OO 0 A PR ee T 9

The comment “& & % F*~H 4- %4 > is a common reflection on all the
p

poems reviewed in this passage. This will be dealt with after the specific comments
on each of the poems have been studied.

As the key word encapsulating the essence of “Guanju” the graph & has

been transcribed as ®z, on whose meaning scholarly opinions are divided. The
Shuowen jiezi glosses =z as an amulet. Ma Chengyuan reads it as 4}~ (harmony) and
maintains that it is not the same word as gai :z (transformation) (2001, 139). Wang
Zhiping reads it as qiu i (match) (2002, 215). Other readings include: jin 2 (a
nuptial wine cup) (Jao 2002, 229); fei 4z (a consort) (Zhou Fengwu 2002, 182), shi
% (happiness); ai % (grief), si =, and zhi 1t (prohibition) (Huang Huaixin 2004,
24). Reading ®*z as 4 ~ if ~ & or & befits “Guanju” as a love song, as these
words connote nuptial happiness and harmony. Jiang Guanghui contends that *< is
the ancient form of :z (2002a). Chi and Zheng confirm that < has been written as
*Z in Warring States scriptures and on oracle bones (2004, 33; also Li Xueqin 2005,
16-20). It appears that the evidence to read the graph as < is convincing and that R
paz_#z” is foregrounding the transformative effects of the poem. This reading is

supported by the sentence “» 4 >*4#” (reversion to propriety).

=
The graph | (#) appears twice within the above passage, the first has been

glossed by Ma Chengyuan as yu véfl (to verse) in “Rf pe1u2 & vﬁl 487 (In “Guanju”

prurience is versed in propriety). Ma reads the second as yu 'rfll (pleased) in “H » F

Al 'Iﬁj 27 (The fourth stanza is [about] happiness). Ma also identifies % (%) as xi 4.

=
(to entertain) and i (%) as wan = (or 3=, covetousness) (2001, 140, 143-4);
thence “r ZF &2 i > 44F ¢ 2 |=” can be rendered as: ‘with the joy of the zithers

and lyres is covetousness for sensuality entertained’. Most other commentators read
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£ as %&'J in both cases, and % as ni #t (allude to) and Z as yuan & (desire) (Zhou
Fengwu 2002, 161; Huang Huaixin, 2004, 26; Chi and Zheng 2004, 39-41). Li
Ling’s version is “H w % B4 £ where yu # means ‘exceedingly’ (The fourth
stanza is exceedingly ...) (2002, 27), which is a rather obscure interpretation. The
received text of “Guanju” is traditionally divided into five stanzas (Wang Xiangian
1987, 1:16); Legge’s translation has combined them into three. Stanzaic divisions of
the poem during Confucius’ time may be different to the received text but it could be

assumed that the fourth stanza means the one with the lines “% e+ ~ F&E % 2.7

(The modest, retiring, virtuous, young lady: / With lutes, small and large, let us give
her friendly welcome.) (Legge 1994, 4:4) From these verses the shift from the
appetite of the flesh to the abidance by propriety can be clearly discerned.

According to Ma Chengyuan the graph % (B4) is the ancient form of yi
(2001, 141), however % can mean ‘to intensify’ or ‘edifying’. Thus “H & 7 27
refers to the tossing and turning of the suitor as his craving (si, 2.) for the fair lady
intensifies. This interpretation is admissible as part of courtship experience if i r&2_
*z is read as Af re 2 |~ (nuptial pleasure). However, if *z is glossed as iz
(transformation), then the suitor’s desires would have been moderated rather than
intensified. Chi and Zheng assert that z means edification through sublimation
(2004, 43). Huang Huaixin clarifies that “# 2. z = refers to the poet’s high-minded

purpose, as “Guanju” teaches the transformation of carnality into propriety rather
than the intensification of craving (2004, 27). However, in the absence of any clear
indication of the narrative position, the distinction between the implied author (poet)

and the persona in the poem is ambiguous and % can be attributed to either.

“Jiumu” (84 Ode 4)

In the quoted passage “Jiumu” is appraised as follows:

FRIA 2 A

Rt + 0 7 ?
Jy o

k2 A Pl Ak

“Jiumu” is regarded as a poem that praises the junzi upon whom Heaven has

bestowed fortune. Ma Chengyuan explains that although the graph 22 (%) is
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normally glossed as shi p#, in “#3'A& z_ & it should be read as chi 4% (to hold) (2001,
140). Most other scholars maintain that the graph should be read as P, and gloss it to
means shihui = ¢ (felicities) (Huang Huaixin 2004, 33) or shiyun p£i& (timely
fortune, luck) (Li Ling 2002, 27). Chi and Zheng assert that & stands for shan %

(benevolence) with scholia support %" (2004, 34). However, in glossing “# & # p&”
of * 2 (Ode 235) Ma Ruichen points out that FF should be read as cheng -k (to
receive) as the two words are interchangeable in ancient texts.”® Ma further avers that
ik also means mei # (perfect or be made perfect) (Ma 1989, 793). It follows that
“FP A z_ P should be read as #3'* z_ k. Here -k assumes the meaning of
‘blessedness’ or ‘divine favour’ all subsuming the sense of ‘being made perfect’.

Wang Zhiping reads si #7 of “4g#7 %2 = > as chi #& which means fu #& (prosperity)
(2002, 217), thus the sentence becomes #& ‘4%’ %% <+ which is syntactically and
semantically problematic.

The opening couplet of “Jiumu” reads: “= 7 134 ~ & & %2~ (In the south
are the trees with curved drooping branches, / With the dolichoes creepers clinging to
them.) (Legge 1994, 4:10) Subsequent verses of each stanza are similarly constructed.
The metaphor of the downward extending boughs to which creepers cling has been
taken as women’s dependence on the junzi (Wang Xiangian 1987, 32); thence
Legge’s translation of the ensuring lines “# & % 3 ~ 45/ % 2.7 is: “To be rejoiced
in is our princely lady: / May she repose in her happiness and dignity.” (Legge
1994, 4:10) “Kongzi shilun” espouses an alternative interpretation: the metaphor
speaks of Heaven’s boon from above (metaphorically expressed as the drooping

boughs) to the junzi. This theme is underlined by the comment “#§'A z_-ik » Bz H
4%+ 7 — the blessing depicted in “Jiumu” is the prosperity, and by which the junzi’s
felicity is made perfect. As can be extrapolated from Confucius’ comment on King
Wen’s receipt of the mandate from heaven (Slip 7), the concept of tianming = &

during pre-Qin times was more philosophical and sophisticated than pure F:i& or

"In glossing the verse “f #x Zp¥” of Ode217 “Kiu Bian” #f 4, the Mao Shijuan glosses F¥ as
“good” (£ 3FH: “pro Ly o7)

% Ma Ruichen quotes + §¢ + -] F* £ : “PF % 2. " to be read as ““k % 2. § 7 and ¥ §: “¥rkH f 2
# 7 which is written as “¥rpFH & 2. F " in #7 5 - #2F & as evidence of the interchangeability of p*
and -i. Chen Zhi observes that Wang Yinzhi 2 51z (1766-1834) was the first exegete to gloss F as
i (2013, 422-44).
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luck. Chao Fulin glosses 4% /% as fali & & (resumé) and claims that fortune is

bestowed upon the junzi because of his meritorious service rendered (2002a, 3).
However, by reason of intertextuality between the commentary and the poem the
word 4§ in Confucius’ comment “45#7 %2 =+ > and in the verse “4& /% % 2. should
assume the same meaning, in which case Chao’s reading of the poem is not

congruent with Confucius’ comment.

“Hanguang” (;# & Ode9)
The commentary on “Hanguang” focuses on zhi % (wisdom):

R 2
FIRIPHF]TE > 253 7i > 3 maolp s ?

FR 2 BlArA T B e
It has been recognized that the graph @ stands both for 4 and 4 (be aware)

within the Chu vocabulary. Ma Chengyuan declares the graph g (%) unknown
(2001, 143); other exegetes have identified it as gong sz (to do, to tackle) (Huang

Huaixin, 2004, 34; Liu Xinfang 2003, 187). Li Ling glosses it as giong $: (to pursue
something to the end) (2002, 27). Zhou Fengwu reads it as ji & (superlative) (2002,
7z

160-1). Ma Chengyuan identifies b= (2) as heng = (permanent), to which Huang
Huaixin agrees (Huang 2004, 36). The first stanza of “Hanguang” expresses the
poet’s admiration of the girls rambling along the River Han but knows that they are

beyond reach as the river is too wide and cannot be crossed by any means:

27 & * In the south rise the trees without branches,
* ¥ R4 Affording no shelter.
3G st By the Han are girls rambling about,
3 ORR But it is vain to solicit them.
22 R A2 The breadth of the Han
GRGE Cannot be dived across;

7
ph RES Y The length of the river
R Cannot be navigated with a raft.

Lo e Many are the bundles of firewood;

TV H | would cut down the brambles.
2+ T Those girls that are going to their future home,
7 #&# 5 - 1would feed their horses.

= v # ¥ --- | would cut down the wormweed.
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7 #&# 5 -+ | would feed their colts.
(Legge 1994, 4:16; modified)

Li Shan % .. subscribes to the view held by the guwen exegetes ( + ~ %)

that “Hanguang” is a poem cautioning the young men of Zhou not to woo the
rambling girls of the south (2004, 49). In a swarm of conflicting thoughts mingling
the sensual with the rational, the poet’s ungratified desire reverberates in the
remaining two stanzas, forming the main theme of the poem. It can be seen that the
poet knows that the Han girls are beyond reach and this knowledge is regarded as the

wisdom advocated by “Hanguang” (;% & 2- %) — not to pursue an impossible target
(# &7 ¥ 8 > %3522 ¥ i) is regarded as the incontrovertible and immutable way
(12) (Huang Huaixin 2004, 34). The cutting of firewood and brambles and the

feeding of the horses described in the second and third stanzas are part of the
wedding tradition in ancient times (Wen Yiduo 2004, 310).%° This implies that
rationality prevails over sensuality as the poet sets his eyes on the practicality of
marriage, which is to be achieved within the institution of propriety rules. Such

realization reinforces Confucius’ comment that it is wisdom.

“Quechao” (8 & Ode 12)

The poem “Quechao”, which depicts a wedding procession, has attracted
these comments in the manuscript:
B F AR g g2
& 2R F

The graph =¥ (i) has been identified as gui 5 (betrothal) (Ma 2001, 141)
on which there is general consensus among commentators. The poem comprises
three similarly constructed stanzas; each of which opens with the metaphor of the
magpie and the dove and is followed by the scene of a wedding procession. By the
pomposity displayed (carriages in hundreds) it is understood that the occasion

involves two noble households. The first stanza reads:

KR S The nest is the magpie’s;

% Also see Wei Yuan %% The Shiguwei ¥+ #% cited in Nie Shigiao 2007, 23.
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maE 2 The dove dwells in it.
2+ T This young lady is going to her future home;
B2 A hundred carriages are meeting her.

(Legge 1994, 4:12)

Ma Chengyuan transcribes the graph %g as f¢ (pronounced as ti ##) without
identifying its modern equivalent but postulates that it may mean pipei 7 fe
(espousal) (2001, 141). Zhou Fengwu agrees with Ma as far as its meaning is
concerned but identifies the word as li i (a married couple) (2002, 160). Yu
Zhihui’s reading is yuan i (distant) (2002, 313); Jiang Guanghui glosses it as yu f#
(welcome) (2002a). Wang Zhiping reads it as hui & (love) (2002, 216). Hu Pingshen
identifies it as li 4 (depart) (2002, 283); so does Huang Huaixin. This graph appears
again on slip 27 and reading it as g, as Huang puts it, makes sense in both cases.

Huang argues that “Quechao” propounds the idea that because the wedding
procession is a hundred carriages strong, the bride is leaving her parents for a new
home far away (Huang 2004, 37). In so doing Huang is shifting the meaning of &g to
i% as proposed by Yu. This reading does not appear to be logical as the size of the
wedding procession is unrelated to the distance of the bride’s travel. These
interpretations only reveal the superficial meaning of the poem and might have
missed its referential import. Likewise reading # as i or f# does not seem to
advance one’s understanding of the poem much further. Transcribing the graph #¢ as
€, He Linyi recognizes the possibility of its multiple reading as chang % standing
for %8 (joyful), and dang 3%, denoting kuanda % = (generous) (2002, 248). This
reading is a fitting description of the wedding procession which comprises hundreds
of carriages, and is a generous gesture of escorting and welcoming the bride to her
new abode.

Over the years the interpretation of the magpie-and-dove metaphor has been
fraught with controversy. In its typical platitudinous interpretation the “Little

preface” glosses this poem as a paean to a virtuous lady who is analogous to the dove

1% He Linyi quotes “The 29" year of Duke of Xiang” of the Zuozhuan (% & % 2 = -+ 4 #), in which
“% #5351 (Beautiful [and] grand) is Prince Wu’s comment on the music of Bin () (He 2002,
248). He may be economical with his exposition of the phonetic loan movement of the graph from i€
to ;% . Perhaps ;£ is a loan word from shang ;& as in “;£-k ;8 #” (Full is the River Qi) of Ode 58.
From ;# it can be traced to chang ¢/ and then i€ .
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(Legged 1994, 4:39); how that commendation is arrived at remains unexplained. Zhu
Xi claims that the magpie is adept in building nests while the dove is inept at it. The
dove occupying the magpie’s nest is taken as a parallel to a woman taking up
residence at her husband’s home (1777, 1:10). Yao Jiheng criticizes past exegeses
but fails to advance any new interpretations (1838, 3:3). Fang Yurun asserts that
whilst the magpie is adept in nest building, the dove is maternally skilful in rearing
chicks. Fang’s exposition has dispelled the derogatory connotations of the metaphor
as he further posits that this poem is a wedding song for temple rituals (1986, 94). It
seems that traditionally commentators have focused on the magpie-and-dove
metaphor but little has been said about the carriages of the wedding procession,
which are considered by Confucius to be significant.

Juxtaposing the metaphor of nesting (% ) with wedding (§F), the poem
foregrounds the particular trait of generosity common to the avian and human worlds.
Nuptial union is built upon the generosity of sharing, rather than the selfishness of
taking without contributing, be it happiness, commitment or material resources of the
partners. Such generosity manifests in the giving away of the bride with an escort of

a hundred carriages (7 = #-2 ), and reciprocated by equal numbers of the
welcoming party (7 = f# 2 ). Adopted in this translation is what Confucius

considers to be generous: the number of carriages in the wedding processions (12

(L RRRS E !
“Gantang” (4 % Ode 16)

On the poem “Gantang”, Confucius has this to say:
4 E2 AR
H[E] (B2 240 o e A HwE 2
H g2 E gy
The three stanzas of the poem that concerns . i© Shao Bo (referred to as &%

2> Shao Gong in the manuscript) and a pear tree are similarly constructed with minor

variations. The first stanza reads:

Fem4 % [This] umbrageous ** sweet pear-tree; -

" Legge’s translation of j % as “umbrageous” (shade providing) has avoided the question whether
the pear tree is a big tree or a small tree, a much debated on the real meaning of the graphs as separate
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2

B Clip it not, hew it not down.
AN LS =3 Under it the chief of Shao lodged (or rested).

Opinions are divided on the identity of Shao Gong. One school of thought
considers the protagonist of “Gantang” to be Duke Shao (Z = or R =), whose
name was Ji Shi 4% @ (circa 1100 BCE), who was a descendant of the royal house of
Zhou. Both Duke Dan % = = and Duke Shao were regents during the reign of King
Wu. Ji Shi was enfeofed at Shao and was thus entitled Duke Shao (Sima n.d., 7).
Sima Qian records in the Shiji that Duke Shao was so loved and respected by his
people for his benevolent governance that they composed the poem “Gantang” in
remembrance of him; the pear tree in his fiefdom under which he used to take shelter
was iconized in the poem (Sima n.d., 81). Another school of thought considers that
the Shao Gong of this poem refers to a minister of King Xuan of Zhou % % %,
Shaomu Gong Fu % #% = L (circa 840 BCE) (Nie 2007, 37). Despite the
discrepancy, “Kongzi shilun” has not provided any clue for resolving this problem;
suffice it to say that Shao Gong was a good governor to his people. The three short
stanzas appeal to the people of Shao to protect the pear tree from hewing and

trimming.

The graph jﬁj appears twice in the passage and its transcription as bao %
(protection) is beyond doubt. The only contention seems to be the possibility of
phonetic loan within the contexts of their appearance. Ma Chengyuan considers the
poem as a panegyric on Shao Gong thus % should be read as bao # (praise) on both
occasions (2001, 140, 144). Others read it as bao 3¢ (requital) (Liao Mingchun 2002,
263; Chi and Zheng 2004, 36; Liu Xinfang 2003, 192; Huang Huaixin 2004, 43). Jao
Tsung-1 4& = % affirms that no phonetic loan is necessary and prefers to read the
graph as-is (2002, 230). It is not hard to appreciate the emotions expressed in the
poem: in requiting the kindness of Shao Gong and through sublimation, the people
revered the pear tree in whose shade he had rested (worked?), warning any wilful

damage to it. Thus #¢ appears to be the correct reading and “® 4R & % > 4 £ 2 €

characters and as a binome, which have been glossed as either big or small by scholars over the years.
This has led to the question of the time of composition of the poem, where exactly 7. & was and the
identity of %= or z i5, Also questioned is the meaning of % which has been glossed to mean
building a cottage for logging or simply rested it .These points have been covered in detail by Chi
Hsiu-sheng but the findings do not seem to be conclusive. See Chi 2010, 174-211.
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r2 gk 2 7 refers to the deep feeling of the requited affection. The complexity of this

poem warrants further discussion (see Chapter 4).

“Liiyi” (4% 2 Ode 27)

The comments on “Lilyi” are relatively simple:

3 ES N
B2 B Le A
The theme of “Liyi” is clearly about remembrance and sorrow, as can be
read from these verses: “w 2_ & 2z --- 24 &, & % ... (The sorrow of my heart...I think

of the ancients.) (Legge 1994, 4:41-2) There is general consensus on the transcription
of the Chu graphs of si 2 (remembrance) and you & (sorrow), on which the
commentary has focused. However, Liao Mingchun considers guren = + both in the
commentary and the poem to be referring to #= 4+ (a deceased person) (2002b, 72).
Huang Huaixin further affirms that # % is the poet’s dearly departed wife (2004, 45).
Others maintain that + + refers to the virtuous ancients as prompted by the couplet
“Iw A~ s kA7 ([But] | think of the ancients, / That | may be kept from
doing wrong) which is no doubt a normative interpretation. However, it is noted that
chixi & % is mentioned in the last stanza (& & %4 ~ & # »2 k5 Linen, fine or
coarse, / Is cold when worn in the wind) (Legge 1994, 4:42) which, as will be
discussed in the annotation to the poem “Getan” later, denotes kinship. It is well
justified to interpret &+ A as #x 4 (one’s dearly departed), particularly in view of the
depth of emotion as expressed in the poem.

“Llyi” is an obscure poem whose metaphor of the upper and lower garments
and the colour codes have inspired vastly diverging interpretations. In the couplets
“B A~ KA % £ (Green is the upper robe, / Green the upper, and yellow the
lower garment) where green is considered to be the informal colour and yellow the
formal one, the symbolic subordination of the green by the yellow has been taken to
mean the wife or queen being dominated by the concubine(s) (Fang Yurun 1986,
123-4). Unfortunately the “Kongzi shilun” commentary has not shed any new light

on the interpretation of this poem as far as such reading is concerned.
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“Yanyan” (# # Ode 28)

The following comment on “Yanyan” is relatively straightforward but its
simplicity belies its ambiguity:
BE 2o
BEZFHE b o
Ma Chengyuan identifies the graph 7T as shu § , but reads it as du &
(devoutness), which means the profundity of love (2. &) (2001, 145). Li Ling
reads it as gua % (widow) ‘% having regard to the verses “#% % 2. 2% ~ Ut 47
of the poem (In thinking of our deceased lord, / She stimulated me.) (Legge 1994,
4:42; modified; Li 2002, 27) Huang Huaixin reads the graph as f&, glossing it to
mean solitude (2004, 48), pointing to the fact that the poet will be facing loneliness
after the farewell. Zhou Fengwu, Jao Tsung-1 and Chao Fulin cite the adage “% + |

B (the junzi remains focused) from the bamboo text “Wuxing” I {7 in which
“Yanyan’ has been quoted (Zhou 2002, 161; Jao 2002, 230; Chao 2004, 126). Liang
Tao ¥ ;% reads #b not in the sense of physical isolation or solitude, but a state of
mind that transcends materialism, which can be extended to mean sincerity (2005).
Xunzi asserts in the chapter entitled “Nothing Indecorous” # § that “7 %R % jH”
(without sincerity 3%, there is no focus f — my translation), which essentially
illustrates the synonymy of 2% and f%. In conclusion the graph can be read as
(single-mindedness, sincerity), in which case it subsumes the meaning of
steadfastness, resoluteness, dedication and devoutness as attributes of love, but the
meaning of loneliness should not be disregarded.

“Yanyan”, as transmitted, comprises four stanzas. The first three are similar
in structure but the fourth stanza seems to be out of line with the rest. The first and

fourth stanzas are included below:

Foak T The swallows go flying about,

A4 H0 With their wings unevenly displayed.
2+~ &fﬁ' The lady was returning [to her native state],
FiET W And | escorted her far into the country.
Py sz I looked till I could no longer see her,

PARY B 1o And my tears fell down like rain.

192 See the meaning of the word % in previous discussions on = .
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CEENE 35 Lovingly confiding was lady Zhong;
S i Truly deep was her feeling.
BEER Both gentle was she and docile,
RIEH E Virtuously careful of her person.

A 2N In thinking of our deceased lord,
DRl She stimulated worthless me.

(Legge 1994, 4:42-4; modified)

“Yanyan” depicts the profound emotions of bidding one’s beloved farewell
but the cameo can be interpreted differently. Legge’s translation follows the
interpretation of the “Little preface”, which identifies the personae in the poem as

P

Zhuang Jiang % %, the widow of Duke Zhuang of Wei 3 == (circa 700 BCE)
escorting # < (Lady Zhong), a concubine of the duke, returning to her native state
(Legge 1994, 4:41]). This historical reference is found in “The Third and Fourth
Years of Duke Yin” in the Zuozhuan % i#*%£ > = ~ w & : Zhuang Jiang bore no son
for Duke Zhuang, and had adopted concubine Daigui’s 4% son Wan = her own
(Daigui is referred to as Lady Zhong in the poem). Wan succeeded to the dukedom
as Duke Huan f#ta = but was later assassinated by Zhouyu ==, a by-blow of
Duke Zhuang.'® The poem depicts Daigui returning to her native state after the
tragic event, escorted by Zhuang Jiang. However, Daigui’s return home is not
recorded in the Zuozhuan. Chen Zhi (1999b, 8) points out that Wang Zhi 2 &
(1135-1189) has already argued that according to the Shiji Daigui died before Wan
became the heir apparent therefore it was impossible for Zhuang Jiang to bid her
farewell after Wan’s murder. Chen affirms that “Yanyan” was written by Wugeng #*
A who was the son of the last Shang king Zhou t (1999b, 20). Chen’s reading is
more credible than the Maoshi interpretation in light of the textual and circumstantial
evidence produced. This will be discussed in greater detail in Chapter 4.

Another historical reading is proposed by Liu Xiang %]+ (77-6 BCE) of the
Former Han, He relates this poem to Ding Jiang Z_%, who was the wife of Duke
Ding of Wei f&_~ (circa 570 BCE) seeing her widowed daughter-in-law returning
home (1998, 5).

Li Chendong proposes yet another historical reading as he claims that the

Lady Zhong mentioned in the poem was the wife of Yin Jifu and this poem is about

1% The Zuozhuan describes Zhouyu as “£ 4 2.+ + ” (the son of a favoured woman), see “The Third
Year of Duke Yin” of the Zuozhuan.
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Yin seeing her off on her journey back to her native country, as their marriage had
broken up (1961, 201-2). However on close examination Li’s arguments lack
substantive support.’® In essence the historical event, if there were one that this
poem is supposed to depict, is confusing. In fact these are but two of the many
readings which will be examined further in Chapter 5.

Exegetes who subscribe to the reading of the “Little preface” attribute
authorship of this poem to Zhuang Jiang (reflexively addressed as % * ‘I’ in the
poem). Huang Huaixin argues that it is unlikely for Zhuang Jiang to be the author of
“Yanyan”, for gui §f normally means a woman’s marriage rather than returning
home. Furthermore, it is not the correct protocol for Zhuang Jiang to address herself

as % 4, a prerogative term reserved for man as a head of state (2004, 49).)% Li

Shuling argues otherwise, claiming that % + is what Zhuang Jiang identifies herself

as the widow and that = in # < iz & should be read as ren 4 (pregnancy),
referring to the ladies’ memories of Daigui bearing a son of their deceased lord
(2009a, 14-5). This reading seems to be rather far-fetched.

The first three stanzas of “Yanyan” open with the metaphor of a pair of
swallows flying together but the inclusion of the fourth stanza, to which the historical
interpretation of the “Little preface” is based, is entirely out of character with the first
three. Chao Fulin posits that the fourth stanza of “Yanyan” and the seventh stanza of

Ode 199 “He rensi” ® A~ #7 had been transmission errors; these two stanzas should
be removed from where they are in the received texts and be regrouped as a separate
poem, which could be a lost poem purportedly entitled “Zhongshi” #* < (see slip 27)

(2003b, 18).2% However, this poem, with or without the fourth stanza, expresses

deep and devout love, thus Confucius’ comment is translated accordingly.

1041 i°s claim is predicated on three arguments: Yin Jifu was a native of Hebei and Zhongshi’s home

was in Henan. The verse &% < % fits the journey going south. However, as Wen Yiduo points out
% is read as +& and not ‘south’ (Wen 1948, 2:166). Secondly, Li argues that the verses “ ;g 7 @& ~
g 8 £ were addressing Zhongshi as Yin did address her as *j‘ 4 (& %) in Ode 207 “Xiaoming”
.]- B, which means that this claim is an assumption based on an unproven assumption. Thirdly, form
other poems it can be concluded that Yin’s father-in-law was = #, s being the name of the state and
# was the surname; thus “# % i ¥ ” is referring to the daughter of &= # as # <. Be that as it may,
Li’s arguments are based on subjective reading and are unconvincing.

1% Huyang’s explication is debatable: according to Wang Xiangian % refers to % the widow, not
the mode of a head-of-state’s self-address (Wang 1987, 141).

198 The seventh stanza of “He rensi” reads: “ i< vx3& ~ # <% £ ---” and is found to be pairing with
“f S s Hou A+ Chao reads % and # % as brothers (Chao 2003b, 20). However, Li
Chendong reads = of “He rensi” as the new husband to whom # % was re-married (1961, 208).
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General Comment

As Confucius observes, the modality of the seven poems mentioned in this
passage is “i @ % §-** # 4~ %+ . Ma Chengyuan identifies the graphs Zir and

g. as tong i and xian % (worthy) without further explanation (2001, 139). Li
Xueqin glosses # as @ (to read) by way of tongjia (Li 2002b, 91). Zhou Fengwu
reads 3 as chong £ (repetitive) (2002, 160). Both Li and Zhou’s interpretation is
that the reading (or the repetitive reading) of these poems is edifying, as one may
become more virtuous than before. lkeda Tomohisa asserts that because of the
stanzaic repetitions, poetic meaning becomes clear towards the end of the poems
(Ikeda 2006, 377). He Linyi’s reading is “# @ % ¥+ # 4~ and focuses on the
elevation of emotions (instead of through reading) to a more virtuous plane (2002,
248). Reading & as repetition, whether in terms of citation or stanzaic structure
sounds hollow as any poems can be repeatedly read, and many odes have repetitive
stanzas.

A rather novel interpretation is propounded by Liu Xinfang who reads the

text as “3 @ fp - F3> H 4-7, arguing that Confucius saw these seven poems as

107

praising the harmonious relationship (xie i among children (tong % ) who have

become disciplined when they come of age (> # 4~). For instance, in “Gantang”,
children who by nature like to climb trees but having been cautioned that the tree is
to be protected, they refrain from doing so and have thus become disciplined. In
“Jiumu” before a junzi received official status they were minors and not adults.
However, Liu concedes that his interpretation cannot be applied to “Yanyan (2003,
24-32). Despite his sententious explication Liu’s argument remains far-fetched and
unconvincing.

Liao Mingchun reads “& & ' Bt # 4= in which £ means shen 3 or gui
¥ (good or precious). By this Liao means the messages of the poems (the

transformation of “Guanju” R p& 2_ #c etc) are precious (£ ) because they excel their

causation (% F*t H 4-). Liao further explains that “Gantang” speaks of “the

Y The original graph is transcribed as jie ‘# (in all cases), Liu reads it as # which means
‘accompanying’ (in his explanation of “Jiumu”, “Hanguang”) but uses it interchangeably to mean
B

‘haromoious’ ##. The loan transfer of these graphs has yet to be established, without which, Liu’s
argument appears to be inconsistent and flawed.
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transcendence of selfishness” (§1]2 ¢4 it endg 4%); “Liyi” and “Yanyan” depict
“the transcendence of fickleness” (L £ & # v A& i 42 4% ). However, when

“Guanju”, “Jiumu”, “Hanguang” and “Quechao” are said to portray “the
transcendence of sexual desires” (4 ¢ &1 & i #4g 4%) (2002a, 263), Liao’s

interpretation would appear to be inaccurate as far as “Jiumu” and “Quechao” are
concerned, as the latter two poems do not concern such passions. Liao’s reading of
Confucius’ comments can be adopted but alternative explanations for “Jiumu” and
“Quechao” would seem necessary. For “Jiumu” it is divine blessing that transcends
human endeavours (3’4 2_ k.45 87 &% ). For “Quechao” it is the generality of
li that transcends a wedding (‘£ & 2 §F---R1 % % ). Thus, “£ & F F>H 47 is
translated as: ‘[What these poems] bring to bear are the morals that are to be

cherished.’

Shangbo Transcription:

l=AFE&E IRV IHFREGRANRT AR EBER —FREFZRT
W Rl [16 part] Bl #z HteEBZ RE L el EX R Z St e FEH
HORHZBeRETREEIT AL ITILBIT NSFIT AT KHEEIT A
FRR (4] FRZATiktha REHRATTEE L X By th mJT 5 XF
B fE N EGAT Z T E R AR E A ZET A GE [20] RARAZRE
A EECT A EET Et— [18] AZEBRHXTHK X G50 AK
NHETmARGEG e [19] LR TAHEZ LB ESNEHERE Y
Z R L [27 part]

My Reading:

Q'L

4

Pl ENEREMAZE ARNAR LHF A A L K2 A
# 0 R [16 part] Mgz ges o BARZ AF A o R FAgLr o FNHFE
28 }_%l;ﬂ_i;/fg’ z\ygtrj»,tlg—’d/\ PRVA t{,«o,r HA > &3 Herd o §H

#on ke [24) EIARANEDR 8 22 7 24 o b Az > HEa L) g

s Bo g iAo A w2t AR T L oo 2P E &

S

[20] ---F1& A2 4R > J‘Nﬁﬂ%’dﬁ; PRBFEH TS [18) A 0 %
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T HkF 2T e kA R AEES o 2 [19)] dept e 2 #7182 2 0

Translation:

Confucius said, “From “Getan” | discern the emotion of venerating one’s ancestors.
It is the emotional disposition of the people in that when something is seen as good,
they would wish to retrace its origin. Dolichos are lauded [16 part] because from
them clothing is made. Likewise Hou Ji [the ancestor] is esteemed because of the
virtues of [his descendants, King] Wen and Wu. From “Gantang” I understand the
respect paid to the ancestral temple. It is the emotional disposition of the people in
that when they venerate a person, they would surely respect his position. If they are
fond of a person, they would surely cherish his actions. The same applies to disliking
someone... [24] [From “Mugua” I know that the rules of giving] money or silk
cannot be dispensed with. People are emotionally disposed to finding means to
express their implicit intents. That expression of [goodwill] has to be conveyed
before it can be accepted, or, as a precursor of friendship, one must not be remiss [in
observing such decorum]. From “Didu” I come to understand that official duty....

[20] ... With the reciprocation of gifts, “Mugua” elucidates the expression of
goodwill .... T am particularly moved by the profundity of the love “Didu”
expresses... [18] ... [being] ignorant and having cried out to Heaven, one still
vents words of regret. “Mugua” is about the covert intention [of cultivating
friendship] that has yet to be expressed ... [19] How is that? That is [personal
sacrifice] for the sake of official duty. Leaving one’s beloved must have impelled
one to say that parting is hard to bear; [the words ring] as if they were a gift before

parting. [27 part]

Annotation:

Didu 4+ mentioned on Slip 18 may refer to either one of the two poems
similarly entitled “Didu” #*t+ in the “Tangfeng” & k (Ode 119) or in the “Xiaoya”
(Ode 169), a third one “Youdi zidu” 7 t+2 # (Ode 123) is also collected in the

“Tangfeng” (it is possible that it was titled “Didu” in Confucius’ time as naming a

poem after its first verse was a common practice). Textual studies of the commentary
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and the poems reveal that all could be possible readings. Again Confucius’ focus is

on the notion of ging of the poems.

“Getan” (& % Ode 2)

Confucius’ comment on “Getan” is as follows:

ZUEHR @A A AEER LEEgF ke 4 2 E
# o R s o BRZ AT o RIT Flghs o

Ly
A number of lexical issues have to be dealt with first. Having transcribed S

% as & %, Ma Chengyuan has not determined the title of the ode which these

graphs signify (2001, 145). Li Ling and He Linyi identify them as & % by way of

phonetic borrowing (Li 2002, 27; He 2002, 250). The two graphs § ,ﬁ( on the
partly damaged tip of slip 24, which appear to be puzzling at first glance, have been
decoded by Chen Jian F# &] as chixi & % (hemp) (2002, 375). “Getan” is a poem
that features ge %, a type of vine known as dolichos according to Legge, as the motif.

A

In the Shuowen jiezi & is synonymous with 4 %, the textile made from ge fibres.

=6
Whilst the graph Tis usually recognized as 3#* (Ma Chengyuan 2001, 145), Liao
Mingchun asserts its reading to be zhi % (intent) (2002, 264).'%® Ma transcribes the

graph % as 5. which stands for mei % (beautiful) or wei # (tiny) but within its

context he proposes to read it as % . On slip 16 the graph " has been identified as yi
-, thence “L 2 % &zt F ‘— > A” (Ma 2001, 146). He Linyi glosses yiben - 4 as
the root (2002, 250). However, most other scholars consider what appears as “— > on
the slip is the faded graph 77 (#) (Zhou Fengwu 2002, 161; Pang Pu 2002, 239; Yu
Zhihui 2002, 314; Li Rui 2002, 400).

Ma Chengyuan reads C‘ as = but notes that the meaning of “= 4= 2_3¥” is
obscure (2001, 145). Zhou Fengwu identifies = as #_thus ¥ _%~ 2 ¥ means that
“Getan” is a poem about one’s root (chu %~). The emotional disposition of the people
is such that (% £ %] #%) when one sees something beautiful, one wishes to retrace its

origin (L # % 2 stk # 4). He Linyi suggests that < refers to shishi ¢ <, the

1% The interchangeability of ¥ and % has been discussed in detail in Chapter 1.
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matron mentioned in the third stanza (2002, 250) but this reading does not seem to
make sense within the context. Liao Mingchun’s reading is “4%4~ 2_ & in which zhi
#% stands for respect (jing #x) (2002, 264); thence “Getan” is about the respect of
one’s ancestral origin.
Confucius continues to affirm that ge is praised because of the hemp fabric (%

B2 Lgcs o RIS 2 ¢+ ), just as Hou Ji & 48 (dates uncertain), the
progenitor of the House of Zhou, was venerated because of the virtues of his
descendants Kings Wenand Wu (2482 L F » » B[00 2484 ).

Whilst the reading of & and & % appears to be perfectly coherent, Chao Fulin

L2 ot
identifies & as meng % (to cover) and %« as ji #& (thorn shrubs) in place of 4 %,

as in the line from Ode 124 “Gesheng” % 2 : “%& 4 % #& ~ & & = 3 (The dolichos
grows, / covering the thorn bushes; / The convolvulus spreads all over the tombs.)
(Legge 1994, 4:186; modified) Chao argues that this poem is a panegyric on Duke
Xian of Jin —‘Mﬁk 2 (?- 651 BCE) for his benevolent rule, just as the growth of ge
covering the thorn bushes (2006b, 11). Chao quotes Wang Fuzhi as the authority for
this political interpretation; however this historical-political reading appears to be
far-fetched, for “Gesheng” evinces a deep sense of loss of a loved one '* rather than

the gratification of peaceful life as Chao claims.
AL L
As another alternative Hu Pingsheng reads B %‘5 as renshu j=# (a kind of

mint herb and beans). Hu remarks that Hou Ji was the first to cultivate =4x and by
implication, Hou Ji was venerated because of the crop. Thus “~ 72 4" does not
refer to King Wen and Wu’s virtues but Hou Ji’s own virtues (2002, 279). Instead of
the majority reading of % % 2 L gt~ , He Linyi’s reading is #* g2 %L #t, where
fusu #% # (mulberry tree) refers to Ode 84 “Shanyou fusu”.L 3 #% #. He claims that
the poem is about the handsome men Zidu =+ A and Zichong + “t. Thus 4 2. &

g~ means that “Shanyou fusu” propounds the notion that when one sees handsome

men, one would retrace human beauty to human nature (2002, 250). He’s exposition

sounds improbable, as it ignores the context prescribed by the following sentence “p

[ ]2 #= > by not glossing what [ ][ ] would stand for. Li Xueqin’s reading is

199 Feng Yuren asserts that “Gesheng” is a poem depicting the sentiments of the wife of a soldier who
has been sent to the battlefield (1986, 263).
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% B2 Rgcs , P EF2 s where yeqi £ ¥ is taken from the “Getan” verse

“E Z F” (Its leaves were luxuriant) (Legge 1994, 4:4; Li 2002c, 7). It is felt that
luxuriant growth may not be a good enough reason for ge to be lauded. Liu Xinfang
stops short at interpreting the commentary but instead critiques the poem from the
didactic perspective of li (2003, 198).

Chao Fulin quotes Dong Lianchi’s view that 4\ stands for jue & (its), thus &x
4 2_ & means H 4= 2_ % (its intent in the beginning) which renders it close to Zhou
Fengwu’s reading of the graph as &_. By citing the Liji, Chao relates 54~ to li in that
li stems from one’s ‘beginning’ or natural instincts (2005b, 35). This comes back to
Confucius’ point that ancestral respect is an attitude to which people are emotionally

disposed. The emotional motif of this poem will be discussed in Chapter 4. | shall

also argue in Chapter 5 that = + is not simply human nature but also emotions.

“Gantang” (4 # Ode 16)

Further to his earlier comment on “Gantang” Confucius has this to say:

%l/-ﬂ#’fg%’}%ﬂéﬁy B\:ﬁ‘}.‘]?k 1;!':']._‘?‘_;1:‘_' A ’:L&:'—-;(_/E!]':"_o:rﬁ:_;t! A
hFH G o B H A:ﬁﬂ» 0

The transcription of the Chu graphs here is relatively straightforward. From
this poem Confucius comes to understand the meaning of paying respect to the

ancestral temple (7 % 2 #x). Likewise he ascribes this respect to the emotional
disposition of the people (% % %] ?X) which enables the reverence of the person to be
extended to his official position, and from liking the person (fz # *) to liking what
he does (¢ 4+ H #7 % ). The reverse situation of disliking a person is also true (& #H

A ﬁ 7& #8). The implicit meaning of this poem will be discussed in Chapter 4.

“Mugua” (+ » Ode 64)

Confucius comments on “Mugua” as follows:
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Though the tip of slip 20 is broken and the title of the poem is missing, Ma
Chengyuan asserts that the text is a comment on “Mugua”. Ma also points out that

bibo # % (money and silk) refers to coins, jade pieces and silk fabrics which,

according to Zheng Xuan, were gift items in ancient times (2001, 149). Chi and

Zheng propose to reinstate the text with <& 2 A /A {8’ as shown above (2004, 44).

This reading has the support from most other scholars. It is from ‘“Mugua” that
Confucius comes to know the custom of gift giving as people’s emotional disposition

that cannot be dispensed with (% 2. % ¥ 4 & o X [ FR).
The reading of the graph ¥ as *£ has been discussed in detail previously

(see annotation on slip 1; *& means ‘hidden or implicit’). The graph ) lends itself to
different readings: Ma Chengyuan reads it as # but as such its meaning in the
context is obscure (2001, 149). Wang Zhiping glosses it as tou ufj meaning gougie
g ¥ (careless) (2002, 221), but “# 2 & & 5 14 i« > (its implicit intent must be [a]
careless [expression]) is antithetical to the affirmative tone of the context. Li Ling
notes that it should be read as shu ﬁi%l (to relief), which alludes to shu 45 (pour out)
(2002, 23). Most other commentators read it as yu %A‘J (to communicate) (Zhou
Fengwu 2002, 162; Pang Pu 2002, 239), thus “H *& & & 3 12 Fa’?]# ” can be rendered

as: ‘one’s implicit intention must find means of expression’. This interpretation is

adopted in this translation.

The meaning of the graph %} remains dubious despite substantial exegetical

efforts. Its pictographic construction has been recognized as % over =+, that is %, an
erstwhile unknown word. Huang Huaixin reads it as gan 5z (dry), and explains ~ %
¥ 5z~ as one who tries to pick up salt by dipping in it with a dry finger (without
even the minimal effort of first moistening the finger). Huang further claims that this
alludes to a guest who goes to a social engagement empty handed (without bearing

gift) (2004, 61). Chi and Zheng identify % as han 3% (to oppose) (2004, 49). Zhou
Fengwu reads it as gan +, and 4+ # ¥ + » means violating the rules of etiquette for
receiving guests, an interpretation which Zhou deduces from the Gongyang zhuan =
# 1% (2002, 162). Other scholars read the graph as chu f§ (to violate) (Zhang

Guiguang 2002, 341; Liu Xinfang 2003, 214). These readings tend to say that the
exchange of gift is a custom that should not be violated. Wei Yihui contends that the
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radicals of the graph are & over niu 2 (an ox) instead of =+, thence the character £
which is equivalent to #f and is to be read as shu & (to grasp the meaning). Wei
suggests “+ # ¥ B+ ” means that the poem is difficult to understand (2002, 390).
In fact the poem is not as obscure as Wei thinks. Cao Feng further transfers & by
phonetic loan to du 7% (to desecrate), implying that the non-observance of the rules

of exchanging gifts is sacrilegious (2002), a much more serious allegation than faux

pas. Wei’s reading of the graph as #f is correct but his exegesis falls short of
identifying it as the archaic form of cu 42 (coarse). Chao Fulin also identifies this
graph as 4, but he glosses it to mean cubao #= % (brutal) or culu 42 & (rude). Chao
further explains that because of self-esteem people would not wish to be treated
rudely, and that Confucius sees gifts as the bonding agent for human relations* in
accordance with li (2005c, 114). It is felt that Chao’s interpretation misses the point
of Confucius’ thought of li of gift-giving.

| hold that the reading of this graph as tf is correct but the interpretation of
Confucius’ comment is different from those of Wei or Chao. Textual examples of
can be found in the Gongyang zhuan: “#f ?‘{ 1ZANE ﬁuﬁ v %7 (to invade is crude, to
conquest, refined — my translation) in which #i is glossed as cu s (crude,
unrefined). Another example can be taken from “Xuzhuan” of the Hanshu i 2 « 4«
@ “4f B B (summarily listing the posts) in which #i is glossed as dalue = ¢
(summarily). According to the Shuowen jiezi, 2 means shu #: (negligent). It can be
seen that 1§ assumes the meaning of #e gx (casual, remiss, or perfunctory), and this

meaning comes through clearly within its context, which sees the li of offering gift as

a procedure exercised with care and seriousness. Thus “# 7 3 #r§'@ {3 j - 2

1

Z_@m {6 » A% ¥ 4+ 7 can be translated as: ‘that expression of [goodwill] has to

be conveyed before it can be accepted, or as a precursor of friendship, one must not

be remiss [in observing such decorum]’.

G-

There are alternative readings of the above. Li Ling’s version is “H 3 & % 3
Ps e BTG oerdta fg o o &A@ {5k L glosses the text to mean ‘it
hidden intention has to be poured out. What is said in the poem (“Mugua”) has to

have a message, which makes its way to one’s mind, or its effect can be seen after it

1011 Chao’s own words, “4% B % § 2 g eralide o 7 UAR L A MR A gk S A 0 7
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has been cited’ (2002, 24). Li’s exposition is considered to be a generalization on the

effect of poetry, not particularly critical on “Mugua”.

As mentioned in the annotations on “Gantang” (slip 10) the graph b (%) can
be read as bao 3F (requital, return). Ma Chengyuan points out that 3F is taken from
the couplet “F.#% 2 A A ~ 4g 2_ 12 3§ 78 (There was presented to me a quince, / And

| returned for it a beautiful Ju-gem.) (Legge 1994, 4:107 modified; Ma 2001, 148)

Ma glosses § () as juan 4% (to give) which refers to the presentation and return of
gifts as mentioned in the above verses. Huang Huaixin reads & as yuan &g (wish)
(2004, 92). Li Ling glosses the graph as yuan % (grudge) (2002, 24). Liao
Mingchun asserts that the graph should be read as juan 4§ (good) (2002, 268). Thus
CEIA S 2 4R 0 MR S A NG R A A @S 7 can be understood as:
‘With the reciprocation of gifts, “Mugua” elucidates the expression of goodwill ....
“Mugua” is about the implicit intention [of cultivating friendship] that has yet to be
communicated.’

There are, however, different interpretations of the passage such as He
Linyi’s reading: “< * % ¥ ¥ % ” (do not ogle a beautiful woman) (2002, 252). He
claims that = 4, read as iz * (a beauty), was the title used in the bamboo text for
the poem “Yuechu”* I} (Ode 143). It is felt that He’s interpretation is incongruent
with the context of Confucius’ comments on gifts and friendship.

Another interpretation is propounded by Wang Zhiping who attributes the
entire passage to the explication of Ode 58 “Mang” % with altogether a different
reading: “H 3 & % 3 12 i Ho 3R feyp M2 mis» L2372
» (2002, 220). Wang’s exegesis is disjointed and is difficult to relate coherently to
the poem for a meaningful translation. Yet another interpretation of the passage is
advanced by Chao Fulin who contends that Confucius’ comment here refers to
“Luming” # v§ (Ode 161) rather than “Mugua”. Chao quotes Wang Fuzhi, whose
radical view on “Mugua” is that the poem derides the hypocrisy of returning valuable
gift for less valuable gifts received. “Luming” depicts a banquet in which guests
were presented with basketful of gifts (-k & ¥_#-) (2005c, 113) but this is not the
theme of “Luming”. Chao’s interpretation is considered to have taken the poetry out

of context.
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Amidst all the possible readings it appears almost certain that Confucius’
commentary under review is on “Mugua”. Exophoric support can be drawn from a

parallel discourse found in the Kongcongzi 3¢ # = ! which can be cross-referenced

not only to “Mugua” but also a number of poems mentioned in “Kongzi shilun”:

FHFE L B DR A AT EREL AT S
4 ...—%’.\j\/\EL ___—»5?_?’*’ 3N L,_ﬂ_}f% G2 K - <3 B FE
AT LGS e DAL .iﬁﬁ—'# R F KL ES 2 LA

K M}'-\}'-\ B ?"*‘-E x—ﬁ'—}‘l %+ -+ (Kong, 21-2).

Reading the Shi and “Xiaoya”, Confucius exclaimed: “From “Bozhou” I
understand the tenacity of a woman’s unwavering will ... from “Mugua”
[I] discern the practice of gift giving; ... from “Xishuai”, Tao Tang’s
great virtue of frugality; from “Luming”, the rites between the sovereign
and his ministers; from “Jie nan shan”, the loyal minister’s worries of the
time; from “Liao e”, a pious son’s thought of serving his parents;
from “Changchang zhehua”, [I note] the virtuous ancients keeping
wealth for generations .... (My translation)

In the above passage baoju % & refers to a kind of matting of woven plants
and leaves for wrapping gifts in ancient times. It is as much a metonymy of gifts as
"% is a synecdoche of presents (Liao 2002, 266). Thus the parallel text from the
Kongcongzi indicates that the text in question from “Kongzi shilun” is unlikely to be
a commentary on the poem “Mang” as Wang Zhiping has suggested, but is almost
certain to be the comments on “Mugua”. On the other hand this poem has been read
as a love song and is rich in the symbolism of ging, a topic to be further explored in
Chapter 4.

“Didu” (#+# Ode 169)

The following is Confucius’ comment on the poem “Didu”. As previously
noted there are three poems that answer to this title and it remains to be seen to

which “Didu” these comments refer:

111 5ee note 40.
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The answer to the above question lies in the key words jue % (&), ai 2;1:'

(7%), and binzeng % % (% #¥). According to the Shuowen jiezi & is a homophone
of jue &, and by phonetic loan it can be glossed to mean ‘peerage’ or ‘public office’.
The graph % has been generally recognized as ai & which means love or affection.
The term % p§ can be understood as gift presented to or by a guest (Huang Huaixin
2004, 63).

Zhou Fengwu reads % as jiao p&(to drink wine) and considers that the
comments here are meant for Ode 123 “Youdi zhidu” of the “Tangfeng” (2002, 162).
Whilst this poem speaks of food and drink to be provided to the junzi, it evinces little
or no passionate sentiments that could justifiably be described as gingzhi % (full
of emotion). Chi and Zheng observe that this poem speaks of receiving the junzi and
giving him public office (&) to attract him to stay (2004, 51). It is felt that this is

rather far-fetched as too much meaning has to be read into the offer of food and wine

as incentives for public office.
Sl

Liao Mingchun identifies 2 (%) as xi #- and glosses it to mean tong &
(anguish). By “#x 4+ 3£ # 3 » ” Liao asserts that it refers to “Didu” of the
“Tangfeng” (Ode 119) in which the poet grieves his solitude and helplessness (2002,
268).112

Ma Chengyuan, among others, proposes that Confucius’ comment here refers
to “Didu” of the “Xiaoya” (Ma 2001, 148; Huang Huaixin 2004, 66-7; Cao Jiangguo
2004, 75). They argue that the verse “1 ¥ E-%” (The king's business must not be
slackly performed) points to the identity of the poet (or the protagonist) as a holder of
public or military office (#). The lines “ . &b ~ fE4 fFab -+ R 27 (But
my heart is sad. / O that my soldier might return! /... And our parents are made
sorrowful) (Legge 1994, 4:266) express profound connubial and familial love.
Congruity of meaning is thus found in the bamboo text: ‘From “Didu” I come to
understand that official duty... (& r2 <42 {8 & ---) | am particularly moved by the
profundity of the love “Didu” expresses... (#x R+ % # T+ ---). How is that (4

#t @)? That is [sacrifice] for the sake of official duty (#7#& 2 %). Leaving one’s

112 Refer to verses from Ode 119 such as “4 & % % ~ # 7 & & > (Without brothers as | am, / Why
do ye not help me?) (Legge 1994, 4:181)
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beloved must have impelled one to say that parting is hard to bear (# 2 #7& » & »
+ % #2.); [the words ring] as if they were a gift before parting (% ¥ £~ ). This is
the adopted translation.

Alternative readings of # p§ open up possibilities that Confucius’ comment
here relates to other poems. Li Ling’s reading of the bamboo text is: «--4cpt » i@ 27
22 o gpH e > e 2 EHE2 o FRE AL in which @ 27 is read as the title
of a poem which is known as Ode 199 “He rensi” f® % 27 of the received Odes; the
graph &- is a phonetic loan to be read as giao ¥ (to ridicule), and “&g 2 #7§ » < v
+ %482 > F A~ 7 is the commentary for another poem. Li glosses % f¥ to be
gifts presented to the dead during burial ceremonies. Whilst the theme of “He rensi”
is surely a ridicule of the wicked”; ™ it leaves the sentences “#t H #r & » etc
unexplained. Li’s belief that they relate to “Gantang” (2002, 29) is not supported by
the bamboo text or the poem. Liao Mingchun suggests that “## #1 & --- applies to
another poem — Ode 134 “Weiyang” /¥ 1> —as he reads % f¥ as B % , which forms
part of the official rituals of pinli 4. Citing support from the “Little preface” and
Zheng Xuan, Liao believes that “Weiyang” depicts the scene in which Duke Kong of
Qin % & = (? — 609 BCE), when he was still the crown prince, bid farewell to his
mother’s nephew Prince Chong Er £ 2 (697-628 BCE). This poem expresses a deep

sense of affection and mentions the gifts of horses and gems (2004a, 50).'* Another
different reading is proposed by Cao Jianguo who, whilst agreeing to Confucius’
comment being applicable to “Didu” of the “Xiaoya” and the explication of official
duty to be the theme of “He rensi”, reads “#g# #7% » %o 2 X &2 » FRE L7
in which % p¥ refers to the title of a poem lost during transmission (2004, 124; also
see Yu Zhihui 2002, 321).

The above are all possible interpretations of the bamboo text, but no single
one can claim to be the only correct reading. There are many factors precluding a

definitive answer: the slip sequence may not be correct; there could be missing slips;

3 The theme of “He rensi” is self-revealing in the poem: “{% st 438 ~ r24& & #]” (I have made this
good song, / To probe to the utmost your veerings and turnings.) (Legge 1994, 4:346)

1% As can be seen in the last stanza of “Weiyang”: “3%i¥ § X ~ [TiCA L o P12 ~ H DL R
(I escorted my mother's nephew, / Long, long did I think of him. /What did | present to him? / A
precious jasper, and gems for his girdle-pendant.) Gift of horses is mentioned in the first stanza: “§ #
3+ ” (Four bay horses for his carriage of state.) (Legge 1994, 4:203)



Transcription, Translation and Annotation 135

the Chu graphs may not have been identified correctly, or terms such as % p# could

have different meanings to the modern vernacular. It is also possible that Confucius
was addressing untransmitted poems similarly titled “Didu”. However for the
purpose of this translation Ode 169 is taken to be the poem to which Confucius’

commentary refers.

“Beimen” (# F* Ode 26) and others

As the tip of slip 19 is broken; the text that ought to be there could have
contained the title of the poem to which the comment ... “#& & » v X & > ¥
3=~ relates. He Linyi glosses # as ni i, having compared the graph similar to
that of the Guodian text, which means ;X (without) (2002, 251). Cao Jianguo
elaborates on the meaning of 3 & as wushi & % (ignorant) in terms of resenting
the way of Heaven (yuantian 2 =) (2010, 74).**® Yu Zhihui identifies six possible
poems which would answer, to varying degree, to the motif of %2 = :

Ode 26 “Beimen” #* F* of the “Beifeng” #* J

Ode 45 “Bozhou” 1p 4+ of the “Yongfeng” A%
Ode 47 “Junzi xielao” % =+ ¥ % of the “Yongfeng”
Ode 65 “Shuli” % & of the “Wangfeng” 3 k

Ode 121 “Baoyu” +§33 of the “Tangfeng” #

Ji
Ode 131 “Huangnao” & % of the “Qinfeng” % &
Yu identifies “Beimen” to be the most likely poem to which Confucius’

comment refers (2002, 315), for it expresses more than the others a sense of

resentment as the first stanza may suggest:

dip A | go out at the north gate,

B RER With my heart full of sorrow.

K S Straitened am | and poor

L aeA¥ge EX And no one takes knowledge of my distress. So it is!
TR Heaven has done it; -

B ESGE What then shall | say?

(Legge 1994, 4:65-6)

"% In this regard, Cao quotes from “Of Honour and Disgrace” of the Xunzi § + « # B: “sr & % %
X 20X % # %7 (those who know fate do not resent Heaven ... those who resent Heaven do not

learn from experience, and from “On the model for conduct” /% f7: “%3 % —‘F'T # 2 (same translation)
(Knoblock 1988, 1:188, 3:257).
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Cao Jianguo’s choice is also “Beimen” in view of the poet’s complaint of
hardship being clearly discernible (2010, 74). Other scholars nominate the poem
“Junzi xielao” in view of the line “#* 7 @ X+ ~ & X & » ” (She appears like a
visitant from heaven! / She appears like a goddess.) (Legge 1994, 4:77) Liao
Mingchun quotes from the “Little preface” that this poem lampoons the
licentiousness of the Duchess of Wei &+ 4, and considers “¥t = % =+ ” to be an
exclamation of her perfect beauty, whilst “#t 5 %% > resents her failure to serve her
lord (2002, 267). However, this reading does not relate to 4% £ (whatever 4 means),
which can be reasonably assumed to have prescribed the context of the next two
sentences, as there is no punctuation mark between them. Huang Huaixin reads # %

as giangzhi 3 & (strong willpower) and asserts that “Bozhou” is the poem to which

this comment relates. Huang reads this poem as a young girl’s lamentation of her fate
when her parents disapprove of her lover. Her strong willpower is expressed through
the lines “z_ 7 K Bt ---2_ 7 X B 7" (And | swear that till death | will have no
other. / ... And I swear that till death I will not do the evil thing.) (Legge 1994, 4:74)
Huang also contends that the line “# » % = ~ % 3 4 = (O mother, O Heaven, /
Why will you not understand me?) (Legge 1994, 4:73) is, to all intents and purposes,
resentment of Heaven (2004, 89). Yang Zesheng interprets “Bozhou” as an
expression of regret of the distrust by one’s parents despite one’s immaculate
conduct (2002b). Chi and Zheng read # as ;% and gloss ;% % as xianni zhizhi fii
2_ & (resoluteness), which is synonymous with giangzhi 3 & (strong will). Zheng
adds that “Bozhou” aligns with Confucius’ comment, as the poem is a widow’s
lamentation of being forced by her parents to re-marry (2004, 51).

The arguments for adopting “Beimen” or “Bozhou” as the poem critiqued are

as strong as those against them. For this translation, i & is taken to mean ignorant

of the way of Heaven and “Beimen” is the nominated poem.

Shangbo Transcription:

l=Hti e P REFulBF YN Z B FILA (27 part] RIFTR
HXH AR ZER TR B S 2 KT SR e 2 Em [17]
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My Reading:
L3 laRRREACEE o BN E S o AR A B A 0 F 7
AP G o RR[F ] T AT AR o P2 RHAEHFT] c RELEEHF -

[17]

Translation:

Confucius said, « “Xishuai” is about recognizing the difficulty [in life]. “Zhongshi”
is about the [virtuous] junzi. “Beifeng” evinces people’s endless consternation. “Zi
li” does not ... [27 part] ... “Dongfang weiming” contains sharp words [of
criticism]. “Jiang Zhong [Zi]” is about being in awe of words. “Yang Zhi Shui” is

about [the poet’s] ardent love of his wife. “Caige” is about [the poet’s] love of his
wife.... [17]

Annotation:

The poems discussed in this passage are taken from the “Feng” division.

Commentators are in general agreement to the titles as identified, except ® = and +

=

«“Xishuai” (i Ode 114)

In the above passage Confucius said that the lesson from “Xishuai” is
‘knowing what is difficult’ (zhinan “¥g). The poem opens with an appeal to enjoy
life because time is fleeting: “4 s4 2 % ~ p 2 H “ﬁz (If we do not enjoy ourselves
now, / The days and months will be leaving us.) However, the poet cautions against
sybaritism and considers official duties to be more important: “#& = ~« & ~ L H
£.” (But let us not go to great excess, / Let us first think of the duties of our position).

Although joie de vivre is not to be deprecated, moderation and judiciousness are

a—
-

what a responsible person should uphold “4+ % & 7. ~ 2L & ¥ (Let us not be wild
in our love of enjoyment. / The good man is anxiously thoughtful.) (Legge 1994,
4:174) What Confucius refers to as difficulty, according to Ma Chengyuan, is
ephemerality (2001, 157). Huang Huaixin contends that the passage of time is a
natural phenomenon and should hardly be regarded as difficulty. Quoting from the



138 The Sensual and the Moral: “Kongzi shilun” 3t & ¥, as an Exegesis of the Shijing ¥ 5

Kongcongzi that “Xishuai” expounds Tao Tang’s (F & ) great virtue of frugality,''

Huang asserts that what Confucius means by difficulty is frugality or self-control
(2004, 69-72). In fact the poem is full of emotional fissures: as the cricket is chirping
the year away, one is well justified to enjoy life. But being a good man, one should
place one’s official duties first and abstain from excessive pleasure. As frugality can
only be achieved by resolute temperance, the recognition and practice of which,

according to Confucius, is the difficulty as expounded in “Xishuai”.

Zhongshi # =%

-

The term 2 3 in Zhongshi junzi “# < % 3 is generally taken to mean the
virtues of the junzi as expostulated in the poem (Ma Chengyuan 2001, 158); which
poem that might be remains to be investigated. The name Zhongshi appears in
several poems: Ode 199 “He rensi”® * #7 from the “Xiaoya” and Ode 28 “Yanyan”
which is the subject of previous discussion. Zhongshi is only mentioned in passing in
Ode 199 in a context that does not concern the virtues of junzi. As previously
mentioned, the putative # < in “Yanyan” is Daigui £‘4%, the concubine of Duke
Zhuang of Wei; she would not have been addressed by the title of junzi which is
reserved for men (Huang 2004, 49, 73). Yang Zisheng surveys the poems in which
#® < appears and only in the last stanza of “Yanyan” are the virtues of junzi
mentioned. Yang re-opens the old debate on the question whether the last stanza of
“Yanyan” belongs to another unknown poem (2002, 360). Chao Fulin asserts that it
could have been the seventh stanza of “He rensi” (2003b, 16). Hu Pingsheng
postulates that it could refer to Zhongshenfu # . # of Ode 260 “Zhengmin” % %
from the “Daya” (2002, 284).**" As Huang Huaixin points out, listed in Confucius’
discourse here are poem titles and it stands to reason that Zhongshi is the title of a
poem. As Zhongshenfu has not been eclipsed as Zhongshi in the poem; it is unlikely
that the “Zhengmin” could have been alternatively titled as “Zhongshi” (2004, 73).

Li Ling suggests that by phonetic borrowing, # = refers to the poem #& 27

(Ode 5) (2002, 30), so does He Linyi (2002, 255). In this poem the prolificacy of the

116 See earlier discussion on “Mugua”.

7 Hy argues that the lines from “Zhengmin™: “# L F2ig~2E28p > d&k4d ~pwFE -7
(The virtue of Zhong Shan-fu, / Is mild and admirable, according as it ought to be. / Good is his
deportment; good his looks; / The lessons of antiquity are his law; He is strenuously attentive to his
deportment....) (Legge 1994, 4:542) clearly describes the virtues of a junzi.
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locusts (#.) bears metaphorical well wishes of fertility. However, throughout the

poem there is not the slightest mention of the virtues of junzi. According to the
“Little preface”, this poem praises the queen and consorts whose unselfishness
results in their having a bevy of offspring. Chi and Zheng add that the queen and
consorts are virtuous because the junzi is virtuous (2004, 53). It is felt that such

hackneyed interpretations grounding on moralistic considerations lack textual

support. On the other hand, it may be possible that the graph g (duo % plenty)

might have been misprinted as %‘ (%), in which case # #7% &+ (“Zhongshi” is
about having large numbers of descendants) instead of “ £ #7% = ” would have made

better sense. However, this reading is speculative in the absence of substantive
evidence.

As noted above it appears that the identification of “Zhongshi” is
inconclusive. The answer to this question awaits further evidence to emerge, but in

the mean time # =X is rendered in this translation as the title of a lost ode.

“Beifeng” (#* & Ode 41)

Whilst # & is generally recognized as the poem title “Beifeng”, a number of

ways to read “#* b * & A 2. %53+ = 2 ---” have been proposed. Ma Chengyuan’s
reading is “#* h #* % , % 2 £+ = % ---” the meaning of which cannot be

ascertained (Ma 2001, 158, also see He Linyi 2002, 255). Li Ling reads it as “#* k. %
g A 2.7 F = % - treating zili + = as the title of a lost poem (2002, 30). Feng
Shenjun reads + = as the poem titled “Zijin” + % (Ode 91) (2002, 12), but there is
no endophoric support of this reading. Huang Huaixin prefers the reading “#* b %
%7, and argues that “Beifeng” depicts a girl being led away by the hand of her lover

in the wind and snow without showing any resentment (2004, 80). The traditional
interpretation of this poem is, as Fang Yurun puts it, about the worthies escaping the

chaos of a falling state. The poem opens with a gloomy scene: “#* b 2 % ~ & 2 H
% (Cold blows the north wind; / Thick falls the snow) but soon introduces the red
foxes and black crows adumbrating ill omen: “3 4 =j% ~ 3 2 = & > (Nothing red
is seen but foxes, / Nothing black but crows) (Legge 1994, 4:67-8) which Fang

considers as a metaphor of anarchy (Fang 1986, 146-7). Zhou Fengwu considers that
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4% could have been misread for what is meant as ji # (to continue) citing its
identification from other bamboo scripts. His reading “# h % # % 2. 75”7 is
predicated on an alternative reading of the theme of “Beifeng” as inspired by the
Jiaoshi yilin & = % 4k. Zhou postulates that the narrative of the coldness of the north
wind is synaesthetic of the ill-feelings of failed friendship and the holding of hand
symbolizes reconciliation (2002, 164). Thus “7 %+ 2_%3” can be understood as
‘setting aside previous quarrels between friends’. For the purpose of translation Fang

Yurun’s interpretation of “Beifeng” is adopted. Thus the text is read as “#* b # & 4
z_ %27 and rendered as: “Beifeng” evinces people’s endless consternation’, which is
perhaps evident in the sub-text of having to leave one’s homeland in haste (¥ & #
R~ W B ¥ - |s it a time for delay? / The urgency is extreme). However, Huang

Huaixin’s reading of the poem is not to be disregarded and he interprets “# k %
% ...” as a girl having not refused his lover taking her on an unknown journey. Thus

punctuated, Huang argues, the sentence conforms to the four-character rhetorical

pattern. However, this renders the reading of “+ z_ %53 problematic. Following
Huang’s rationale * 2. has to be a poem title, a possibility which can be considered

remote, and that the four-character rhetorical pattern is not necessarily a rigid one.

Huang suggests to read “* 2 %2+ » = (i=)7 ” to be followed by an insertion of
‘Frs 0 % om -+ (2004, 79-85) (A man resents his friends, cries but not daring

to tell the truth, which is [the purpose] of the ode “Yu wu zheng”). Huang’s

interpretation is a reasonable attempt for consideration.

“Dongfang weiming” (X * A P Ode 100)

Confucius’ key word to unlock the meaning of “Dongfang weiming” is lici §!|
## which, according to Ma Chengyuan, refers to an attendant’s grouch against his
lord’s disorderly court (2001, 146). Ma does not explain what 4]z means, but

refers to these lines:

L AP Before the east was bright,

gt o 4 | was putting on my clothes upside down.

Fp 22 was putting them on upside down,

p = Z 2_---  And there was one from the court calling me....
* 5p &R He, [however], cannot fix the time of night;
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7 ¥ RE If he be not too early, he is sure to be late.
(Legge 1994, 4:155)

By implication, {13 could possibly mean ‘sharp words’ of criticism, a
reading supported by Liu Xinfang (2003, 199). Li Ling reads 3 as shi 4y, which
means early morning (2002, 34). However Li does not explain what early morning
means within the context of the poem. Wang Zhiping prefers to read | as li &
(violent) (2002, 219) but % 3 — violent words — may be too strong a description for

these verses which are sharp but not violent. Xunzi asserts that this poem is about the
li of the ministers serving their lord; in their rush responding to summons they put
their clothes “upside down’ but the hurry is in accordance with ritual practice (Xunzi
27.4; Knoblock 1988, 3.208). Whilst contending that this poem is a peasant slave’s

song rather than that of a court attendant, Huang Huaixin concurs to reading 3% as
sharp words (2004, 96). For translation purposes §13# is taken as ‘sharp words of

criticism’.
“Jiang zhong [zi]” (#-# [ 3 ] Ode 76)

According to Ma Chengyuan the bamboo text & ¥ corresponds to the poem
“Jiang Zhong Zi” #-# 3 (2001, 146). This poem is about a young girl’s plea to her
lover not to break into her house: “#-# 3 & - ﬁﬁﬁ% 2> (I pray you, Mr Zhong,
Do not come leaping into my hamlet.) It is not because she does not love him, but
because the words of her parents, her brothers and even the talk of the people are to
be feared (# ¥ s ~ K # 2 F dE 2 T e 420 53 7w &4 (Legge 1994,
4:125-7). Thus “#-# + 2. % % ¥ % & % ” can be rendered as: “Jiang Zhong Zi” is

about being in awe of words.

“Yang zhi shui” (4§ 2_ -k Ode 68)

There are three poems by the same title of “Yang zhi shui” 37 2. -k: Ode 68
of the “Wangfeng” % k , Ode 92 of the “Zhengfeng” 3%k and Ode 116 of the

“Tangfeng” 2 & . One of the key words concerning the poem, the Chu graph %

&

which Ma Chengyuan identifies as % , means hen {% (plaintiveness) or dai g

(languish). Considering both Ode 92 and Ode 116 to be void of amorous emotions,
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Ma states that the comment “H € 4#1%” (one’s beloved wife’s regret) refers to a
woman’s regret expressed in Ode 68. Ma quotes these verses as support: “{f+% |
N B S %Eﬁ‘?‘% (How I think of him! How I think of him! / What month shall |
return home?) (Legge 1994, 4:114, modified to read ‘him’ from ‘her’; Ma 2001, 147)
In fact these lines are more likely to be a soldier’s longing for returning home to his
wife, rather than his wife’s pining for her husband to return from afar as Ma has
suggested. The alternative reading of # € % & (one’s beloved wife languishing)
(Zhou Fengwu 2002, 161) does not have textual support from either poem. Li Ling
prefers to read #. as lie z] (ardent) and holds the opposite view that “#H & ¥ 7|
(his love for his wife is ardent) is a comment more pertinent to Ode 92, which
contains words of mutual encouragement between lovers (2002, 34). However, the
lines of this poem “# @ % % ~ ‘@5 &% o @5 4 2.2 ~ 4 F iz~ (Few are our
brethren; /There are only | and you. / Do not believe what people say; / They are
deceiving you) (Legge 1994, 4:145) sound more rational than passionate to be a love
song, let alone any tincture of ardent love. Wang Zhiping prefers to read % as li %
(violent) (2002, 219) but does not take the interpretation further. Liu Xinfang reads
A as hen % (regret), and holds the view that Ode 116 expresses ardent love and
regret in these lines: “#& L % 3 ~ = #® % 2 (When we have seen the princely lord,
/ Shall we not rejoice?) and “#“ & 7 & ~ % #ic)z 4 +” (We have heard your orders,
/ And will not dare to inform any one of them.) (Legge 1994, 4:178; Liu 2003, 203)
Chi and Zheng consider none of the three poems have any connection with ardent

love (2002, 55). Huang Huaixin agrees to the reading of “# & 4% 7] and nominates

Ode 68 to be the poem to which the comment here applies, but interprets it to mean
that it is about [the poet’s] ardent love of his wife (2004, 98). This reading is adopted

in this translation.

“Caige” (k & Ode 72)

Ma Chengyuan transcribes the Chu graphs & % as ¥ % without

identifying the poem (2001, 147). Li Ling and others identify the poem as “Caige”
% & (Ode 72) (Li 2002, 34; HeLinyi 2002, 251; Li Shoukui 2002, 344). As the slip

is broken at this point the incomplete text “:k & z_ € 4#---” suggests that it is another

amorous song. Passionate love is in fact clearly discernible from the couplet of
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“Caige™ “— p 7 & ~ 4= * 45 ” (A day without seeing her, / Is like three months!)
(Legge 1994, 4:120; modified) This could have prompted Huang Huaixin to insert

the word gie *» (earnest) - % & 2_ & iz%‘, which can be translated as “Caige” is

about [the poet’s] earnest love of his wife.

4, The Feng & and Ya =& Poems

Shangbo Transcription:

RHBRTME EBX RS ELEFRAnR 5T B A RIER (23]
B= AnXRAHEEn KHZ ZXENS M X & HA [25] BEudbH
AR SeBRXEEENRESMEZH [26] 5570 F & fEX
BB A NS eFEY (28] BM A WA B RIT AT L w G iEFw
K [29] Bt BRE 8t Rl 5&F 7201 th F T2 Mith JT B i
g1 [21 part]

My Reading:

CRFBILE o ded g U AR LAk BT A RA o A B H A PE B
[23) [2]E]BH % c A £ 2dm o tn2SF oz afe A
[25] -« & o #ffpd R o SR e FHRF 2L - 1BF ELFafrzd
[26] [|R|[F]&E # 1 - KIER D * 03 o Fisio- [28] £ @ A
Ged o R [RE]RE > Fa Ll o &R [HA 4Pk [29] o F Y o [&]
Mk B2 F A o RIM A Thels o B R 2ES 0 BHiex o [21 part]

Translation:

“Luming” is about state banquets; the opening stanza describes the congress as an
opportunity [for the partakers] to share moral experiences. In their interaction they
learn from one another the paragon of virtue, but in the end their [appetite for
goodness] was insatiable. | endorse the people employed [as portrayed in] “Tuju”...

[23] “[Junzi] yangyang” is about a petty man. “Tuyuan” discusses a man born

into an inopportune era. The final stanza of “Datian” is about the effective

instruction of propriety [through action]. “Xiaoming” is not .... [25] loyal ....
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“Bozhou” of the “Beifeng” expresses melancholy. “Gufeng” speaks of grief. “Liao

e” expresses filial piety. “Xiyou changchu” regrets one’s possession ... [26] ...

[“Xiangshu™] is about intense animosity. “Qiang youci” tells of secretive talks that

cannot be divulged. “Qingying” is about not knowing ... [28] ... grievance but

not knowing people. “Sheqin” [“Qianchang”] shows resoluteness. “Zhe” is about a
bridegroom. “Jiaozhen” [“Gesheng”] speaks of a woman [longing for her husband].

“Heshui” tells of intelligence ... [29] ... nobility.... The notion of feeling at ease

as expressed in “[Wu] jiang dache” is in fact a feeling of helplessness. The praises

in “Zhanlu” are offered without hesitation. [21 part]

Annotation:

This passage concerns poems taken from the “Feng” and “Ya” divisions.

Three putative titles =7 , 4 % and ;7 -k are not found in the received text.

“Luming” (A 8 Ode 161)

In depicting the proceedings of a state banquet, “Luming” extols the
cordiality and the rituals between the liege lord and the ministers, his guests. Ma
Chengyuan identifies the graph ‘gas ci 3 (lyrics) (2001, 152), but Li Ling and
others read it as shi 4y (to begin). Rhetorically “# g vz 24> (In “Luming”, [the
reception] begins with music) is parallel to “% - 2 & £ ” (in the end nobody is
unhappy) (Li 2002, 38; Liu Lexian 2002, 384; Zhou Fengwu 2002, 163; Liu Xinfang
2003, 231). This reading is underlined by the couplet in the first stanza of the poem:

“Ag EF ~ E X E” (I have here admirable guests; / The lutes are struck, and the
organ is blown [for them]), and that of the last stanza: “2 5 g iF)~ M & 8 EF 2
=" (I have good wine, / To feast and make glad the hearts of my admirable guests.)
(Legge 1994, 4:245-7) The remaining comment concerning the poem —“m € 3§ <
3L @ B — lends itself to different readings depending on how it is punctuated, but
the syntactic variations make only subtle differences in meaning. For instance, Ma
Chengyuan’s reading: “& v/ #4em € » 113 < L 34 A 5” (“Luming” starts the
assembly with music, [the host and guests] cultivate their friendship according to

propriety, and learn from what is seen as paragons of virtue.) (Ma 2001, 152; also see
Zhou Fengwu 2002, 163; Wang Zhiping, 2002, 223) Alternatively Li Ling’s reading
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ISt “RLFg I AL > @ g g 2 0 L L@ i (In “Luming”, [the reception] begins
with music; during the meeting people interact according to propriety, and learn from
what is seen as paragons of virtue.) (2002, 38) Huang Huaixin contends that these
readings are syntactically flawed, and prefers “A rg 2 2 @ ¢ g » L L f @ &7,
in which yeyuesi 1 % & means using music as the main feature of the assembly.
Huang’s reading of #c (to copy) as & (to learn) does not change the meaning
materially (2004, 148-9). Krause renders “% - 72 Jk 4 ” as “It will never cause

people to loath, in the end” (2008, 51). This translation begs the question: why
should the guests loath in the end, if the atmosphere has been so harmonious?
Liao Mingchun considers Confucius’ comment to be a structural analysis of

the poem, by which a normative message is expounded. Liao’s reading is: “#t v§ 1

#odam g g o LA LA™ %02 k47 in which yile 12 % stands for

yanle # % (entertaining); shi %~ (beginning) and zhong * (end) refer to the
opening and closing stanzas of the poem. According to Liao, “Luming” is about state
banquets (A =8 # %), as it is noted in the first stanza: “st§ o JF> U E B EF 2
= 7 (see translation above). The opening stanza describes the congress as an
opportunity to share moral experiences (4~ ¢ 143§ ), as this couplet testifies: “ 4 2
WA~ 5 A% 77 (The men love me, / And will show me the perfect path).
Consequently “= 2 & & »x” (in their interaction they learn from one another
paragons of virtues) can be viewed as a footnote to the verse “# &+ &_p| & 3z (The
officers have in them a pattern and model.) (Legge 1994, 4:245) Liao glosses yan &
as gratification, where “7 & 4 ” means * % . Thus “% -I* 2 Jx £ ” means that the
people are not satisfied, which sounds like an anti-climax to a happy gathering, as it
IS written in the last stanza “f= % ¥ ;2 (And our harmonious joy is long-continued).
Confucius’s message has a normative subtext: though the harmonious and convivial
party is enduring (§=# ® ;2), in the end people’s appetite for moral goodness is so
great and insatiable (% - % J& %) (Liao 2004a, 54-6). Liao’s interpretation is

adopted in this translation.

18 Xiao »z and i are interchangeable. Yu Zhihui reads it as % but adds that it means »x (2002, 316).
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“Tuju” (% ¥ Ode 7)

The graphs which Ma Chengyuan transcribes as # /& are not clearly shown
on the bamboo slip. Whilst Ma reads them as “Tuju” % ¥ (2001, 152), He Linyi
transcribes the graphs as #% & which, by phonetic borrowing, can be read as % &
“Sanghu”, Ode 215 of the received Odes (2002, 253). Whichever the poem it is,
Confucius’ comment is “H * 4 p]Z B (| endorse the people employed [as
portrayed in the poem]). He Linyi rests his case on the following verses of “Sanghu”

as Confucius’ endorsement of the protagonists:

% &+ %%~ To be rejoiced in are these princes!
ZR2_ They are screens to all the States.
2 B2 ¢ These screens, these buttresses,

B FE& & -+ Allthe chiefs will take them as a pattern.
(Legge 1994, 4:386-7)

o

On the other hand Ma Chengyuan quotes these lines form “Tuju’:

s 4d & 2 That stalwart, martial man,

&%+ ... Might be shield and wall to his prince...
i34 % --- Would be a good companion for his prince...
o % "gs .-+ Might be head and heart to his prince....

(Legge 1994, 4:13-4)

Described as ‘screens and buttresses’ and ‘shields and walls’, the heroes of
these two poems are the officers and defenders of the state. Most scholars agree that
the poem in question is “Tuju” in view of the military service of the stalwart and
martial officers (Li Ling 2002, 38; Chi and Zheng 2004, 57; and Liu Xinfang 2003,
232). However, military efficacy might not be Confucius’ sole concern. In
considering this question scholars have not commented on the fact that the heroes of
“Tuju” are also ‘good companions’ and the ‘head and heart’ of their prince. Perhaps
this is the quality that Confucius cherishes more than just martial prowess as the
criteria for employing people. On balance, “Tuju” seems to excel “Sanghu” as the
poem to which Confucius refers in his comment.

The interpretation of the Hanshi relates this poem to King Wen appointing
the worthies of Shang (Wang Qiangin 1987, 1:43). Though this is no doubt a
historical reading, it does concern the appointment of worthy people and does not go

across the grain of Confucius’ comment.
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“[Junzi] yangyang” ([% =+ ]H % Ode 67)

Ma Chengyuan glosses t)z as %, below which is a ditto sign ‘=’, indicating
that the graph should be read twice. Reading *5 as %, Ma believes that 7 % could
mean any poetic piece within the “Collection of Tang” 7% 2. i+ of the “Daya”, but no
specific poem has been nominated (2001, 155). Li Ling glosses them as H F and
asserts that the poem in question is “Junzi yangyang” % = [% % (Ode 67) (2002, 32).
Confucius’ comment on this poem is that it concerns the xiaoren |- 4 (petty man),

which Liu Xinfang considers to be unintelligible (2003, 237). The first stanza of the

poem reads:
el The gentleman looks full of satisfaction.
= H1F In his left hand he holds his reed-organ,
+4z2d % And with his right he calls me to the room.
Hap v Oh the joy!
=+ I3 The gentleman looks delighted.
LR In his left hand he holds his screen of feathers,
+ 42 d 3 And with his right he calls me to the stage.
Hap v Oh the joy!

(Legge 1994, 4:113; modified)™*°

As can be seen above the whole poem is describing a junzi frolicking and
dallying with some actors or performers. By Confucius’ standard, frivolity and
flirtation are far from being the behaviour of a junzi whose deportment should be
graceful and serious.*?® Confucius considers the junzi in this case to be a misnomer,
and for the protagonist’s foible he should be called a petty man. If the insertion of

=+ into the text is correct, then Confucius’s laconic critique of the persona as -] * is

a satirical subversion of the poem.

9 egge’s translation of the junzi is “My husband”. It is felt that this poem can be read in a number
of ways. The “Minor Preface” holds that this poem portrays the ministers’ call for solidarity to avoid
harm whilst the sovereign was caught in insurrection (Legge 1994, 4:48]). Fang Yurun considers it to
be about the gentlemen entertaining themselves with performers (Fang 1986, 193-4). My translation
of %+ 3 as ‘gentleman’ would cater for the generality of interpretation by removing the narrow,

conjugal meaning of the term.
2Analcets 1.8 & @ : “+ 3 2 £ B2 %7 (A gentleman who lacks gravity does not inspire awe”

(Lau 1992b, 4-5).
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“Tuyuan” (& £ Ode 70)

The two graphs a-- S (7 % youtu) do not correspond to any of the poem

titles of the received Odes. As Ma Chengyuan points out, they may be referring to

Ode 70 “Tuyuan” % §; 3 ¢ could have been taken from the first line of “Tuyuan™:

“3 & £ §7 (2001, 155). Confucius’ comment “3 & [#% & ] 7 i£ p¥” means that

LN

the poem discusses a man born into an inopportune era, which is a generally accepted
interpretation supported by the following lines from the poem:

N2 A In the early part of my life,

VR G Time still passed without commotion.
A2 1 In the subsequent part of it,

L] 'f*{a: We are meeting with all these evils....

(Legge 1994, 4:117)

“Datian” (< » Ode 212)

Focusing on the final stanza of “Datian” (< = 2_ 3 %), Confucius comments
that it is “%v% @ 7 7 —zhiyan 3 literally means ‘to know speech’, and youli §
A8, ‘with rites’ (Ma Chengyuan 2001, 156). “Datian” comprises four stanzas; the first
three portray the planting and harvesting activities of the farming community. The
final stanza depicts the sacrifice officiated by zengsun % 7% - the title of the
nobleman who presides over the ceremony. Fang Yurun asserts that this poem is
about the king’s royal visit to the fields at the time of harvest (1986, 438). In this
stanza ritual activities are vividly described but there is no speech in the form of
dialogue or monologue, not even indirect discourse. Huang Huaixin notes the
absence of speech from the fourth stanza and posits that in Confucius times, the final
stanza was combined with what is the third stanza of the received Odes. Seizing upon
the verses from the then coda: “& # 2w » 3% 2 2 47 (May it rain first on our
public fields, / And then come to our private), Huang considers them to be
appropriately said in accordance with li (<+% 7 4#) (2004, 108). That the third and
fourth stanzas have been combined may well be sheer speculation, but more
importantly, the natural phenomenon of rain, even altruistically wished or
supplicated for, hardly concerns rites. Liao Mingchun surveys the Zuozhuan, the

Analects, the Mencius and the Book of Changes before concluding that += either
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means words of wisdom, or the ability to analyse language for distinguishing the
good from the evil and the right from the wrong (3 7% 23 %). Liao asserts that
% in the bamboo text refers to language proficiency, but instead of being
analytical skills it is motivated by the giving of thanks for god’s grace (38 #% 4! 2. 2
(2003, 52).*2! It could be argued that whilst the ability to discern good and evil is the
wisdom behind many human traits, the act of thanks giving is more directly
motivated by gratitude and reverence. In fact the entire poem is diegetic (narrated in
the form of fu) and carries no explicit moralizing message.

In line with Zheng Xuan’s interpretation of “Datian” which expands on the
“Little preface”, Chi and Zheng claims that this poem is a satire of the shambles and
destitution during the reign of King You of Zhou. The blissful festivity, the
celebration of a bumper harvest and the oblation described in the poem are
reminiscences of past prosperity, as an antithesis to remonstrate against the bitter
reality of the present dearth. This satirical approach, according to Chi and Zheng, is
a3, or proficient diegesis (2004, 59). Whilst this is a possible reading, it relies
entirely on exophoric references and as such, it is not supported by the text of the
poem.

| posit that % in the present context subsumes speech and non-verbal
expressions. It follows that #+= means adept in expression or communication which

does not necessarily involve spoken words, particularly in expressing the notion of li.
This position will be discussed in detail in the next chapter. For translation purposes

“ir3 @ 3 48" can be rendered as: ‘effective in instruction through [practicing] rites’.

“Xiaoming” (-] B Ode 152)

As the end of this slip is broken only the poem title “Xiaoming” and the

graph bu # are revealed, thus nothing further can be deduced and any attempt to fill

in the missing words is a matter of speculation.

121 1t appears that Liao has entered into a circular argument in saying that the capability to distinguish
the good from the evil etc is the cause of thanks giving, which in turn stimulates such capability.
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“Bozhou” (g 4+ Ode 26) of the “Beifeng” *% i

In a single word Confucius describes “Bozhou” of the “Beifeng” as men &

(melancholy). Ma Chengyuan considers a number of verses such as the following to

be expressions of melancholy (2001, 156):

BT gE Disturbed am I and sleepless,

4r3 £ & -+ Asif suffering from a painful wound....
Bow f My anxious heart is full of trouble;

1T | | am hated by the herd of mean creatures;
PR S I meet with many distresses;

X &% % ... Treceive insults not a few....

(Legge 1994, 4:38)

There is general agreement among commentators on Ma’s exegesis (Li Ling
2002, 33; Chi and Zheng 2004, 60). Huang Huaixin adds that the poet’s pent up
anxiety has found no outlet of relief (2004, 117) and Liu Xinfang espouses the
exposition of the “Little preface” that this poem laments having no opportunity to

serve the court (2003, 239). Wang Zhiping reads k& as min B (sorrow) focusing on

the verse “§LA % % 7 (2002, 225). Whilst & and i may be synonymous in this

context, kX appears to be the correct reading as the Chu graph B is clearly

inscribed in the forms of F® and ~~ rather than F* and ~ .

“Gufeng” (# & Ode 201)

Confucius’ comment “ % k % is obscure. Firstly there are two poems that

answer to the same title “Gufeng”, Ode 35 of the “Beifeng” and Ode 201 from the

“Xiaoya”. Secondly exegetical opinions differ on the reading of the graph @. G®).

The various readings can be summarized as follows:

7 read as bei ¥ (to betray), the graph being made up of the radical =,
and bu # (no) (Ma Chengyuan 2001, 156; Chi and Zheng 2004, 61),
asfu § (to betray) (Li Ling 2002, 33),

as bei 25 (grief) (Li Xueqin 2002b, 7),

as bi #% but means chi B« (disgrace), (Zhou Fengwu 2002, 163), and
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as (pi?) {1 (fear), the graph being made up of the radical «~ and the
component pi & (Li Rui 2002, 401, Liao Mingchun 2002b, 15), and
as bei %, but no explanation is provided (Wang Zhiping 2002, 225).

“Gufeng” of the “Xiaya” has been identified as the poem under discussion,
as it expresses the repugnance of a divorcee, or the chagrin of a forsaken wife,

particularly in these verses:

JEE S S ... In your time of rest and pleasure,

35 4eif You have cast me off like an abandoned thing.
TN ... You forget my great virtues,

I R & And think of my small faults.

(Legge 1994, 4:349-50)

Huang Huaixin agrees with Li Xueqin’s reading of % but asserts that the
poem to which the comment relates is “Gufeng” from the “Beifeng”. This poem is
full of the anguish of a woman who has been abandoned by his husband; the
following lines are most touching (Huang Huaixin 2004, 122):

X %frﬁ You feast with your new wife,
4 2%y r2--- And think me not worth being with...

% &5 % ...Youdo not think of the former days,
=&k FE And are only angry with me.

(Legge 1994, 4:55-8)

In fact sentiments of betrayal or grief and to a lesser extent disgrace and fear
can be felt in either poem (Chi and Zheng 2004, 61). For the purpose of this

translation, the bamboo textisread as # b =5 - “Gufeng” expresses grief.

“Liao e” (Ode 202)

99 i A

The interpretation of Confucius’ comment on “Liao ¢” % # as showing filial
piety (7 % &) is relatively straightforward and is well supported by consensus of

opinions. As Ma Chengyuan points out, the poem laments losing the opportunity to

support one’s parents; the sorrow is particularly profound in the couplet “x3F 2.

i ~ 8 % E4&” (If [ would return [my parents’] kindness, / It is like great Heaven,

illimitable.) (Legge 1994, 4:352; Ma 2001, 156) As Liao Mingchun and others point
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out, a similar comment is recorded in the Kongcongzi (Liao 2002b, 15; Huang
Huaixin 2004, 125).

“Xi you chongchu” (183 £ ¥_Ode 148)

Confucius’ comments on “this poem is that the poem expresses regret for

what one processes (¥ @ {#2_» ). Ma Chengyuan quotes the following verses from

the poem (2001, 157):

Ry B § In the low wet grounds is the carambola tree;
JEREE Soft and pliant are its branches,
£ 2 %% With the glossiness of tender beauty.

#3 2 @4 | should rejoice to be like you, [O tree], without
CONSCIOUSNESS ...

# 3 2 & %_ | should rejoice to be like you, [O tree], without a
family....

#3532 @ % | should rejoice to be like you, [O tree], without a
household.

(Legge 1994, 4:127)

These verses register the poet’s regret of having a family, which is, by
implication, a burden to him as he admires the carambola tree of not having one. The
bamboo text is relatively straightforward in this case and there is general consensus
of interpretation (Liao 2002b, 15; Li Ling 2002, 33; Huang Huaixin 137; Liu
Xinfang 2003, 242). Though arriving at the same conclusion, He Linyi explains the
sentiment of regret by adopting the interpretation of the “Little preface”, which states
that this poem is expressive of the hatred of their ruler’s lewd dissoluteness, and the
longing for one without such passions (2002, 254).

“Xiangshu” (#p & Ode 52)

Slip 28 is broken at both ends; what remains of the first sentence is “%; @ %

§ (#&)”. Ma Chengyuan suggests that & might be the same word as zhu A& (the
fawn of a deer) (2001, 158). Li Ling reads this part sentence as “& = 7 ¥ (a deep
sense of hatred) and identifies the poem to be “Xiangshu” 4p & (Ode 52) (2002, 32).
Liu Xinfang reads & as gie ® without providing further explanation (2003, 252).
Huang Huaixin concurs with Li (2004, 128) and so does Liao Mingchun (2002b, 15).
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“Xiangshu” is a poem that reproaches uncivil people, as it is said in the line: “ 4 & &
i® ~ # 7 @ 27 (If aman have (sic) no dignity of demeanour, / What should he but
die?) (Legge 1994, 4:84) Indeed the animosity is so intense that the anathema is
condemned to die. Liao Mingchun’s suggestion of inserting ‘4p & % > before “& =

7 %> is adopted in this translation.

“Qiang youci” (3 7 % Ode 46)

PO o 2
“ia\—;:"-

In his transcription Ma Chengyuan did not identify the title ~ (i~ #*)

with any poem within the received Shijing. He examines the bamboo text “{g % @ %

7% ” with reference to the adage from “Pin yi” of the Liji ## iz « P& “E B @

1

4 » 4 7 (fine, compact, and strong - [as is a piece of jade] like intelligence)

(Legge 1993, 2:464) without relating it to the context of any poem (2001, 158). Li
piy

Ling asserts that Ma has misread i which should have been the Chu graph for %
and that =~ # by phonetic loan should be read as 3 %, thence the poem “Qiang
youci”. Li further affirms that “}g % @ % &3 ” refers to the verses “# £2_% » 7
¥ if » 7 (The story of the inner chamber, / Cannot be told.) (Legge 1994, 4:74; Li

2002, 32) Li implies that this poem is about secrecy intimately exchanged that should
not be divulged.

As far as other scholarly opinions are concerned there is general consensus of
the poem being “Qiang youci” and that it involves secretive conversations, but the
reading of the poem differs. Chi and Zheng follow the interpretations of the “Little
preface” and Zheng Xuan that the secret mentioned in this poem concerns the

scandals of incest in the Wei court during the reign of Duke Xuan of Wei (f&Fz =
circa 680 BCE) (2004, 64). Liao Mingchun concludes from the verses “% # i » -
7 ¥ Es .- F ¥ 3 » 7 ([the topic] cannot be told.... cannot be particularly
related....cannot be recited) that “# %= > means not knowing, or having lost the
guiding principles of telling [the truth] (2002, 272). Liu Xinfang adopts Liao’s view,
in that “7 #r % ” means hesitant speech (2003, 254). Hu Pingsheng rejects the
interpretation of the “Little preface” and prefers to read “ % @ 7 =% ” as the

discussion (without specifying what it is) that is so secretive that the content cannot

be understood (2002, 278). Huang Huaixin glosses zhonggou ¥ # as ‘middle of the
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night’ rather than ‘the inner chamber of the palace’, and proposes to read the poem as
portraying the husband and wife mutually pledging not to divulge the topic of their
conversation after their intimate congress deep in the night (2004, 273).

On closer reading, the verse “# # i + ” followed by the lines “*7+ g » ~ 3
z_pr» " (What would have to be told, / Would be the vilest of recitals) (Legge 1994,
4:74) and the parallel constructions in the second and third stanzas suggest that the
téte-a-téte, whatever the subject may be, is well understood in terms of what has been
said, only that it would be too scandalous to be related to third parties. The bamboo

text is thus translated along these lines.

“Qingying” (§ #& Ode 219)

As mentioned earlier slip 28 is broken at both ends, what can be read as “#
1% 5 may well be an incomplete sentence. The adopted slip sequence with slip 29

following 28 is but one of the several options which most scholars have proposed. If

the adopted arrangement is correct, then should * 5 & 5> be read without
punctuation with “} @ % 4 4 >, or should they be treated as separate sentences? The
alternative slip arrangements do not present the same problem, for example “ &%
s+ is followed by “[ 2 =+ JH B -+ on slip 25 (Li Ling 2002, 31-2), or & = & f?
of slip 17 (Liao 2002b, 15), or “--- 2 > *%4p 4 BE” (Fan Yuzhou 2002, 183), in
which cases the textual flow is clearly not a continuum.

On closer examination, slips 28 shows, after the character =, a blank space
of nearly 1 cm before the jagged edge of the breakage, which cannot be said with
certainty to be a best fit for the jagged edge of slip 29, as proof of their being one
piece. Despite this, this slip sequence is the most popular choice among

commentators. Hang Huaixin suggests to insert the word chan % (slander) after -

so that the sentence reads iﬂsiﬁﬂ. The reconstructed sentence means “Qingying”

is about seeing through slanders, which accords with the theme of the poem (2004,
131). For the purpose of this translation it is assumed that the two slips should be
read as one, but in view of the fact that there could still be missing characters

between the two sections, it would be futile to speculate on the meaning of “§ i

Fr---” except to translate it as ““Qingying” is about knowing ...’
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The graphs W o on slip 29 have been transcribed as # @ which, according
to Ma Chengyuan, stand for the poem “Juan er”% 2 (Ode 3) by phonetic loan
transfer (Ma 2001, 159). Instead of treating these two graphs as a poem title, Zhou
Fengwu and others’ reading is 8 @ # &4 (literally, grievance but not knowing
people) (2002, 156). Zhou provides no further explanation of his reading. Liu

Xinfang admits that reading the graphs as £ B cannot be confirmed one way or

another (2003, 256). As Chi and Zheng have observed, w is the same graph
appearing on slip 4 and has been glossed as & (2004, 65).

Over the years the interpretation of “Juan er” has been controversial. The
“Minor Preface” puts it down as a poem describing the queen recruiting talented
people for the King (Legge 1994, 4:37]), a reading which has been rejected by the
Song scholar Ouyang Xiu. Yao Jiheng propounds that it is about King Wen seeking
virtuous ministers (1838, 14). Fang Yurun asserts that it portrays a woman’s
steadfast love in longing for her wandering husband’s return (1986, 77). Modern
interpretations advanced by Wen Yiduo, Ye Shuxian and many others argue that it is
a love song rich in symbolic meaning. It is indeed a poem of complex structure,
possibly with different focalizations and unique diegetic styles, setting it apart from

the other poems of the Shijing. Ma Chengyuan’s reading of the comment “% 2 7 4
A is explained in terms of the poet’s sigh when his horse and servant become ill

and rachitic during his journey, an explanation that is in itself rather obscure. Ma’s

explication of 7 4 4 becomes # #*t 4 (2001, 159) which has unfortunately
clouded the meaning even more. Li Ling proposes to read % as #+ and that “% 2 %
4 ” means that the poem laments one’s inability of uniting with one’s beloved
(2002, 30), a view that is shared by Liao Mingchun who adds that # 4 denotes

that one does not know the lover’s whereabouts (2002b, 137). Hu Pingsheng regards
7 #v 4 means the servant is not appreciative of the hardship of his master (2002,
287). Huang Huaixin considers that these explanations have missed the point of the
poem and asserts that 7 + 4 tells of a wife’s lack of sympathetic understanding of

her husband’s delayed home-coming (2004, 130).

It would appear that none of the exegeses on % =4 mentioned above have

satisfactorily explained the poetic meaning of “Juen er”, and there is no particularly
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strong justification to read % & as the poem % 2 . For this reason the text is read as

“@ @ % & 4 for the purpose of translation.

“Sheqin” [“Qianchang”] (# & Ode 87) and others

The remaining text 35 2 JT #72 f 1 A 154 = 7 7K & on slip 29 are read
differently by scholars. Ma Chengyuan’s transcription results in four poem titles not
found in the received text, namely “Sheqin” # %, “Luer” £ m , “Jiao ?” % 1%,
“Heshui” ;7 -k. Ma asserts that “Sheqin” was the old title for “Qianchang” # %
(Ode 87) of the received text (2001, 159), the first stanza of which reads:

F AR If you, Sir, think kindly of me,

RENE will hold up my lower garments, and cross the Zhen
A AP If you do not think of me,

daEBA Is there no other person [to do so]?

A% 2 jz% ® Impudent as you are, you impudent fellow!

(Legge 1994, 4:140; modified)

Liao Mingchun points out that % refers to the couplet “+ % % . » ¥ &
= 4 put advances no further explanation. By implication, these two verses speak of
the resolute mindset as the rupture in friendship or romance seems to be beyond
repair.

“Heshui”/# -k is known to have been lost in transmission as the title
appears in the Guoyu, being the poem recited by Prince Chonger (Ma Chengyuan
2001, 159). On the other hand “Heshui” could mean the poems “Xintai” #7% Ode
43 (Xu Quansheng 2002, 370) or “Fatan” * +g Ode 112 (Liao Mingchun 2002, 270).
However, Xu provides no justification for reading “Xintai” in relation to the key
word zhi 7 (intelligence); in fact the poem is a burlesque of a girl wishing to conjoin
herself to Prince Charming but was married to an old hunchback.'? On the other
hand “Fatan” tells of the junzi, not sowing or hunting, but reaping the benefit of other
people’s labour.*® This Poem can be read either way as a lampoon of, or panegyric

on, the junzi. Liao Mingchun argues for the latter and asserts that the junzi’s

122 A5 in these verses: “#: ¥ 2. f - {# »t # % (A pleasant, genial mate she sought, / And she has got
this hunchback.) (Legge 1994 , 4:70)

123 As in these verses: “# J¥ % fi-+F f5 3 #4254 ~ 3 % % 4 (You sow not nor reap; - /
You do not follow the chase; - / O that superior man! / He would not eat the bread of idleness.) (Legge
1994, 4:170)
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intelligence is exactly the exercising of his mind ruling the people instead of working
in the fields (2002, 270-1). No matter how this poem is to be read, the avocation of
parasitism as intelligence would seem debatable.

Li Ling disagrees with Ma’s reading of ﬁ? as lu = and suggests that it is the
word ¥4, and fuer #i4® is almost homophonic with the poem title “Fuyi” X g (Ode

8). Li adds that “Fuyi” has been traditionally regarded as a woman’s lamentation of

her husband’s (that is, shi ) illness. However, the poem is a lyrical diegesis of plant
gathering and there is no mention of any ill husband or 2.*2* On the other hand, Li
claims, the non-extant poem 4 #% is about women (##) (Li 2002, 31). He Linyi
comes to the same conclusion with Li on reading #fm as X g but reads # as guan
¢ (tufts of hair) which can be found in the lines of Ode 102 “Futian” # @ of the
“Qifeng” & k. : “4 4 & 4 ~ %, & 2 5 (How young and tender, / Is the child with
his two tufts of hair) (Legge 1994, 4:158), hence He’s reading of 4 “*%#. He notes
that “Fuyi” does not portray 2 and “Futian” does not portray %, and proposes to
rectify the anomaly, possibly caused by copying error, by reading X g %7 > & * L.
He adds that “Fuyi” is about women picking herbs of fertility and % ** is about
women admiring boys (He 2002, 256-7). However, the assumption of erroneous
inscription is yet to be substantiated. Whilst X & is a poem title, & “ is not, which
puts the rhetorical pattern off balance. Furthermore the motif of % “* is not the

central theme of “Futian” and is unlikely to be a substitute for the established title.

Liao Mingchun asserts that #% should be read as #: by reason of variations of
its philological construction. The term 4% #: appears in the poem “Gusheng” % #

Odel24:

R CE 0 How beautiful was the pillow of horn,

N How splendid was the embroidered coverlet!
A E= The man of my admiration is no more here;
B With whom can | dwell? - Alone [I wait for] the morning.

(Legge 1994, 4:186)

124 i has not quoted the source of this traditional reading but it has been cited by Wang Xianqian: “2¥

A H %35 A7 (Wang 1987, 47). The poem comprises variations of the verses “X X X & > &

% X 2.7 (We gather and gather the plantains; / Now we may gather them) (Legge 1984, 4:14)
throughout its three stanzas which, literally, do not lend itself to sententious interpretations.
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Liao posits that & +: was the old title of “Gusheng”. This poem describes a
wife’s longing for her husband, thus the comment “ & #:%#” (2002, 270). Wei Yihui

and others subscribe to Liao’s reading (Wei 2002, 392; Wang Zhiping 2002, 226;
Huang Huaixin, 2004, 143; Chi and Zheng 2002, 67).

Zhou Fengwu reads # % as the old title for the poem now known as

“Qianchang” but not reading = and % % as poem titles. He reads jue % as ji %

(continue)*®®, # as si # (impudence), and 1% as yan ¥ (glamorous), whereas <

stands for shi ¥ (affair) and jiao %, competition. As can be seen above “Qianchang”
is about a girl cautioning an impudent courter and boasting about having other
wooers in contention for her favour. Zhou explains % in terms of Confucius’
adage “+ 2 ji+ B > £ 2 4 7.2 In so doing he imputes the arbitrary temporal
frame of reference of antiquity (+ ) and contemporariness (4 ) into the term to
produce the meaning of ‘continuing impudence’ (2002, 164-5). Hence Zhou’s
reading of # % #2 m L » & ¥ 4% means: “Sheqin” is about continuing impudence
and competition for the favour of glamorous women. Not only is this explanation
unnecessarily circuitous; the reading of the girl as glamorous (%) is clearly over
reading, as neither of these notions can find support within the poem. Liao Mingchun
follows Xu Quansheng’s explication that ¥ is in fact the poem “Zhe” % (Ode 98)
of the “Qifeng” 7 k. as the poem is about a bridegroom, who can be referred to as
shi £ (Liao 2002b, 14).

In summation, this passage can be read in a number of ways but on the balance
of textual evidence, this reading is adopted: “#% [B£] 2% > Fa 1 o &4
[ & 4 J4F - ;# -K 4, which can be rendered as: ‘“Sheqin” [“Qianchang”] shows
determination; “Zhe” is about a bridegroom; “Jiaozhen” [“Gesheng”] speaks of a

woman [longing for her husband]. “Heshui” tells of intelligence...’

125 Zhou’s exegesis is consistent with his reading of the same word appearing on slip 27.
126 Analects 17.16 %35 « 1% b “In antiquity, in being wild, men were impatient of restraint; today, in
being wild, they simply deviate from the right path” (D. C. Lau 1992b, 176-7)
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“[Wu] jiang dache” ([#& ]#-+ 2 Ode 206)
Ma Chengyuan identifies %~ # as the poem “Wujiang dache” & #-+ #

(Ode 206) of the extant Shijing. This poem is said to be ﬁ which has been glossed as
xiao ¥ , but Ma is silent on the meaning of this polysemic word (2001, 150). Chi and
Zheng point out that the Guangyun A #p defines ¥ as xuan =z (clamour), which
refers to the outburst of slanders defaming the righteous, a traditional line
propounded in the “Little preface” and extended by Zheng Xian (2002, 68) as the
theme of “Wujiang dache”. The poem comprises three similarly constructed stanzas,

the first of which reads:

e A Do not push forward a wagon; -
AP B You will only raise the dust about yourself.
£2LF R Do not think of all your anxieties;

AP A You will only make yourself ill.
(Legge 1994, 4:362)

Huang Huaixin regards this ‘clamour’ to be the counsel given to the poet not
to push the wagon and not to think of his anxieties. This advice appears six times in
the poem, thus Huang considers the situation ‘noisy’ but despite its frequency, it is of
no practical help to the poet (Huang 2004, 196). Liu Xinfang reads ¥ as a reference
to the word wu & , the wagon driver’s noise. In so doing Liu revives the debate on
whether # is a meaningless function word, or a word denoting ‘not to’. Predicated
on the fact that the bamboo text does not include the word ;& in the title, Liu argues
for reading it as an onomatopoeic utterance of the wagon driver (Liu 2003, 218).
However, Liu’s reading does not explain why the wagon driver felt helpless.

Wang Zhiping glosses ¥ as ao % and adopts the definition of the Shuowen
jiezi as ‘wicked people’. Accordingly by implication, “[ & [#-~ & 2. ¥4 > Bl 3
7 ¥ 4ri@» 7 means that the worthies are feeling helpless having to work along
wicked colleagues, an interpretation that Zheng Xian propounds (Wang 2002, 222).
Fang Yurun argues that there is no mention of any “great officer [expressing] any
regret of having recommended mean men to employment” as the “Little preface” has
suggested (Legge 1994, 4:69]), and observes that the poet is self-consoling, feeling

powerless over prevailing adversities (Fang 1897, 426). Quoting from the Er Ya § 7z,

Liao Mingchun glosses ¥ as xian i (languor) (Liao 2002b, 16). Li Rui notes from
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the Mencius 8.A.9 that ¥ means ‘content’: “4 sz 7§ ¥ » 4 2 &7 ¥ ¥ (You
should be content whether your worth is recognized by others or not) (D.C. Lau 2003,
188-9), thus by extension, ¥ connotes ‘feeling at ease’. Li further observes that the
banishment of anxieties is feigned optimism whilst in reality, as Confucius has
pointed out, the true feeling is helplessness (# # 4-i=) (Li 2008, 256). In the Xunzi
27.98 the verses from this poem “#& #-+ & ~ @ A2 B> have been quoted, by
which Xunzi glosses them to mean that “one should not live among ordinary men”
(Knoblock 1988, 3: 232). If having to keep company with ordinary men is something
a junzi feels helpless, then Liao and Li’s reading is considered to be well supported
and is adopted as the interpretation in this translation: ‘the notion of feeling at ease as

expressed in “[Wu] jiang dache” is in fact a feeling of helplessness.’
“Zhanlu” (7% & Ode 174)

The bamboo commentary of “Zhanlu” hangs on two key words, % (%) and

® (#). Ma Chengyuan reads them as yi *# and tuo #% respectively. Leaving r
unexplained as it does not appear as an entry in the Shuowen jiezi, Ma observes that
# means a speeding carriage, but by phonetic loan it should be read as = (flush
from inebriation) (2001, 150). However this does not appear to be the central theme
of the poem, rather it is the praise of the virtue and deportment of the partakers
during the carousal, as it is written:

RS Heavy lies the dew;

Bt 7 Nothing but the sun can dry it.

R AR Happily and long into the night we drink; -
# p% s b+ Till all are drunk, there is no retiring....

---&g L2 3 Distinguished and true are my noble guests,
-+ 7 £ 4% Every one of excellent virtue.
-+3 % £ i% Every one of them of excellent deportment.

(Legge 1994, 4:276)

Zhou Fengwu reads ji%as % (betterment) and (4 as ¥ (speedy) in view of
the fact that although the poem starts with drinking, it quickly moves on to issues of
virtue and deportment (2002, 163). Liao Mingchun and Chi and Zheng share the
same view, but Chi prefers to read (4 as # which is synonymous with # (Liao

2002b, 16; Chi and Zheng 2004, 68). Liu Xinfang reads z as the son of Heaven’s
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rite of entertaining the feudatories and # as their services pledged in reciprocation.
Li Rui asserts that the betterment mentioned in “Zhanlu” lies in drinking without
being intoxicated, thus reading #¢ as f= is against the grain of the poem (2008, 257).
Huang Huaixin reads % as yi ;& (praise) and % as tuo B (carry), claiming that
the praise of the good virtue and deportment of the guests alludes to pampering them
(2004, 199). It appears that the linguistic context of the poem does not concern
betterment of virtue but is quick to praise the virtue and deportment of the guests.
Thus, my reading is “# & 2 F» - H #k#gc”, translated as: ‘The praise in

“Zhanlu” is uttered without hesitation’.

5. The Feng &, Ya 7= and Song «g Poems

Shangbo Transcription:

fl=HuRFZBZREFEZEMEEZ e X EEFTLZE [21 pat] Z &
EHEXERCEEFEZREZHUR S EEEZeEHRTTE — K
LDEEMEEZIXEESF EREITRELZ [22] LR EZ TEK
ZHZBEBREARZELIR EMERTERZR=NBH _ERZE
iz &R [6]

My Reading:
tFe ot e ELl o FEEEZ o cHHERZ o232 32 o dF[k][21
part] E|&]z - e v 1 FHF o A RX B L2 o FrEY lw RF > N

Foo 2 E 2 oo cBY B R K el v E2 2 o2 2e] i [2]2 AL

Translation:

Confucius said, “I endorse the goodness of “Wanqiu”. I find delight in “Yijie”. 1
consider “Shijiu” credible. I find “Wenwang” praiseworthy, and “Qingmiao” [21]
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respectable. It is said in “Wanqiu”, “Believing in sincerity, and not playing trickery”,
I commend it. “Yijie” says, “The four [arrows] all hit the same [target]! One [is] able
to withstand rebellion!” I find this delightful. “Shijiu” says, “[The junzi] is truthful
to one partner, / His heart is as if it were tied to what is correct.” | find this credible.
“Wenwang” says, “King Wan is on high; / Oh! Bright is he in heaven”, I praise it.

[22] [“Qingmiao” says, “Great was] the number of the officers: / [All] assiduous
followers of the virtue of king Wan”, I respect it. “Liewen” says, “What is most
powerful is the being the man; / What is most distinguished is being virtuous; / Ah!
the former kings are not forgotten!” I take joy in it. “Heaven made its determinate
appointment, / Which [our] two sovereigns received”; it is august and venerable. The

“Song”.... [6]

Annotation:

The poems discussed on this slip are taken from the “Feng”, the “Daya” and

the “Song” divisions. The context suggests that “Qingmiao” 7 & (Ode 266) is the

title missing from the broken slip 21.

“Wangqiu” (¥ ¢ Ode 136)

Confucius’ comment on “Wangqiu” is as follows:

i3

“~

) :;aﬁ}girﬂi,agig,_ﬁsg&o

In In

i3

Confucius endorses “Wangqiu” as a good poem possibly because of the third

and fourth verses on which he is focusing:

+ 2 3k How gay and dissipated you are,

%s % 2__+ /& There on the top of Wangiu!

A EA You are full of kindly affection indeed,
Moy But you have nothing to make you looked up to!

o H #k How your blows on the drum resound,
wh 2T At the foot of Wangqiu!

F Be it winter, be it summer,

BHE You are holding your egret's feather!

(Legge 1994, 4:205)

The third (final) stanza is similarly worded as the second. In the light of

Confucius’ comment, Legge’s translation has been thrown into doubt.
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Ma Chengyuan and Li Ling both identify the poem as “Wangqiu”, pointing out

that the graph @ (#2) here is different to == appearing as :5?:’ on slip 8 as the poem
title “Xiaowan” -]- > (Ma 2001, 151; Li 2002, 39; also see He Linyi 2002, 253).
According to Jiang Guanghui, xun ;4 means ‘truly’, and 7 ¥ is a stage (similar to
the orchestra of a Greek amphitheatre) surrounded by higher grounds on four sides
and is where ritual dances and prayers for rain were performed.'?” As it is written in
the Zhouli, Jiang asserts that 3 refers to sacrificial ceremonies: wangsi * #¢

involves the oblation of animals and grains, and wangyan * 4+, the sacrificial

offering of monies. Thus “i 3 H #» & ¥ ” means true sincerity in ritual
performances, even no oblation is offered is what Confucius endorses to be good
(2002a).

Chi and Zheng note that the “Little preface” has glossed this poem as a satire

on the wantonness and dissipation of Duke You of Chen f# 4« 2> (circa 850 BCE).

However, in reading the commentary and the poem, Chi is not convinced that the

poem evinces any sense of goodness (& ) as Confucius has asserted (2004, 70).%®

Fang Yurun adopts a similar interpretation in that the poem depicts the ruler and his
ministers dropping below their dignity to be vagabond-like, revelling in songs and
dances all year round (1986, 281). Liao Mingchun considers “Wanqiu” to be a
panegyric love song rather than a derogatory satire as the “Little preface” has
suggested (2002b, 12). Chao Fulin asserts that it is a love song between a man and a
priestess whose romance (4 3 i) has overstepped the bounds of propriety and
social mores, dashing any hopes of matrimony (& & *) (2006a, 55). Huang Huaixin
propounds a similar interpretation to Chao’s (2004, 203).

Wang Zhiping subscribes to the exposition of “/4 3 #@ & 3 by Zheng
Xuan, who reads ;4 as xin i3 (to believe), and notes that the persona of the poem zi
<+ believes as true facts the wantonness and dissipation occurring in his time,
resulting in having no deportment of eminence to look up to as edifying examples
(2002, 223).*2° However, it is felt that this notion is, at best, moral passivity which

may not necessarily be worthy of Confucius’ endorsement as ‘good’. Li Xueqin

127 Lis description may not be correct in view of the verses “#s % 2_ F ” and “#> % 2_ T ”, suggesting

wangiu was higher than its surroundings.
128 In the words of the “Little preface™ “7o % » fildv 24 > FRPoBFRERE 7
129 In Zheng Xian’s words: “* % PR AR RAVEY A MY
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reads & as cheng % (sincerity) and wuwang i *% as the homophone of & % (no
trickery) (2005, 284). To Confucius, the importance of this poem is the faith shown
in the priest-musician’s sincerity and truthfulness by way of his/her dedication to
performing his/her duties, no matter what instrument he/she is to play, what feather
he/she is to hold, or where he/she is playing, as if oblivious of the changing of the
seasons and the environment. This is believed to be what Confucius endorses as the
goodness of the poem.

Xue Yuanze f== % (2012) argues that “Wangqiu” is a poem praising Daji ~
4%, the daughter of King Wu, for her enthusiasm as a priestess in presiding over
sacrificial rites. Xue glosses ;4 as sincerity, > as rituals, but reads wu # in its
original script wang = , with = % denoting the completion of the ritual ceremonies.
Likewise the verses & * & % should be read as= * = %, meaning at the end of
winter and summer. Xue argues that the persona + in the first stanza refers to Daji,
who conducts the ceremony on the top of the wangiu by holding a feather, whereas
the other priest-musicians are performing below. Xue argues that what Confucius
endorses as good is Daji’s sincerity and enthusiasm (74 7 %) in accomplishing
sacrificial ceremonies (7 & % ), at the conclusion of the seasons.

In translating this segment of the bamboo text there is no need to relate
“Wangqiu” to Daji. Whether the persona(e) in the poem is/are a priest, priestess or
ordinary lovers, the central theme of sincerity and dedication is what Confucius

endorses to be good.

“Yijie” (# £ Ode 106)

Confucius has this to say about “Yijie”:

Brgd E2 -
Wrgv twRE R BE 2 e

“Yijie” is a poem that praises archery and the archer, in whom Confucius is

well pleased. Confucius’s comment is taken from the third (final) stanza:

iy Alas for him, so beautiful!

T His bright eyes and high forehead how lovely!
#RE A His dancing so choice!

SR A Sure to send his arrows right through!

TR KA The four all going to the same place!
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"LEg s One able to withstand rebellion!
(Legge 1994, 4:162)

Fang Yurun notes that this poem extols the artistry and physical bearing of
Duke Zhuang of Lu & # = (circa 670 BCE) (1986, 240). The “Little preface”

glosses this poem to be a satire on his inability to restrain his mother from
incestuousness, despite his dignified demeanour and artistry (Legge 1994, 4:53). Ma

glosses r:i as bian % (change) (2001, 152) whilst the received text reads fan »
(return). Chi and Zheng point out that = =< % is the Hanshi version whilst » % &
is the Maoshi version, each referring to different rules of the archery game. In a
nutshell the former is to shoot at different targets whilst the latter is to shoot at the
same target set by the first arrow (2004, 73-4). As Ma Chengyuan points out,
Confucius only focuses on the last two verses (2001, 152). It appears that Confucius
does not concern himself with the persona of the poem, or with its genre as a laud or

satire, but the more noble issue of defending one’s state.
“Shijiu” (=g *§ Ode 152)
On “Shijiu” Confucius’ comment is as follows:

BES L e

g B - N el o B

7 o
“~

<

Confucius’ comment is drawn from the last two verses of the first stanza:

2 g T & The turtle dove is in the mulberry tree,
A= And her young ones are seven.

A E G The virtuous man, the princely one,

Hik- A Is uniformly correct in his deportment.

Hik- A He is uniformly correct in his deportment,
= His heart is as if it were tied to what is correct.

(Legge 1994, 4:222).

Liao Mingchun suggests that shi = can be read as zhi ¥ (a function word
with no meaning) (2002b, 17). Most commentators consider yi % to be ‘deportment’,
taking this poem as praising the virtuous man who is true to form, without
dissemblance or deception (Huang Huixin 2004, 210). However, Wen Yiduo notes

Y

that Zheng Xuan has glossed % as ™ pi (mate) in the verse “§ 2 2% i%” (He was
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my mate) of “Baozhou” of the “Yongfeng” A%k , thus & in “H & - < should
likewise mean “partner” (2004, 292). Reading & as mate or partner is more
convincing as it is a parallel to + (offspring). Thus Confucius’ comment can be

translated as: ““Shijiu” says, “[The junzi] is truthful to one partner, / His heart is as if

it were tied to what is correct. This is credible.””

“Wenwang” (¥  Ode 235) and “Qingmiao” (54 Ode 266)

Slip 22 is broken at one-third of the length towards the end and two graphs
have been inserted with reasonable certainty by scholars: “~ 2 : 3. oo A

== % » & % 2.7 Similarly, graphs can be inserted at the broken tip of slip 6 to
read “[F][®][7] : 51 > 4 % 2 4t > & # 2. Here Confucius quotes

directly from two poems, “Wenwang” from the “Daya” and “Qingmiao” from the
“Song” divisions. Confucius praises these two verses from “Wenwang”: “King Wen
is on high; / Oh! bright is he in heaven.” He also praises people who follow virtuous
examples as it is written in “Qingmiao”: “Great was the number of the officers: / [All]
assiduous followers of the virtue of [king] Wen.” (Legge 1994, 4:428, 569) Also
from the “Song” Confucius quotes from “Liemen™: “ & §tr A > % Eprifg -7 1 7

=7 (What is most powerful is the being the man; / What is most distinguished is
being virtuous; / Ah! the former kings are not forgotten!) in which Confucius finds
delight. From “Haotian you chengming” ¥ % 3 = ¢ (Ode 271) Confucius pays
special attention to the nobility of King Wen and King Wu as depicted in the couplet:
“Z %% 2 0 F K27 (Heaven made its determinate appointment, / Which [our]

two sovereigns received.) (Legge 1994, 4:572 and 575)

6. Postscript

Through reading “Kongai shilun” and the poems synoptically one could
appreciate that the manuscript author has explained the majority of the poems in term
of ging. The understanding of the manuscript and the poems gained from this textual
study will facilitate the critical review in the next phase of this project. During this

process, a few Chu graphs, such as # appearing on slip 2 and slip 10, and the graph

£ on slip 20 are found to have been unsatisfactorily glossed previously causing
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semantic problems. My research reveals that they may be glossed differently from
the mainstream philological opinions as discussed above. There are other graphs or

A

phrases which have not been resolved satisfactorily, such as “ g @ “or “% 27 “%
m L7, “4& $7, which may be the subjects of further research.

A complete version of the transcription and translation can be found at the
end of Part A. Images of individual bamboo slips showing the inscription, the
transcribed texts and the translation are shown in Appendix A. Whilst this part has
focused on uncovering the meaning of the commentary in relation to the poems, Part
C will reflect on the implicit meaning of the more complex poems and explore the
didacticism of qging presented in the manuscript in relation to the commentarial

tradition.






Part C CRITICAL REVIEW

Chapter 4 Poetic Implicitness

Poetry lives not only by gloss and
orthodox explanation, it lives also by
tacit presumption, by implicit ways of
knowing, by unstated anxieties.

— Stephen Owen
Traditional Chinese Poetry and Poetics

This research has thus far inquired into the poetic and commentarial traditions
of the Book of Odes, the codicological issues and the text of “Kongzi shilun”. The
translation of the manuscript into English was based on copious exegetical works
whose occasional inadequacies have been supplemented by views of my own. The
odes cited in the previous chapter have been interpreted according to the
commentaries of the manuscript, but the spectrum of poetic meaning, obscured by
their dense metaphors which are often embedded in terse language, deserves further
discussion. However, a detailed explication of all the odes mentioned in the
manuscript would fill volumes of writing, an exercise that is beyond the purview of

this project. Given that some odes are more complex than the others in form or
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content, or both, it is proposed to re-visit some of them in this chapter. They are
selected on the basis that they will demonstrate how the poetry and commentary
interact for the production of meaning, which will in turn facilitate the critical review
of the manuscript in the next chapter. It is my claim that the notions of ging and li are
the thematic components of these poems. This is also an attempt to answer the
question raised in Part A of this thesis: what, if any, new light does “Kongzi shilun”
shed on the Odes, and could our current understanding of the Odes be confirmed or
enhanced? To this end the ensuing discussion will endeavour to reveal the innermost
dynamic residing behind the poetry, beyond the explicit or literal, as elucidated in, or

perhaps inspired by, the manuscript.

1. “Yanyan” # #

Confucius’ comment on this poem is that it expresses devout and sincere love

(# # 2 § 22 jB+ ). Li Xuegin and Chao Fulin suggest that the fourth stanza of

“Yanyan” could have belonged to another poem (Chao 2003b, 18). Despite this, in a
separate paper (2004) Chao maintains his historical reading in line with the “Little

preface” which is about Zhuang Jiang % % and Daigui #' 4%, whose story has been

outlined in the last chapter. He further expands on the details of their journey in line

with the concept of shendu g% as elucidated in the excavated texts of “Mawangdui
Wuxing and Commentary” 5% % 3& 7 {7 3%, in which a couplet from “Yanyan” has

been quoted.
Chao claims that Daigui conspired with Zhuang Jiang to overthrow Zhouyu

“1e=* the usurper. As a first step she was to return to her native state of Chen & to
find help there. The imageries of the swallows point to Zhuang Jiang escorting
Daigui on that trip. Chao asserts that the verse “% #* H 32” means the swallow
extending its wings and tail; “# 2. %% 2.~ means the swallow stretching its head,
both describing the swallow’s swift flight. The verse “* *+ H & > refers to the

secretive discussions between Zhuang Jiang and Daigui about their plan (2004, 124-
5). Whilst this dramatic interpretation of intimacy may be stretched to mean a kind of
devout love or sincerity as Confucius has expounded, the attribution of a historical
event such as this to the poem lacks endophoric evidence.
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The idea of J£ & as it appears in “Wuxing” reads (2004, 126):**

EESHM AP EN HogpE o R o2 HL L 2 A H B2
AFER S RUARE T I AP HTARRE T RERE
# BRI R AE S TEBA RAEL T HIPNF2T B
w0 B2 Jbe o fRE. o RS EHDY o

“The swallows are flying together. Their feathers are uneven ...” This
speaks of discussing their plan when one is seeing the other off. In
mourning, one’s attention is not on the order of the feathers. Only when
one is able to ‘disorder one’s feathers’ may one advance afar. This is the
point. “Disorder” refers to paying no attention to one’s worn hemp
mourning sash. If one does not pay attention to one’s hemp mourning
sash, only then may one culminate in grief. Now, if one adjusts one’s
hemp mourning sash and fixes one’s collar at a funeral, then one stifles
grief. This points to the fact that the culmination of one’s interior (state)
is to not pay attention to one’s exterior (state). This is what is called
‘single-mindedness’. Single-mindedness means the transcendence of
corporeal forms. The junzi is conscious of such single-mindedness. (My
translation, modified after consulting Csikszentmihalyi 2004, 320-3;
Liang Tao 2005).

A close reading of the “Wuxing” reveals that it stops short of ascribing the
poem to Zhuang Jiang and Daigui, despite this Chao anchors his interpretation on the
two ladies who were still in mourning on the journey (2004, 127). Chao summarizes
the ideology of g% as a concept of self-critique, self-sufficiency and truthfulness to

oneself, or a notion of broadening one’s inner consciousness in public or in solitude
(2004, 125). More to the point is Liang Tao’s delineation of # as single-mindedness
and not physical solitude (2005). Chao notes that the graph hui # (instruct) in fact
appears as hai ;& (sea) on the silk manuscript (and adopted as such by
Csikszentmihalyi) but he prefers to read it as 3 (2004, 126), which could be Chao’s
tendentious reading to justify Jiang and Dai’s conference on the way. As Jeffrey
Riegel points out, the passage invokes the folklore metaphor of a swallow
accompanying another on its macabre flight (the phrase “=* # it” in which hua i*
(transforms) euphemistically stands for ‘dies’) to the sea. Riegel summarizes the
“Wuxing” ideology of “# =+ £ H jb»  as “the superior man heeds his own thoughts

and not the world around him” (1997, 160). In this regard Liao Mingchun’s reading

Y

%0 In Chao’s text there is a missing character after % and the character & has been inserted after
consulting other sources. The “Wuxing” manuscript is not by any means a stable text; the original
script yuan i% in the sentence it &£ 7 H 33 2 {2 it k1% is the same for (or very similar to) ai »
(sorrow), shui % (feeble)... thus several transcriptions and interpretations can be generated. Chao
Fulin’s reading in contemporary Chinese is quoted here.
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of 1g as zhenzhong ¥ £ (to treasure; to take something as precious) would subsume
the meaning of ‘heeding’ (2004b, 48-53).

Liao Mingchun asserts that the “Wuxing” text is the key to “Yanyan” (2000b,
29). What is meant by % in “Kongzi shilun” may well fall in line with the notion of
single-mindedness in “Wuxing”, but using the “Wuxing” text to interpret Confucius’
comment and the poetry of “Yanyan” is problematic. Firstly it presupposes that the
poem is a diegesis about Zhuang Jiang and Daigui, which, as has been explained in
Chapter 3, remotely relies on exophoric historical references. The allusion of feathers
to the mourning sash is thus a foregone conclusion of this presupposition. Secondly,
in reading this poem as a macabre flight of the swallows, it focuses on one verse only
(£ H 33 the disarray of feathers) at the expense of ignoring the others, and that

131 not

the poem depicts the flight of the swallows to the countryside and the woods,
the sea as “Wuxing” has suggested. Thus “Wuxing” is taking the poem out of context,
which is a common practice in ancient times (Li Xueqgin 2004, 283). Lastly, there
appears to be no linguistic congruity between the texts of “Wuxing” and “Kongzi

shilun”: the concept of £ in “Wuxing” is an introvertive moral discipline (that is,
sheti £ %%, transcending the materialistic or somatic) within the intrapersonal

framework of the junzi, but in “Kongzi shilun” Confucius focuses on the theme of

emotion (& #: 2. §) whose intentionality is an interpersonal response. Whilst | agree
to read & as single-mindedness, the explication of Confucius’ idea of single-
mindedness within the context of “Yanyan” needs to be re-stated.

As noted previously, ascribing “Yanyan” to Zhuang Jiang and Daigui is
problematic. Chen Zhi has adduced historical and archaeological materials that point
to Wu Geng 7 A, the son of King Zhou *f and the last prince of the Shang House
as the author. The fourth stanza, identifying the poet as guaren % 4 reveals his
nobility. Chen asserts that the motif of the swallows betrays Wu Geng’s
reminiscence of his lost state, as the bird was symbolic of the fallen domain
according to the Shang totemic culture. The binome xiashang = _+ (earth and heaven)
was a typical Shang rhetoric for which the Zhou vernacular would say shangxia + *

(heaven and earth) (1999b, 20-1). The bride Zhong shi Ren #* < iz refers to the

second daughter of the Ren clan from Zhi %, a subject state of Shang. The Rens

31 The verses “ifi%¥ = ¥ ”and “i2 27 3 (}k)”.
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have had their daughters married to the princes of Zhou as can be read from “Da

ming” + P (Ode 236) and the Guoyu B 3% ."*? Furthermore this poem originated

R 133

from Wu Geng’s fiefdom, the state of Bei * which was his power base and

refuge after his failed attempts of resistance against Zhou. Bei was located about 190

kilometres northeast of Chengzhou = % , the new Zhou capital established by the

Duke of Zhou for overseeing the Shang remnants. This provides the geographic
evidence of the journey heading south (&%t 4 ) (1999b 19, 21).2%* Chen asserts

that the poet of “Yanyan” is likely to be Wu Geng, and “the only lady with the

surname Ren other than Da Ren « = (the mother of King Wen) who came from the

domain of Shang to marry a prince of Zhou was the wife of the Duke of Zhou”
(1999b, 19). However, Chen stops short of affirming Zhong shi Ren, the bride whom
Wu Geng escorted in the poem, was the bride who would become the Duke of
Zhou’s wife. Chen claims that “Yanyan” was Wu Geng’s poem sending Zhong shi
Ren off to marry the conqueror, which was an occasion of disenchantment rather
than celebration to a fallen prince. At the same time, Wu was lamenting his
succumbed domain and reminiscing about his forefathers (1999b, 18; 21).

Although Chen Zhi’s proposition is based on indirect evidence, it has been
more convincingly argued than that of the Mao preface. However some questions
have remained unanswered: what was the relationship between the putative poet Wu
Geng and Zhong shi Ren? Was she the same person as the Duke of Zhou’s wife as
implied? Why was he, a head of state, seeing her off to her wedding? Did this escort
comply with the protocol or li of the day? Though to some extent Chen’s reading
justifies the placement of the fourth stanza within “Yanyan”, their incoherent textual
structure still points to an uncomfortable pastiche, and without rejecting any of

Chen’s interpretation, the two parts may still be read as different poems.

32“Da ming” < P B W AT A RET 0 R4RT R BT R o2 23 F 5 ML T oA E
3 ¥ > 4 2 3 o7 (Ren, the second of the princesses of Zhi, / From [the domain of] Yin-shang, /
Came to be married to the prince of Zhou, / And became his wife in his capital / Both she and king Ji,
[ Were entirely virtuous. / [Then] Da-ren became pregnant, / And gave birth to our king Wen.) (Legge
1994, 4:433) Guoyu B F: “BwE- Wiz, £ xSz 4 > £ % 344k~ 7 (The states of Zhi and
Chou had the surname Ren. The daughters of the [Jiang] and Ren houses were the wives and consorts
of the Zhou kings for generations.) (Chen Zhi 1999b, 17)

33 \Wu Geng was known as Wangzi Lufu 2 + 4 % (Prince Lufu) in the Yi zhoushu i& % 2 . He was
enfeifed at Bei by the Zhou his conqueror to rule the Shang people (Chen Zhi 1999b, 21).

134 As noted previously Wen Yiduo glosses % as +k and if he is right then ‘a journey to the south’ is
untenable.
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In “Kongzi shilun” Confucius seems to be extremely careful with reading
history into the odes. Being silent on the identities of the historical personae and the
event to which “Yanyan” refers, Confucius’ ahistorical perspective has licensed
interpretations that are textually based and aesthetically inspired. By letting the text
speak “Yanyan” is voicing the grief of the poet in seeing his/her loved one off to her
wedding: they may be the parent(s), a brother or sister, a lover, or even a close friend
of the bride. According to ancient rites, a father should bid the bride farewell in the
main hall of the family mansion; a mother, not beyond the door of the family shrine;
brothers and sisters should stop at the gate of the bastion.**> However, Wen Yiduo
concludes that it is meaningless to ascribe those rules and historical events to the
poem (1948, 2.167). | am inclined to be more liberal in treating the escort and bride
as lovers as far as the text can demonstrate support for such a reading. For the time
being it is assumed that the fourth stanza is not part of “Yanyan”, for reasons to be
explained later.

Each of the three stanzas of “Yanyan” opens with a vivid imagery of the
flying swallows. The number of swallows is not specified; the reduplicative binome

# & may be taken to mean more than one swallow and it makes poetic sense to
assume that there is a pair of them. The swallows are flying, but their movements do
not seem to be coordinated or in any way harmonious, as implied by the binomes
chachi Z 7 (uneven), xiehang # #f (flying up/down) and & *+ (below/above)
which are binary oppositions. In the first stanza their wings are unevenly displayed,
in the second stanza, one swallow is flying up high and the other low down. In the
third stanza, one tweets from above and the other below. These imageries, when
deconstructed, convey the idea of discordance in their apparent togetherness,

premonishing a parting of ways."* Then the purpose of the journey is revealed: “z
3= ﬁf}?” — instead of adopting Legge’s translation of Eﬁ? as ‘returning home’, the

conventional meaning of a girl getting married is considered more appropriate in the

present context. The escort is said to be accompanying the bride far into the

135 My translation, see the Guliang zhushu, Shisanjiang zhushu 2% 2% i g ~ + = fSiagn: “fiEL >

RATH A2 DFEM - FA 57 PP o ELHRES o7

138 Chen Zhi observes that treating swallows as the traditional poetic allusion of parting may have
come from the misreading “Yanyan” (1999b, 6). Despite this, the folklore that swallows fly to the sea
to die would equally validate such an allusion (see the “Wuxing” bamboo text as discussed earlier).
Irrespective of these opinions, a sense of farewell and parting comes strongly through the text of
“Yanyan”.
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countryside “ig i = ¥ ... T #42 - FE = 37 the word % does not only
denote physical distance, but also emotional severance and remoteness. The poem
does not provide any clues as to the size of the bridal retinue, or any more
information about the journey, but it is clear that there is no communication between
the escort and the bride. Could it only mean that he is accompanying her closely in
person? It is quite possible that in accompanying her he is keeping a distance from

her and her entourage; his looking on till he can no longer see her (B3 # %)

suggests that he may be virtually ‘seeing’ (in the true sense of the word) her off

(musong P i%¥). Readers are at liberty to speculate: they might have been secret

lovers, in which case it would be improper for him to be part of the retinue. He could
be a palace guard or a lowly manorial servant and she a lady of high station, in which
case he could be part of the bridal entourage but their love violates the rules of
propriety. In any case their romantic affair is a taboo, let alone the public display of
their emotions. Or else it could be clandestine and unrequited love: she does not
know he who loves her exists, and that he is stealthily seeing her off. Of course no
hugs and kisses in public are expected from au revoir ancient Chinese style, but the
lack of communication between the escort and the bride in the face of such profound
love is discomforting; they cannot even exchange words of farewell. | suggest that
there is more to their emotional separation than the physical. Confucius’ comment is
#3222 e | in which JjB can be glossed as loneliness apart from single-
mindedness. It is more than just the poet’s feeling of loneliness; his love for her (or

their mutual love) will be kept to themselves (in isolation as #), as required by the

rules of propriety, or forever buried in memory now that she is someone’s wife. In
the cruel silence of the wilderness broken only by the occasional chirping of the
swallows, the poet’s emotional tension builds up and then bursts — not being able to

catch a glimpse of her anymore he bursts into tears that fall like rain (;z=i# 4o ).

The inclusion of the fourth stanza as part of “Yanyan” complicates the
structure and the theme of the poem. Stanzas that have been purportedly misplaced in
the wrong poems are not uncommon and a number of examples have been identified

by scholars over the years (Lu Xixing 2002, 403-19);**® “Yanyan” may well be

" see the meaning of §F and % noted previously.

138 Lu lists five odes that are believed to have stanzas misplaced in the poems: “Juen’er” % 2 (Ode
3), “Xinglu” {7 & (Odel7), “Huanghuang zhihua” 2 2 + & (Ode 163), “Du ren shi” 3% + L (Ode
225) and “Juan A” ¥ # (Ode 252).
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added to the list. Arguments for or against such readings are by no means conclusive.
Chen’s interpretation of the poem (without excising the fourth stanza) reveals
complex motifs of farewell, lamentation and remembrance as discussed earlier.
Whilst Confucius has not confirmed or denied the placement of the fourth stanza in
“Yanyan”, his reading of single-mindedness and sincerity as the theme of the poem
does not seem to accommodate divided attentions to lost love, lost domain and lost
forefathers. Although Confucius was a descendent of the Shang House,** he was an
adherent of the Zhou regime and would most unlikely be sympathetic to Wu Geng’s
course of subversion, let alone promoting it as devout or sincere emotions.*°

There appears to be insufficient evidence to determine the inclusion or
exclusion of the fourth stanza in “Yanyan”. In any case Confucius’ critical focus here
is the sincerity and whole-heartedness of ging. My interpretation of the first three
stanzas is an attempt to uncover the implicit meaning of “Yanyan” and its literary
beauty behind the text. It would also be instructive to recall the role of the reader
discussed in Chapter 1 as the justification for the above reading. This interpretation is
inspired by Confucius’ comment on its theme — the devoutness of love in the face of
the utter impossibility of nuptial union. Confucius might not have endorsed such an
unfruitful love affair or mésalliance as can be seen in his comment on “Hanguang”,
nonetheless he commends the sincerity and unreserved devotion to love as noble
human emotions, just as he commends the same emotions evinced in “Wangiu”.***

The uniqueness of “Kongzi shilun” is evident in its literary perspective,
glossing, as an example, “Yanyan” from the viewpoint of ging whilst traditional
interpretations have read it as a farewell poem versed in some historical event. The

following table shows a selection of past and contemporary interpretations:

139 Confucius’s ancestors were from Song %, and Song was the state of Shang descendants. See “The
hereditary house of Confucius” and “The hereditary house of Song Wei Zhi” of the Shiji € & « 3* %
TR R R R

10 Analects 3.14: 325 » A~ S w1 B Eat o (L, ARART 2 A | Z g B o ” (The Master said,”
The Chou is resplendent in culture, having before it the example of the two previous dynasties. | am
for the Chou.” (Lau 1992b, 2-23)

11 Confucius advises against unfruitful courtship in his comment on “Hanguang” (# % ¥ 1@ » %
ITH ¥ i 0 # 774w -0), On the other hand, he endorses sincerity as evinced in “Wanqiu” (:4 3 1
@ #& % —irrespective of whether ¥ means trickery or hope). See respective annotations in Chapter 3.
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“Mao Preface”

Zhuang Jiang’s (head wife) farewell song
for Daigui (concubine)™*?

Lady Ding Jiang (post-dated Zhuang

1135-1189), Cui
Shu (& it 1740-
1816), Wen Yiduo

:::JeS:'u shuan Jiz_alng by some 170 years) bidding P}g
widowed daughter-in-law farewell
Hanshi Ding Ji:ang’s (head v_vife)_ farewell of a
concubine (Wang Xiangian 1987, 137-8)
Qishi A farewell song; swallows flying to the
“Wuxing” sea, no historical figures named***
Wang Zhi (2

A head-of-state sending off his sister to
her wedding™*

GaoHeng (% %
1900-1986)

The young duke of Wei seeing his lover
off to be wedded to another person (Gao
1980, 38)

Li Chendong (% &
% 1907-1983)

Yin Jifu seeing his divorced wife off (Li
1961, 201-2)

a—

Lan Jusun (& & #%
1925-2007)

A folk song written by a village lad
whose lover is to marry another man
(Lan 1982, 123)

Chen Zhi (F# )

Wu Geng the last prince of Shang
lamenting his lost love, domain and
forefathers (Chen 1999Db)

“Kongzi shilun” does not relate “Yanyan” to any historical figures, but

points out that its theme is ging, the unreserved devotion to love. Essentially ging is

Confucius’ critical angle of interpreting most of the other poems. With the above

interpretation of “Yanyan” I propose to modify Legge’s translation as follows:

o~ & The swallows go flying about,

A4 RN With their wings unevenly displayed.
2+ T The lady was on her way to get married,
BiFET W And | escorted her far into the country.
Py sz I looked till I could no longer see her,
Py i And my tears fell down like rain.

Foak T The swallows go flying about,

L Now up, now down.

2+ 7 The lady was on her way to get married,
BT -2 And far did | accompany her.

Py sz | looked till I could no longer see her,

142 See Chapter 4.

%3 For sources of the Han, Lu and Qi tradition see Wang xiangian 1987, 137-8; for Lie nii zhuan see

Liu Xiang 1998, 5-6.
14 For “Wuxing” see Chapter 4.
14 See Wen Yiduo 1948, 2:165
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R P And long I stood and wept.
o~ The swallows go flying about;
TrHF From below, from above, comes their twittering.
2+ T The lady was on her way to get married,
FiET g And far did | escort her to the woods.*®
Py sz | looked till I could no longer see her,
S EADS And great was the grief of my heart.
2. “Getan” § &

Though the manuscript does not explicitly deny reading “Getan” as a poem
praising the virtues of the queen, through ascribing its theme of ancestral reverence
(A4~ 2. &) to minxing (& £ the people’s emotional disposition), Confucius has
indirectly refuted the moralistic interpretation of the Maoshi. “Getan” comprises
three stanzas each of which has six verses:

L2 B A How the dolichos spread itself out,
I B Extending to the middle of the valley!
aEEE Its leaves were luxuriant;

T 57 The yellow birds flew about,
B iEA And collected on the thickly growing trees,
H gy Their pleasant notes resounding far.

PR W How the dolichos spread itself out,

w2 e g Extending to the middle of the valley!
BERE Its leaves were luxuriant and dense.

I 4k I cut it and I boiled it,

EY q\% ERN And made both fine cloth and coarse,

PR2_ & ¥ Which I will wear without getting tired of it.

= 2R R | have told the matron,

T ET Who will announce that | am going to see my parents.
EEAE I will wash my private clothes clean,

B A 2 And | will rinse my robes.

TBTz Which need to be rinsed, which do not?

et | am going back to visit my parents.

(Legge 1994, 4:6-7)

148 According to Wen Yiduo’s research nan % does not mean ‘south’ but the word is a homonym (or
a close homonym) of +& (woods), thus “i%& 1% = #&” is parallel to “i& 1% = &> (1948, 2:166).
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Legge’s translation is clearly based on the “Little preface” which interprets
this poem as

[setting] forth the natural disposition of the queen.

We see her in her parents’ house, with her mind bent on woman’s work;
thrifty and economical, wearing her washed clothes, and honouring and
reverencing her matron-teacher. Being such, she might well [in after time]
pay her visit to her parents, and transform the kingdom on the subject of
woman’s ways. (Legge 1994, 4:37)

Zhu Xi subscribes to the above interpretation and adds that the poem was
written by the queen (n.d., 1:4-5). Dissenters argue that it is unlikely for the queen
residing in the palace to be able to hear the singing of the yellow birds in the valleys,
or to make fabric out of hemp herself, to say the least of washing her clothes
personally. Fang Yurun observes that whilst the queen was the unlikely persona, the
poem speaks of a plebeian married woman who was about to return to her parents for
a visit (1986, 75-6). This interpretation takes shishi g < as a matron (a female
teacher) who was responsible for instructing younger women on domestic routines
(Zhu Xi n.d., 1:4). The term guining 7 % normally means a married woman
returning to her parents’ home for a visit. These have led most commentators to
believe that the persona of the poem is female. However, i7 % is also applicable to
men returning home for visiting parents.**” At the same time ¢# < could also be a
male officer of the court, as it appears in Ode 193 “Shiyue zhijiao” -+ * 2. % and
Ode 258 “Yunhan” 2 ¥ (Legge 1994, 4:322, 533). Wen Yiduo considers {7 < a
low-ranking officer (2004, 3:296) but Li Chendong argues otherwise as E# = also
denotes the rank of the king’s guard. Li also observes from the rhetorical convention
of the Odes that yi 2 in the Shijing is not meant to be a generic term for clothing but
an official robe. Thus Li concludes that “Getan” tells of a soldier taking leave of his
commander (% % FF %), washing and rinsing his civilian clothes and official robe
(&3 2 -2 2 ), in readiness for home coming to his parents (fF®R*)
(1974, 89). In glossing the poem as one that honours parents and ancestors instead of
the matron as the “Little preface” has suggested, Confucius has provided a more

convincing interpretation than that of the Han Scholars.

“See LUdipats, L R - LGFRCE 2 R 2B REFR LG PF o7 (1988, 24)
M8 w5 %« L (Ju is captain of the guards) and Z ;¥ : “4% 5 7 < ” (The master of the
horse, the commander of the guards” (Legge 1994, 322, 533)
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As mentioned previously, Li Chendong has cogently argued that the entire
Book of Odes was attributed to Yin Jifu, an officer and a gentleman of King Xuan of
Zhou. Li further claims that the verse “&_v| €_&” describes the making of the fabric

by Yin’s wife Zhongshi # = and “JR 2 # ¥7” refers to Yin wearing the clothes that

she made *°

(1974, 93). The imagery of the yellow birds can be read as an allusion
to married couples and in this case, a soldier’s yearning for his wife. Whilst washing
clothes is a daily chore for women, it would be a special occasion for a soldier, to
whom it means relief from combat duty or; better still, home-coming as the battle is
over. Thus a soldier washing clothes and home-coming seem to be more worthy of
poetic diegesis than a woman doing her routine. Despite the validity or otherwise of
Li’s claim on the historical personage of this poem, the reading of “Getan” as a
returning soldier’s poem can be textually justified, without pinpointing the identity of
the soldier.

What, then, is the significance of Confucius’ comment in relation to the

interpretation of “Getan™? The significance surely lies in the linguistic congruity of

the common motif of clothing fabric (4 %), the civilian and official clothing (¥ and
). Li posits that the soldier **° was eager to show his parents the official robe (or

uniform) as a symbol of achievement of which he was proud (1974, 94), implying
that his expedition and official status had brought honour and glory to the family. His
chain of thought issued from the dolichos, then to the making of the fabric, from
which clothes were made, kindling the yearning for his parents (and more implicitly,
his wife). Confucius states that people are emotionally disposed to retracing the
source of goodness, to which a parallel is seen in the clothing fabric and the dolichos,
so too should ancestors be venerated. If this interpretation is adopted some of the

verses translated by Legge could perhaps be revised, mutatis mutandis:

e E I L ---Its leaves were luxuriant and dense.
1k It was cut and boiled,

Cloth was made, both fine and coarse...

| have told my commander,

I will wash my civilian clothes clean,

And I will rinse my official robes....
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91t is noted that Confucius’ comment does not concern the yearning for the wife but that remains as
a sub-theme of the poem.

101 i°s assertion that Yin Jifu was the author of the poem has been contended by other scholars. When
Li’s opinion is quoted in this thesis concerning the poet, the author will simply be regarded as
unknown, unless otherwise stated.
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It could be argued that in this case Confucius’ comment has not directly
clarified the historical reading of the poem. However, his reading of the poem
depicting human feelings towards ancestors is textually based and more convincing
than that of the Mao tradition.

3. “Gantang” 4 #

As previously noted, Michael Hunter questions if the comments in “Kongzi
shilun” are “teachings”, and that the audience were more interested in how the
comments were said rather than what were said (2009, 20-1). By his own admission
his argument hangs on “Gantang” alone (2009, 13). Hunter’s doubts could perhaps
be answered by uncovering the deeper meaning of the comments and the poem (i.e.
what were said), beyond what analyses of textual parallels can offer.

The simplicity of both the commentary and the poetry of “Gantang” praising
the concept of noblesse oblige belies the referential meaning of both texts. Whilst
this poem is explicitly expressing respect to Shao Gong, Confucius has not clarified
whether Shao Gong refers to Ji Shi 4% #& or Shaomu Gong Fu 7 #% = 7. as

discussed earlier in Chapter 3. Furthermore it raises questions of the connection
between the personage and the ancestral temple as an iconic institution, as there is no
mention of the latter in the poem. Can one simply synecdochically take Shao Gong
or the pear tree for the ancestral temple and with what justification?

According to Wen Yiduo the pear tree is not merely symbolic. Wen quotes

from a number of ancient texts: “Diguan Situ” of the Zhou Li % ## « 3 F & j&_

which records that the ancestral temple was built where the most suitable tree was
found (2004, 3:318-9):
AP AR RHAALRZ M A2 0 3 0 I H B2 T A
¥ nH ke 395 o (Lau 1993, 20)
The duty of the grand master ... is to establish the temple for the earth
god and its boundary walls, and to choose a suitable native tree to be the

deity of the fields, naming the shrine and the fields after the tree. (My
translation)

Also from “On Ghost III” of the Mozi & &+ - P % the most luxuriant and

elegant tree was chosen as the site for the temple:
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When in ancient times the sage-kings of Yu, Xia, Shang, and the three
kings of Zhou first founded their empires and built their capitals, they all
chose the central altar on which to build the ancestral temple. They
would select the most luxuriant and elegant among the trees to be set up
in the temple-court. (My translation)

Wen explains that zouwei 3~ i+ stands for congshe #_ 4, the temple-court.

As it is recorded in “Wangji” of the Liji ## 3z « 2 41, disputes were heard in the
temple-court where the luxuriant tree was, for the dispensation of justice:

PR L R AN o R

B2 fRA 2T o & 1%113;&7 S
B2 ‘3\;4”"4’4—1\ » 2R ¢ JJ

NPI=EY VJ
=

The evidence in a criminal case having thus been all taken and judgment
given, the clerk reported it all to the director (of the district), who heard
it and reported it to the Grand minister of Crime. He also heard it in the
outer court under the tree, and then reported it to the king, who ordered
the three ducal ministers, with the minister and director, again to hear it.
When they had (once more) reported it to the king, he considered it with
the three mitigating conditions, and then only determined the punishment.

(Legge 1967, 1:236-7; modified)

Wen asserts that the luxuriant tree chosen for this purpose was called shemu

A+ A and in the south as in “Gantang” the pear tree was the shemu. The shemu was

where the deities and spirits resided and was where justice was meted out (2004,
3:318-9). When the people venerated Shao Gong and the pear tree, veneration was
ultimately extended to the temple-court as a symbol of the jurisprudence exercised
over the people. Confucius states that the object of the people’s veneration iS not
simply the person, but is projected to his office and the benevolence of his

governance, the ancestral temple that symbolizes the state (7 /& 2 #x, slip 24).

According to Confucius the theme of “Gantang” is the human emotion of respect
extended from the person (the deified ruler) to his office, and then to the authority of
the state.

Confucius’ comment does not explicitly clarify the identity of the protagonist
in the poem. By addressing him as Shao Gong rather than Shao Bo as is the case in
the poem Confucius complicates the issue further as commentators have argued that

the titles would distinguished the two. With his mention of the ancestral temple the
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ambiguity of poetic meaning has gone beyond the questions of the size of the tree or
whether he has simply rested or lodged under it (as discussed in Chapter 3). Wen
Yiduo’s approach as set out above seems to have provided reasonable background
information for understanding the poem in relation to Confucius’ comment. Whilst
the historical facts await further evidence and investigation, Confucius’ comment
focuses our attention on the emotional aspects of the poem. On this note it would be
instructive to recall Mencius’ hermeneutical advice as mentioned earlier: one should
not allow the words to get in the way of the sentence, nor the sentence to get in the
way of the sense.

4, “Datian” * @

Confucius considers “#v% @ 7 ##” to be the central theme of the final stanza
of “Datian”. By collocating % and ## Confucius is implying that % is the medium
of expressing 4%, or 4% is manifested in 7 . Commentators have held that =

means proficiency in speech as previously noted. “Datian” comprises four stanzas;
the first three portray the planting and harvesting activities of the farming community.
Paradoxically, the fourth (last) stanza contains no dialogue (% ) but a description of
the proceedings of the sacrificial ceremony.™! As can be seen below this stanza is a
narrative of the festive scene in which zengsun goes to meet the farming community
and officiates the ceremony:

152

LA L. Zengsun the presiding noble > will come,

™ H S His wives and children,

Gk Will bring food to those [at work] on the south-lying
acres.'>

IR E Tianjun the god of husbandry ** will be glad.

K> 334 They will come and offer pure sacrifices to the Spirits of

the four quarters.

131 Chao Fulin has also noted that this stanza contains no dialogues but by glossing the word ye 4
(delivering food to the workers in the fields) in “4k # % .., the notion of conversation is subsumed.
Thus =% would mean Zengsun sending regards and saying thanks to the peasants (2008c, 141).

152 | egge translates # 7% as ‘distant descendant’. According to “Qulixia” of the Liji 42z « & 487 it
refers to the officiating nobleman at sacrificial proceedings (Liao Mingchun 2004, 53).

153 Another possible reading is that 4 is a ritual of bringing food to the deity (Liao MIngchun 2004,
51).

154 | egge translates tianjun = v as ‘surveyors of the fields’. According to Liao Mingchun, it refers to
the god of hushandry (2004, 53). In fact = £ is not listed as an official title in the Zhouli but is a deity
whose favour is to be sought, see % 4% « % ¢ 7 i@ “Chunguan Zongbo” Zhou Li (Lau 1993, 43).
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AR With their victims of red [cattle] and black [swine],
SH R And their preparations of grains:
"E 1A Thus offering, thus sacrificing,
A B AR Thus increasing our bright happiness.

(Legge 1994, 4:212; modified)

The synoptic reading of the poem and Confucius’ comment points to the need

for defining % and #=% in their linguistic contexts. Consider the following passage

taken from “Contra Twelve Philosophers” of the Xunzi (3 + - 25+ = 3):

T m g~ ATs o Ba F s Tars o AR AT L o i DA
RoTAs ST mE o BF L L

. Speaking when it is appropriate to do so is knowledge; remaining
silent when appropriate is also knowledge. Hence knowing when to
remain silent is as important as knowing when to speak. Therefore, a
sage, though he speaks often, always observes the logical categories
appropriate to what he discusses. A gentleman, though he speaks but
seldom, always accords with the model. (Knoblock 1988, 1:225-6)

Confucius’s teaching is that % is not to be indiscriminately uttered, as he

says:

el
g

BT ABZ T AL AT ET B T o AT R
)

To fail to speak to a man who is capable of benefiting is to let a man go
to waste. To speak to a man who is incapable of benefiting is to let one’s

word go to waste ....
(Analects 15. 8; Lau 1992, 150-1)

.
I

)

Liu Xinfang also quotes the above passage from the Xunzi but arrives at the

conclusion that === means the “accurately expressed diction” of zengsun’s prayers

(2003, 238).">> However, as Yu Zhihui rightly points out, the Confucian tradition
does not endorse eloguence (2005, 33) but considers slowness of speech to be close

to benevolence (* 3 i1 i=) (Analects 8.27). The concepts of 7 and += are also
discussed in the Daoist texts “Knowledge rambling in the north” of the Zhuangzi

F o FTpt PE:

SRR AR RS A S %) A

5 In Liu’s words: “% PiFA 253 % 0 L34 7. Liu considers 4 refers to accurate
expression in words.
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... “Those who know (the Dao) do not speak of it; those who speak of it
do not know it;” and “Hence the sage conveys his instructions without
the use of speech.” ...Heedless Blurter heard of (all this), and considered
that Huang-Di knew how to express himself....

(Legge 1962, 58-60)

In the above passage +~% means proficient in expressing oneself and that the
sage does not necessarily use spoken words = to convey his instructions. Suffice it
to say that == could mean adept in instruction (# % 2. %), with or without words
(FrBRjE ).

On the other hand Confucian perspectives frequently consider words % in
parallel with xing (= practice), as the binary pair of the spoken and the unspoken. In
the Analects Confucius has much to say about 7 and i:

EF BT 0 A AT (EE o 2 iz, Analects 4.24)
It is desirable for a gentleman to be slow of speech but quick in action.

e ETARHEARET ABRE T GRE - 2o+, Analects 5.10)
... [I] take on trust a man’s deeds after having listened to his words ...
having listened to a man’s words I go on to observe his deeds.

TG FE & (HF - g 2, Analects 15.6)
. in word... conscientious and trustworthy ... in deed single-minded
and reverent...

T RAEEOWFENE (RE - Fg 2, Analects 15.17)
... indulge themselves in acts of petty cleverness without ever touching
on the subject of morality in their conversation ...

(Lau 1992b, 35, 39, 149, 153)

These maxims have their own didactic meanings which do not necessarily

concern the bamboo text in question. Although % and {7 are apparently disparate
human behaviour their collocation in the Confucian contexts indicates that they are,
among other things, complementary traits, or modes of expressing oneself and by
which one is understood and judged. | argue that by juxtaposing = and = together
they represent one’s expression in totality. As discussed previously, the word = is
polysemic and from the above passages, =% means knowing when or when not to

speak, and knowing how to, or is adept in, expressing oneself. If the gesture of

maintaining silence is within the meaning of #= , then by extrapolation, not only
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are spoken words considered to be %, so too are non-verbal gestures and actions, in
the broader sense of the word. As it is written in “Yueji” of the Liji 4t 3z « % 3e:
“[When one is] heaven-like, one is believed without the use of words” (% B 7 % =
).

With the concepts of % > % and {7 clarified, the comment “*3 @ F 48”7
can be read in conjunction with “Datian”. Throughout the final stanza of “Datian”
zengsun has not spoken to the peasants. But his visit to the fields with his wives and
children (whether or not they bring food to the folks) as a gesture of condescension is
zengsun’s non-verbal communication with the people. When zengsun presides over
the sacrificial ceremony, the very act of offering sacrifice involving the preparation
of victims and grains in accordance with ritual proceedings is li in action. Thus
irrespective of whether spoken words are involved, zensun has effectively instructed
the farming community the meaning of li through action (> 7 @ ). Thus through
the final stanza of “Datian” Confucius has explicated the praxis of li, by which a
society involving the ruler and the common people, the natural elements and the
environment so critical for a good harvest, the supplication for blessing from the

supernatural are all harmoniously regulated and served.

5. “Mugua” + i

From the relationships between the ruler and the ruled, the natural and the
supernatural, Confucius moves to the relationship between individuals, ascribing the

trait of goodwill expression with gifts to the emotional disposition of the people (%

MR HEE g5 vfﬁ] % ) (slip 20). The poem runs as follows:

oA A A There was presented to me a quince,

R 21136 I And | returned for it a beautiful Ju-gem;
B3R Not as a return for it,

AL G b But that our friendship might be lasting.
F AL AR There was presented to me a peach,
2113 T4 And | returned for it a beautiful Yao-gem;
Bt 3 Not as a return for it,

AL G b But that our friendship might be lasting.
HAAZ There was presented to me a plum,
W23 IR And | returned for it a beautiful Jiu-gem;

B iR Not as a return for it,
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AL G AE But that our friendship might be lasting.
(Legge 1994, 4:107-8)

Confucius’ reading is entirely different from the “Little preface”, which states

that this poem was composed by the people of Wei {# praising Duke Huan of Qi 7
1. > (683-642 BCE) for not only reinstating the state of Wei from her defeat by the
people of Di j¢, but also giving generously gifts of carriages and horses etc. Zhu Xu

suggests that this poem portrays man and woman (presumably admirers) exchanging

gifts; it is of the same ilk as “Jingnu” # % (Ode 42) — “a poem of lechery, elopement
and tryst” (£ % 4p € 2 3¥) (2:15, 33). Yao Jihen considers the exchange of gifts to
be between friends, not necessarily admirers of the opposite sex (1838, 4:28), a view
supported by Fang Yurun (1986, 188).

Applying the methodology known as “cognitive poetics of microchiasm”
Middendorf concludes from her analysis of the rhetoric of “Mugua” that it is full of
paronomasia. Mugua the fruit, as Middendorf asserts, is symbolic of the womb and
female fertility. The jade pieces of ju &, yao Z% and jiu 3z are malapropistic
wordplays on £ (habitation or cohabitation), 4% or i% (play) and % (long-lasting)

(2010, 219-24). The rhetoric is suggestive of flirtatious advances if not dissembled
seduction.

Zhu Xu further comments on the unequal value of the gifts exchanged in that
the more valuable the gift returned, the stronger the intention of building a lasting
friendship (2:33). However Confucius does not discriminate the poem from being a
love song or a wanton poem, nor does he dwell on the comparison of the value of the
gifts but is emphatic on the intention and the rituals of expression. Confucius has also
said on another occasion that the spirit of li is more important than the material
values of silk and jade.™® His comment that gifts serve the purpose of expressing
goodwill echoes that of the poem: the returning of gift is not for the sake of returning
it (=3F~ ), but to express the wish for a long lasting friendship (A 12 3 45+ ).
Through his comments on this poem Confucius expounds the concept that the

emotion of expressing goodwill finds expression in li. What matters is the sincere

158 Analects 17.11: The Master said, “Surely when one says: ‘The rites, the rites,” it is not enough
merely to mean presents of jade and silk. Surely when one says: ‘Music, music,” it is not enough
merely to mean bells and drums.” GR3% < B b “F v 14z 4l > 30§ = T o ®o s 4y
#k= 3% 1) (Lau 1992b, 174-5)
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wish for a lasting friendship, the expression of which through the rules of propriety

should not be taken lightly (* % # $f~ ).

6. Summary

In exploring the implicit meaning of the foregoing odes, “Kongzi shilun” is
found to have enhanced current understanding of the poems, in that it has directed
readers’ attention away from the moral issues espoused by traditional interpretations
and focused on the notions of ging and li. Although it has not clarified directly the
contentious issues besetting the commentarial tradition; for instance, the historical
personage or events to which the poems are supposed to depict, its ahistorical
reading is textually based and inspiring. As elucidated above, the manuscript author
considers the key to “Yanyan” to be the devoutness of love. He considers gift-giving
to be the emotional disposition of the people who wish to express their goodwill of
friendship, as seen in his explication of “Mugua”. It is also the emotional disposition
of the people to venerate their ancestors and the ancestral temple, the notions of
which are revealed in “Getan” and “Gantang”. “Mugua” underscores the importance
of proprietary rules, despite its possible sensual reading by modern scholars. In the
case of “Datian” the praxis of propriety is well communicated in action as the means
of instruction. These poems are examples of the precepts of “Kongzi shilun” reading

the odes from the perspective of ging and li.



Chapter 5 The Sensual and the Moral

Cherchez la femme!

— Alexandre Dumas
The Mohicans of Paris

... even in the books of falsehood,
to the eyes of the sage reader,
a pale reflection of the divine wisdom can shine.

— Umberto Eco
The Name of the Rose

The last chapter has explored the implicit meaning of the more complex
poems as examples of how “Kongzi shilun” enhances one’s understanding of poetry.
This chapter will continue with the critical study by focusing on the broader
purport — the concepts of the sensual and the moral — of the manuscript and the

commentarial tradition, with special attention to the pre-Qin % % and Han &

scholarship. The fact that the Han erudition has subsequently become the exegetical
paradigm of the Odes renders it an appropriate backdrop for reviewing “Kongzi
shilun”. In this thesis, the ‘sensual’ means the rich sentiments embracing the human
emotions, passions and feelings that the manuscript author reads from the poems; the
‘moral’ refers to the prudish tradition (exemplified by the Han scholarship) of
treating poetry as a pedagogic tool of the sage kings to instruct the people. These
notions manifest as ging and li within the context of poetry. | shall argue that ging
and li form the critical framework within which “Kongzi shilun” explicates poetic
meaning. Qing is not a novel idea to the Han and post-Han readers of the Odes. The
“Great preface” has mentioned it without looking into its details; instead it has shied
away from the notion and shifted to a moral reading of the Odes. “Kongzi shilun” is
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found to have filled that elision by revealing human emotions and passions as the key
to poetic meaning. In the course of delineating the meaning of qging, I shall contend,
with evidence drawn from extant texts and “Kongzi shilun”, against Graham’s
generalization that ging means ‘the facts’ and never ‘passions’ in pre-Han literature
(1990, 59). In light of Confucius’ sensual reading it would be opportune to re-visit
the question raised in Chapter 1: what does Confucius mean by si wu xie 2 #& 7% and
Zheng sheng yin 3% #-;£? Such remarks have bewildered and divided generations of
exegetes but clarification may be sought from “Kongzi shilun”. The answers will
reinforce the conclusion that Confucius, or some Confucian scholars during the
Warring States period had essentially adopted a sensual reading of the Odes; they did
not censure human emotions and passions but proposed to hedge the excesses of ging
with li.

1. The Entropy of Shi # Interpretation

It has been noted in previous chapters that the interpretation of the Odes is a
tradition as erratic as it is dogmatic. Abounding in the Zuozhuan = # and the Guoyu
% are poetic lines cited to justify criticisms of political affairs and figures.™’
Poetry had been frequently quoted by the aristocrats during the Chungiu period as a
means of “expressing themselves with the elegance and discretion required in courtly
speech” (Riegel 1997, 143). Excerpts of poetry, divorced from the meaning of the
poems, were given new interpretations that depend on the linguistic contexts of the
conversation at the time. They were recherché locution to c‘clarify’ (rather
paradoxically, as poetry is often obscure) personal opinions or reinforce arguments.
The verse “p F % 4% (so shall you be seeking for much happiness) from
“Wenwang” < 3 (Ode 235) (Legge 1994, 4:427) was quoted by Crown Prince Hu
of Zheng 3%~ &+ £ (circa 700 BCE) to justify his refusal of Lady Wen Jiang ~ %
being betrothed to him by the Marquis of Qi % ¥ = (?-686 BCE). Prince Hu has

appropriated the verse to mean ‘I’ll seek my own felicity’**® from the poem that was

originally meant to praise King Wen’s virtue for which he was awarded with the

57 Shi quotations from the Zuozhuan and the Guoyu are too many to be enumerated here, details can
be found in Zhu Jinfa’s % £ % monograph (Zhu 2007, 166-93). Also see Chen Zhi 2009, 249-50.
158 See Zuozhuan: the sixth year of Duke Huan % i#4a 2 = &
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mandate of heaven to rule. The popular use of poetry by the elites as part of their
common language indicates that the Odes had been widely studied by the upper class
before and during the Chungiu and Warring States periods.**°

Although Confucius took the teaching of the Odes seriously, there are only
about fourteen passages in the Analects in which the Odes have been quoted or
mentioned. Of these fragmentary discourses, only six contain verses but their
meanings differ from their original contexts; the rest are comments on poetry in
general.’® As previously noted, Confucius’ discussion of poetry with Zixia + % ,

premised on female beauty but concluding on the essence of li, does not seek to
explore the meaning of the poem but to elucidate an entirely different point. This
interpretive strategy is consistent throughout the Analects where poetry has been
quoted.*®

As a staunch supporter of Confucius, Mencius took up the Ru torch of shi
didacticism. In the Mencius some twenty-four passages are found to have discussed
or cited ode verses, most of which serve to underscore Mencius’ rhetoric rather than
explicating the meaning of the poems. On one occasion Mencius critiques
“Xiaopian” -] 4 (Ode 197) and “Kaifeng” ¥~k (Ode 32) by superimposing a layer
of normative meaning of bad sonship on the poetry.*®? Having laid down the
principles of interpretation,*®® Mencius often derogates from his own rules by taking
poetry out of context. His whimsical manipulation of the odes is evident in his
justifying King Xuan of Qi’s (& & 2 ?-301 BCE) love of money and women by
quoting “Gongliu” 2 %] (Ode 250) and “Mian” #i (Ode 237).'** “Gongliu” is a

poem praising Duke Liu’s = %] (an early Zhou chieftain, dates uncertain) feat of

159 As recorded in “Wangzhi” of the Liji ##3e « 2 #4]: “% 1 ..gL 2 3F 3 g9 231> (The
director of Music ... prescribes the curricula of poetry, history, rituals, and music of the former kings,
for educating its scholars — my translation) (Lau 19923, 35).

180 The odes quoted in the Analects are found in these passages: in 2.2 Confucius quoted Ode 297 and
in 3.2, Ode 282. In The Analects 1.15 Zigong quoted Ode 55; in 3.8 Zixia quoted Ode 57, and in 8.3
Zengzi quoted Ode 195. Lines from a purportedly lost ode were anonymously quoted in 9.31.
“Guanju” (Ode 1) has been mentioned twice by title: in 3.20 and 8.15, but both might relate to the
music.

181 Another example of extra-contextual application of ode excerpts is found in the Analects 1.15.
Zigong’s quotation of “4r*7 4ogE - 4r3R4e & (Like bone cut, like horn polished, / Like jade carved,
like stone ground) form “Qiyu”;Z £ Ode 55 won Confucius’ praise for his ability to elicitate (Lau
1992b, 6-7).

162 See Mencius 6.B.3 (Lau 2003, 266-7). “Kongzi shilun” glosses “Xiaobian™ as depicting the harm
caused by traducers (slip 8). Fang Yurun reads “Kaifeng” as a pious son’s self-criticism (Fang 1986,
130).

163 See the “Theoretical Framework® section in Chapter 1.

164 See Mencius 1.B.5 (Lau 2003, 38-9).
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establishing a new capital. The lines “i& 3 i@} ~ @ # & £~ (He stocked and stored,
/ He placed the provisions / In bags and sacks) (Legge 1994, 4:483) actually depict
his garnering up provisions for the campaign rather than the love of money. “Mian”
exalts Duke Danfu’s ¥ < (grandfather of King Wen, dates uncertain) meritorious
leadership in resettling his clan at Qishan % .. The lines “% % %4 ~ 2 % &=~
(He brought with him the Lady Jiang, / Looking for a suitable abode) (Legge 1994,
4:438) quoted by Mencius have not the slightest suggestion of lechery.

The Warring States tomb manuscripts, such as those from the Mawangdui
and the Guodian corpora, are also well stocked with ode citations. According to Liao
Mingchun, a total of 23 ode excerpts are found within 21 out of the 23 chapters of
the Guodian “Ziyi” % 7 ; seven out of the 28 chapters of “Wuxing” 7 {7 contain Shi
quotations. Both “Ziyi” and “Wuxing” continued the practice of quoting poetry to

reinforce their normative assertions. The poems “Yanyan” #: # (Ode 28) and
“Caochong” % @& (Ode 14) have been discussed in two of the chapters in “Wuxing”
(the “Yanyan” discursive has been examined in detail in the previous chapter of this
thesis).'® Liao makes the point that both discourses explain the poems (2000a, 42). It
is my contention that they are no different to the other “Wuxing” discourses in that
the two poems are appropriated to expound dogmatic concepts rather than to
explicate the poetry: ““Yanyan” espouses the idea of self-critique or self-sufficiency
(shendu {£ ##), a theme which can hardly be read from the poem as explained in the
last chapter. In the Wuxing discourse “Caochong” lines have been paraphrased to
elucidate the concepts of ren i= (benevolence), zhi 4 (wisdom) and sheng ¥
(sagacity) (Liao 2000, 42-4; Csikszentmilhalyi 2004, 282-4). Other manuscripts of
the Guodian corpus, namely: “Xing Zi Ming Chu” £ p & 1, “Liu de” = 4% (Six
virtues) and “Yucong” %% #_ do not so much quote ode lines but explicate the
notions of shi :* and zhi % (Liao 2000a, 46-9).%° These general concepts have been

discussed in Chapters 1 and 2.

1% The discussion of “Yanyan” in Chapter 4 is based on the silk text of “Wuxing” rather than the
bamboo text of “Wuxing” from Guodian; their textual variations do not materially affect the argument
presented.

166 | jao points out that fragmentary discussions on the Shi appear in other Mawangdui manuscripts

but they appear to be of minor significance. Also see Ogino Tomonori jf #f % j= 2007, 393-7 for
commentaries on the Shi from the few manuscripts of the Guodian and Shangbo corpora.
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In fact the Guodian “Ziyi” is basically the same as the “Ziyi” chapter of the
Liji ## 3z, save some minor textual variations. The Liji, traditionally attributed to
Confucius’ grandson Zisi + 2 and Zisi’s followers, is another prolific source of ode
quotations. Nearly ninety such citations are found in the canon; in some cases
couplets from more than one poem are quoted to support an argument. These
fragmentary records contain discussions of shi by the author(s) and other Confucian
followers. Using the odes outside their original contexts had by then become a
convention. Other than those citations, Shi has been mentioned in passing about a
dozen times.

About half a century junior to Mencius, Xunzi is seen to have made more use
of the Odes in his didactics. In the Xunzi there are no less than seventy passages in
which lines from the Odes have been quoted and about ten passages in which the
Ode have been mentioned. Xunzi carried on the practice of quoting odes to buttress
normative arguments. For four times Xunzi has quoted lines from “Shijiu” (Ode 152),
but his interpretations, ad hoc as they are, befit the contexts of his discursive.™®’

The study of the Odes revived after the dark age of Qin. Xunzi is hailed as a

key transmitter of the shi scholarship to the Mao +, Han 3 and Lu & schools,
which were three of the four schools (the fourth school was the Qi %) of the Han
dynasty.'®® The Hanshi waizhuan # 3% * i@ is known to be redolent of Xunzi’s

ideology (Zhu Jinfa 2007, 301-2). As previously observed, the Mao prefaces ascribes

most of the poems to the panegyrics (mei #) on the virtues of the sovereigns and
their consorts, or satires (ci 41) on their depravity. Though the Han, Lu and Qi
traditions are no longer extant, Wang Xiangian 3 3k (1842-1917) has collected
remnants of them, so has Han Ying iz % (circa 200 BCE) for the Hanshi in the

Hanshi waizhuan. However, instead of explicating the odes, Han Ying tells his own

167 See Xunzi 1.6 “An Exhortation to Learning” # % : the lines “ = *§ tr.8 » H 3 = A o fh A 2 5 »
Hik- 4 o Hik- 4 » <okt A are quoted to underline the concept of the constancy of the junzi
(Knoblock 1988, 1:139. In 10.14 of “On Enriching the State” % B, the lines “/& 4 2 3 » H {72 &
; kA & > ¢ §w B are quoted to expound the junzi’s ambition to unite the states (Knoblock
1988, 2:137). In 15.2 of “Debate on the Principles of Warfare” 3% & , the couplet “& * % 3 » H % %
&7 is quoted to explain the point that the virtue of the junzi will attract submission from the people
(Knoblock 2:228). The quotation of 10.14 is repeated in 24.5 “On the Gentleman” % 3 in an attempt
to elucidate the point that the modest and able junzi will be honoured in the world (Knoblock 1988,
3:168). These are justifiable interpretations within the linguistic contexts of the poetic lines as
excerpts and Xunzi’s discursive.
1%8 See Lu Ji &3 Mao shi cao mu niao shou chong yu shu = :# 3 A £ 5 & 455 (A Glossary on
the fauna, flora, insects and fish in the Maoshi).
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stories, garnishing their morals with the odes. For instance in Chapter 3 of volume 1,
Confucius and Zigong + F are seen piquing a maiden of Chu with a view to seeing
her reaction. She replies to her beguilers most properly according to the rules of
propriety. The story ends with four verses from “Hanguang” /g & : “2 7 & ~ » 7
kA T AL 0 2 ¥ KA (see translation and annotation of slip 13. The
poem refers to abstinence from the pursuit of unreachable nuptial targets). This story
has been considered vile by many Confucian scholars who would wish to have it
deleted (Xu 2009, 5). In Chapter 16 of volume 1, Han quoted “4&#k % 2_” (its
original meaning is: “With bells and drums let us show our delight in her”) from
“Guanju” to describe the ceremonious sounding of the bells on the Son of Heaven’s
attending or retiring from levee. The Hanshi Waizhuan is more a handbook of
examples of using poetic lines than a commentary on poetic meaning.

In a similar vein to the Hanshi waizhuan, Liu Xiang’s %]+ Lie ni zhuan 7]
- 1@ a collection of stories of virtuous women and femme fatales, is equally liberal
in appropriating the Odes. Ban Gu ¥= % (32-92 CE) notes in “Chuyuanwang zhuan”
in the Hanshu ;& & - # = 1 i& that Liu Xian wrote Lie ni zhuan by adopting the
stories of virtuous and evil women told in the Odes and other canonical texts in order
to admonish the emperor (w3 P~3F 3“7 frde f 4 > BRE R E R 2 B
Ep= F o R s @ g o 1 % 3, Lie nd zhuan is another example
of creative use of the Odes by Han scholars.

Apart from appropriating poetry for rhetorical or didactic purposes, the pre-
Qin and Han classics also discuss the cluster of shi concepts in terms of its formation
and functionality.®® The Kongcongzi contains a passage that comments on individual
poems in a similar style to “Kongzi shilun” (See annotation of “Mugua” * /&, slip

18). Such commentary is rarely found in other canonical texts.

189 Almost all discussions on the generality of poetry are of the same idea, typically, ‘poetry expresses
purpose’ with minor variations: “:3¥ % % (“Yaodian” in the Shangshu w 2 & - &), “3%F 102 &7
(“27™ Year of Duke Xian” of the Zuozhuan = @ « % & - L = #); “:3# = # £ ” (“Kongzi xianju”
in the Liji#3s « 34 F B &); “3#¥#72 & L7 (“Luyu” in the Guoyu R3E « &3F); “sF*7 g+ 4
2. &7 (“Yucong 17 3 ¥ - , slip 38-9); etc. On the formation of poetry: “z¥ ~ 2 ~ 38 ~ % » H 40
% 3t A «-.” (The Odes, the Documents, the Rites, and the Music were all initially produced by men ...
(“Xing zi ming chu” slip 15-6; translation by Shirley Chan 2009, 375); “:¥d #xi%¥” (Poetry is written
out of reverence) (“Yucong 1” 3% #.— , slip 95).
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After the Han the shi commentarial tradition mainly swayed between
arguments for and against the Mao prefaces, or simply put, between the moral-
political and sensual-aesthetic readings of the Odes. Though the foregoing account
on the interpretive tradition of the Odes is brief, the trend is clear: during pre-Han
times the Odes had been used as a footnote to underline a point: the Chungiu elites
quoted them to express personal opinions, or for reasons of courtesy, to adumbrate a
wish or criticism. Confucius quoted them to expound his teachings; Mencius quoted
them to convince his interlocutors; Xunzi quoted them to propagate his ideology; the
Han clerisy quoted them to promote their moral-political agenda. In the meantime
only the Mao tradition of the four schools has survived to become the mainstream
commentarial framework to which layers of exegeses have been added, and beneath
which the unalloyed meanings of the poems lay.

Although the Han commentarial tradition has forged a template on which
subsequent interpretations of the Odes are based, scholars of later times have tried to
penetrate the political and normative impastos with which Han commentators have
painted over the Odes. They have managed to re-delineate some of the poems, but
have not ventured far beyond the normative interpretations of the Han tradition. It
was not until the twentieth century that the commentarial tradition broke free from
the moralistic shackles. On the other hand “Kongzi shilun” stands out among the pre-
Qin and Han bibliotheca as a monographic commentary on the Odes. It is more
comprehensive than the fragmentary shi citations found in the extant classics, which
are strictly speaking not exegeses of the odes per se. Inquires into the Han
scholarship would, by way of comparison, reveal the distinctive approach of “Kongzi

shilun” to interpreting the Odes, to which the following discussions are devoted.

2. The Sensual and the Moral

The critical perspective of “Kongzi shilun” is a topic of interest to scholars
for revealing Confucius’ poetic didacticism. Cao Jianguo asserts that seven poems

have been elucidated by Confucius from the viewpoint of zhi /4 (sagacity) (2010,

102-11). Although Cao’s research into the idea of sagacity is most perceptive, how

that notion translates into explaining some of the poems seems to be strained.'” Liao

170 According to Cao, “Hanguang” shows sagacity in knowing what is achievable; “Datian”, by way
of abiding by the rites; “Xishuai”, by way of acting appropriately according to the doctrine of the
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Mingchun affirms that Confucius’ critical angles are cheng, 3% (sincerity), tianming
% ¢ (heaven’s mandate), and li but they apply to specific rather than the majority of

the poems (2004a, 25-56).1"! Ikeda Tomohisa reviews the notion of li in “Kongzi
shilun” in relation to extant and excavated texts but in particular to the ideology of
Xunzi (2006, 376-402). Liu Xinfang’s exposition of the thematic elements of xing |+
(which, in Liu’s model, subsumes ging and ai € love), li, ming and zhi # of the
manuscript provides a wide range of exophoric references (extant and excavated
texts) (2003, 49-64). Whilst all these scholarly insights into the metaphysical import
of these concepts are inspiring, it appears that ging as the dominant theme of the
poems and the element that germinates poetry have not received the detailed

attention that it deserves.

2.1. The Epimyth of the Moral

Within the context of poetry, sensuality and morality are the two notions that
have long fascinated intellectuals in the East and West. Early Western philosophers
regarded emotions in poetry to be the antithesis of truth, reality and morality. In The
Republic written as a Socratic dialogue, Plato broaches the “old quarrel between
philosophy and poetry”. He esteems philosophy because it engages in reasons but
denigrates poetry as it invokes the unreal (imaginations) and incites the wrong
emotions (Plato 111, 392¢c-403c; X, 595a-608b). Chinese poetry has all these ‘vices’
of Greek poetry, as it is inspirational, imaginative and emotional. Yet unlike that of
its Hellenic counterpart, the esteem in which poetry has been held by the Chinese is
beyond question. Whilst Plato’s criticism of poetry is focused on its lack of morality
(Elias 1984, 3), Chinese exegetes hold that poetry is saturated with it. But to Plato,
reasons reign supreme; to the Chinese, emotions can be versed in morality. As
already noted in Chapter 1, the concepts of emotions and morality are mentioned in
the “Great preface”. It is proposed to re-visit the discourse here in order to trace its

shift in exegetical emphasis from emotions to morality:

mean, “Qiang youci”, by way of its disclosure of secrets which is regarded as not sagacious, but Cao’s
commentary on “Qingying”, “Juaner” (Ode 3) and “Heshui” ;7 -k (a lost poem) appears strained.

" [ jao explicates “Wanger” 2 4 (Ode 241) in terms of tianming and cheng, “Mugua”, “Weiyang”
F H (Ode 134), “Datian” and “Luming” in terms of li.
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Frdosvd o @At o g Bl o

The feelings move inwardly, and are embodied in words ... The feelings
go forth in sounds. When those sounds are artistically combined, we
have what we called musical pieces.

Unfortunately, instead of taking the idea of qing further the discourse digresses to the

functionality of poetry as a political index:

ié'ﬁ'i"a—?«”%&i ’.,’Eij}ftﬂfr'“"‘ W’\"é} VR ,_,t_!%l_ﬂo

The style of such pieces in an age of good order is quiet, going on to be
joyful --- when a State is going to ruin, is mournful.

Furthermore, the agitprop masquerades as a moralistic homily:

XIS i X BAG o FHCBR G

The former kings by this regulated the duties of husband and wife,

effectually inculcated filial obedience and reverence, secured attention to

all the relations of society, adorned the transforming influence of

instruction, and transformed manners and customs. (Legge 1994, 4. 34])
Whilst poetry does reflect the ethos including the socio-political situations of the
time, the proclivity of the Han orthodoxy for political and moral interpretations of
the Odes has muzzled the voice of sensuality, which has made a brief debut and then
been relegated to the back stage, if not into gelid oblivion, as the Mao preface
continues with its platitude:

R FIN S PTE FIH o A o I L3

Eap

Thus emotions were the issue of the “Changed Airs” but they did not

step outside the rules of propriety and righteousness. Emotional

expressions are in the nature of the people; that they should not go
beyond the rules was from the beneficent influence of the former kings.

(Legge 1994, 4.36]; modified)

Having identifying ging as the motivation for poetic creativity, the Han
clerisy shied away from explicating the idea but shifted to the paradigmatic
interpretive stance of treating the odes as a pedagogic tool of the sage kings to
instruct and transform the people. What it eschewed in terms of ging it has made up
more than adequately with the notion of Ii.

In the Confucian tradition the concepts of li and shi are intertwined. As noted

previously, Confucius is emphatic on the study of shi for it enables proper speech

72 The idea of yin 4 includes poetry; see footnote 18.
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and the li for proper deportment (# £:¥ > & 2= > % &3 & 12 = — Analects

16.13; Lau 1992, 167). The other side of the same coin is that:

FoApEE 0 N o (R8s o # R # A) (Lau 19923, 137)
[If one] is not versed in the Odes one will not act properly according to li.
(“Zhongni at home at ease” of the Liji, my translation)

Also,
B2ZTI P FAIE o F2T oM E o (e it FRR)
(Lau 19923, 138)

Whatever purposiveness™'* the mind engages, the Book of Odes likewise
engages; whatever the Odes expresses, propriety also embodies.

173

(“Confucius at home at leisure” of the Liji, my translation)

As part of Confucius’ ideology li and ren i= are coherent core values. The
concepts have been well documented in canonical texts: “5. & 4248 % = (To return

to the observance of the rites through overcoming the self constitutes benevolence —

Analects 12.1); “+ @ 7 iz » 4ri@48?” (What can a man, who is not benevolent, do

with the rites? — Analects 3.3; Lau 2002, 108-9, 18-9; modified). If ren represents the
metaphysical ideal, then li, through overcoming the self and acting harmoniously
with others, is the praxis of that profound abstraction. Thus Shi finds expression in i,
through which ren is attained.

Confucius has always affirmed the pedagogic effect of the Odes, as he
considers gentle and sincere deportment to be the result of shi instructions.'”* The
Han commentators have also recognized the transformative effect of the Shi.
However, the effect of poetry is different from the essence of poetry. Confucius has
never said that the Book of Odes is a handbook of good conduct, or that it should be
read as such. But that appears to be what the Han scholars have done, collapsing the
notions of effect into essence and interpreted the poems as if they should be read as
codes of ethics. Although the Han, Lu and Qi shi traditions are no longer existent,
from the exegetical fragments that Wang Xiangian has gathered, the moral readings
that these schools had once espoused together with those propounded in the received
Maoshi would make interesting comparison with “Kongzi shilun™, as shown in Table
7 below (Legge 1994; Wang Xiangian 1987):

13 As rendered by Chen Shih-hsiang (1951, 57)
174 See “Jingji” of the Liji 4825 « & f2: “;8 4 3¢ & » %+ o ” (Lau 1992a, 133)
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As shown in the above table, the four schools are unanimous in glossing the
song and daya poems (Ode 235 to 271) as ceremonial paeans exalting the deified
sage kings. In “Kongzi shilun” Confucius has not commented explicitly on their
meaning, but from his expression of delight in these poems he would not have
interpreted them differently. In commenting on the other poems the four schools are
remarkably different from “Kongzi shilun” in that they anchor almost every poem on
a historical incident, though the particular incident or the personae involved may
vary from school to school. In some cases their interpretations are diametrical; for
instance, in reading “Guanju” the Maoshi and the Qishi heap praises on the queen’s
virtues but the Hanshi and the Lushi interpret it as a satire on the king’s and queen’s
debauchery. Kern questions the exegetical value of the Mao prefaces in regard to the
interpretation of “Kongzi shilun” and other excavated texts (2008, 253). There are
valid reasons to doubt the moralistic reading of the Maoshi, with no lack of
arguments advanced by scholars such as Ouyang Xiu, Zhu Xi, Fang Rurun, Hu Shi
and Wen Yiduo etc; but it would be rash to suggest a sweeping denial of its
interpretations. Some of Maoshi’s historical interpretations are no doubt strained,
particularly those concerning the king’s harem and their virtues or the lack of them.
But poems that portray historical situations should not be ruled out entirely, as poetry
often reflects social and life situations. For example, Confucius considers “Beifeng”
Ode 42 to be an expression of grief. The Maoshi, Lushi and Qishi gloss it as
depicting the hardship of the Wei people, which does not go across the grain of
Confucius’ interpretation; though the three schools have not produce evidence to
support their specific historical reading.

As noted earlier, the didactic purposes of the Odes (the feng poems in
particular) are to be achieved through reading them as praises or satires on the virtues
or depravities of the sovereigns and their ladies. On the contrary Confucius focuses
his attention on textual meaning; he has not explicitly imported any exophoric
reference to his interpretation of the poetry.” His commentary is based on the
notion of ging from which poetry is issued. If one would retrace the goodness of a

thing to its origin, as Confucius said one would with clothing fabrics,*’® then the

75 Fang Ming ~ 4 claims that the Mao prefaces existed before “Kongzi shilun” and that the two
discourses are coherent (2002, 33-6). | contend that their approaches are clearly different, as can be
seen from Table 7. Their differences are irreconcilable (e.g. “Guanju”, “Hanguang” and “Mugua”). It
appears that Fang’s arguments are ill substantiated.

178 See annotations on “Getan™, slip 16.
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epimyth of the moral is that when morality is read into the poetry, it should be

retraced to the notion of ging.

2.2. The Algebra of the Sensual

The Chinese word qing is a polysemic word that needs definition; however a
comprehensive investigation into its metaphysical import is outside the scope of this
thesis, as “Kongzi shilun” is, after all, a commentary on poetry, not an essay about
philosophy. Sensu lato, ging subsumes passions, desires, emotions, love, Eros, pathos,
sentiments, cravings, feelings, and sensuality etc which can be used interchangeably
sometimes according to the linguistic context. As discussed in Chapter 1 the graphs

of ging and zhi eventually conflates into the binome & (emotive ‘purposiveness’)

and has been taken as the essence of poetic expression. Confucius rarely spoke of

ging in the Analects. The few occasions on which he mentions ai & (love), he uses
the word in a charitable sense similar to ‘agape’, as in ai ren (€ * love humankind)
or ai zhong (€ % love fellow men), whose meanings shy away from notions of Eros

or romantic love.!”” Likewise Mencius scarcely mentions ging but uses the word ai

more liberally, sometimes interchangeably with hao (4+ be fond of) and bu she (# #

178

grudge).”"" As the topic of romantic love is scarcely found in the canons, it seems
natural that the word ging has assumed other meanings. A.C. Graham claims that
ging as a noun means ‘the facts’, or as an adjective, ‘genuine’ and as an adverb,
‘genuinely’ when they appear in pre-Han classical texts (1990, 59-65). According to
Chad Hanson, ging can be defined as “reality feedback™ or “reality input” (1995,

201). As Makeham points out, ging was synonymous with shi &, which, for the
purpose of distinguishing its meaning from ‘object/entity’, has been translated as
‘actuality’ (1991, 347). Graham’s evidence comes mainly from the Xunzi and the
Zhuangzi (1990, 59-65). I might add that discourses from the Analects and the
Mencius in which ging has been mentioned apparently support Graham’s claim:

Vg« # 5 Analects 1.5 “& * @ & 4 7 (keep expenditure under proper regulation and love
fellow men); 1.6 “;™& ®.m . £ > ([One] should love the multitude and cultivate the friendship of his
fellow men); 5§ 17.4 “% + &3 #]§ 47 (the gentleman instructed in the Way loves his fellow
men); 17.21 “= & » 5 = &2 33 < # 527 (Was Yii not given three years’ love by his parents?)
(Lau 1992b, 2-3, 170-1).

8 &5 .2 a3 v Mencius 1.A.7: “54 22§ # p4” (It is not true that I grudged the expense); 2 & 2
T 1B5: “F A4 p -+ -€ Beke” (I am fond of money...loved his concubine) (Lau 2003, 16-7,
38-9).
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PR PIREFCR
When those above love trustworthiness, none of the common people will
dare not show their true colours.

(53F - %& i, Analects 8.4, Lau 1992b, 122-3)
EAN B RY A 5k

If you succeed in extracting the truth from them, you should have
compassion on them instead of feeling pleased with yourself.

(# 3% - &+ 5k, Analects 19.19; Lau 1992b, 194-5)

S L I SN Y, o

That things are unequal is part of nature.

(F+ - Wr < 2>}, Mencius 3.A.4; Lau 2003, 118-9)
AR B Bz

Thus a gentleman is ashamed of an exaggerated reputation.
(£+ - &4 T, Mencius 4.B.18; Lau 2003, 178-9)

SRR
But can that be what a man is genuinely like?

(2 % 7, Mencius 6.A.8; Lau 2003, 250-1)

What is debatable, however, is Graham’s generalization that “[although] the
word ch’ing [qing] is common in pre-Han literature, [it] never (my italics) means
‘passions’, not even in the Xunzi where the later meaning has developed.” (1990, 59)
In fact Graham’s interpretation of qging in the Xunzi 22.b (}£2. 4% ~ & ~ & ~ & ~
T~ 3 2 ) is worthy of critical review. Knoblock’s translation reads: “The
feelings of liking and disliking, of delight and anger, and of sorrow and joy that are
inborn in our nature are call ‘emotions’ (1988, 3:127). For Graham the word
‘emotions’ in the above context should be replaced by ‘facts’ or “genuineness”.
Graham claims support from the doctrine of zhengmin (& % rectification of names):
what is “the ging” (facts) about X is “what is genuinely X in it” (Graham 1990, 63;
Hanson 1995, 194). Be that as it may, a name or a referent carries with it no
guarantee for singularity of meaning, as post-structuralists of the last century would
readily argue. Graham’s polemic of ‘the facts about X’ can be argued both ways.
Xunzi, a nominalist though he was, who believed in the conventional nature of
giving names to objects (Makeham 1991, 345), was quite prepared to name things

arbitrarily. Just as the Xunzi 22.b has been collected in the tome entitled &+ % (“On

the Correct Use of Names”), he might have intended to arbitrarily differentiate ging
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the ‘facts’ from qing the ‘liking, disliking’ etc and calls it ging the ‘emotions’, as he
states categorically in the preamble of this discourse: “[the] various (my italics)
names of what is within man” (#z ¥ 2 % * ) (Knoblock 1988, 3:127). A similar
discourse can be found in “Liyun” of the Liji ## 7z « #3i&: “m A F 2?2 E R R IFE

B F e ¥ A orrs 4 = 157 (What is qing? Delight, anger, sorrow, fear, love,
disliking and liking — these seven ‘things’ ... Hence the sage rulers regulate these
seven ‘things’) (Lau 1992a, 62). If these seven ‘things’ meant purely human
‘genuineness’ as Graham claims, then how and why should a sage ruler regulate
them? Genuineness, ipso facto, will no longer be genuine once it has been regulated
or tempered with.

. It appears that one cannot rule out the meaning of ‘passions’ (and all its
denotations) from the word ging in pre-Han literature. More recent studies of the
concept of ging in early Chinese literature reveal that it has a broad semantic range.
Puett argues that ging includes such meanings as basic tendencies, inclinations,
dispositions (including emotional dispositions), and fundamental qualities (2004, 42).
A finer categorization is proposed by Harbsmeier: ging is what is factual (the basic
facts of a matter), metaphysical (basic dynamic factors), political (popular sentiments
or responses), Anthropological (basic instincts and propensities), positive
(sensibilities and sentiments) and personal (basic motivation and attitude) (2004, 71).
In the referential realm qging as ‘facts’ or ‘actuality’ is not necessarily the dichotomy
of ‘passions’ or ‘emotions’, nor should they be mutually exclusive. As discussed in
Chapter 1, the word z_ can mean stop or go. The original graphs of shi :¥ and zhi %,
which had been semantically interchangeable, would very likely have their distinct
meanings represented by the same graph in ancient times. Xunzi’s definition of
music is joy, both of which are represented by the same character # (£ &Bﬁig ~ By
(Xunzi 20.1; Knoblock 1988, 3.80). My point is that the double meaning of a word is
no stranger to pre-Han texts. As recorded in the Guodian manuscript “Xing zi ming
chu”, qing is said to be born of xing: “#-4 347, “§-d 324+£”, Qing is regarded in
this Warring States text as emotional disposition or true inner feelings (S. Chan 2009,
372-3, 375). Andreini simply conflates the two: on the one hand, ging can be defined
as ‘emotions, passions, feelings’, and on the other the idea of ‘real, true,

genuineness’ (Andreini 2006, 151).
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Qing and xing are complex and intertwined philosophical concepts. The
author of “Xing zhi ming chu” understood ging not simply as the facts of an entity
but as dynamic human emotions that respond to external stimuli (S. Chan 2009, 373).
This is an alternative way of explaining the Western concept that an emotion has
cognitive content, intentionality and direction “about something” (Bockover 1995,
164). Confucius has hardly ever discussed xing, at least it is not a topic on which his
disciple Zigong + # (520 — 446 BCE) has been instructed.'”® Both Mencius and

Xunzi have propounded different treaties on xing but a detailed investigation in this

regard would be going off on a tangent. Confucius has mentioned minxing = {+ three

times in “Kongzi shilun” as he asserts that the veneration of one’s ancestors as
depicted in “Getan”, the respect paid to the ancestral temple as seen in “Gantang”,
and the rites of exchanging gifts portrayed in “Mugua”, are all ‘the xing of the
people’ (& 1% X literally rendered) (slips 16, 24 and 20). Cao Fulin explores the
concept of minxing in terms of gift giving basing on “Luming” (Ode 161) and
glosses xing as human nature that craves for harmony (2005c, 114). | posit that
minxing is a more complex concept than what Cao has propounded. For minxing to
be interpreted within the context of “Kongzi shilun”, suffice it to quote Ames’s
observation that human xing cannot be understood only as “an ahistorical ‘given’... a
psychobiological starting point”, but also “an historically, culturally, and socially
emergent definition of person” (1991, 143). In other words xing, in essence, it is not
only an innate quality but also the result of cultivation and development; it is not
merely about the self only but also the relation of the self with other things in terms
of humanity. | posit that minxing in “Kongzi shilun” is not purely xing (nature), for
whilst it may be an ahistorically ‘given’ or hardwired disposition, it does not, within
their relative linguistic contexts, evince any sense of “emergent definition of person”.
| hold that the notion overlaps with ging in that it has cognitive contents: the beauty

of things in “Getan” (2 & %, slip 16), the affection of Shao Gong in “Gantang” (%
22, Slip 16), and the rites of sending gifts in “Mugua” (% % z_4#). It also has
intentionality and direction: in “Getan” it is the wish to trace beauty to its origin (%
¥ # A); in “Gantang” it is the love of a governor extended to his tree (& % 2 % »

& # #1); in “Mugua” it is the wish to express a covert desire (*Z & < 3 14 Vé?l).

22 o ;5 £ Analects 5.13: “... one cannot get to hear [the Master’s] views on human nature
and the Way of Heaven.” (2 + 2 7 & x 3§ » 2 ¥ ¥4 # ~ ) (Lau 1992b, 40-1).
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Finally, “Getan” is about venerating one’s ancestors (#<4~ 2. &), “Gantang” about
respecting the authority of governance (% % 2. #x), and “Mugua”, an enduring
friendship (A 2 % 4%+ ). In all three cases, visceral sentiments are aroused by

external stimuli: the luxuriant dolichos, the beautiful fabrics, the pear tree, the quince
and jade pieces. Thus = % has been rendered in my translation as ‘emotional
disposition’ instead of ‘nature’.

According to “Kongzi shilun” ging should have occupied the centre stage of
the commentarial tradition. The rich meaning of human emotions that it embraces are
rarely found in other pre-Qin and Han texts. The word ging % only appears six times
in the manuscript, but the notion is pervasive throughout. Eros is a topic which
Confucius has hardly discussed in extant texts but he points out in “Kongzi shilun”
that the theme of “Yang Zhi Shui” and “Caige” is conjugal love (& 4, slip 17).
“Didu” is another poem depicting ardent love (# &3 » ... @ #7€ > & v 2 %
# 2., slip 27). “Yanyan”, as discussed in Chapter 4, is more likely to be about
amorous than Kinship love. “Wangqiu” can be read in a number ways, one of which
considers it to be a love song between a man and a priestess (slip 22). The most
sensual reading is none other than “Guanju” in that sexual desire is openly discussed
(slip 14); and to a lesser degree “Hanguang” (slip 15), in which Confucius diverts
sensual desires to the cynosure of propriety (1 ¢ Vf.l *+4#) and wisdom (Fz).

Where ging is meant to be feelings or emotions, “Getan” and “Gantang” are
explained in terms of venerating ancestors and respecting benevolent authority.
“Mugua” expresses the covert yearning for enduring friendship, which Confucius
uses as an example to elucidate the rites of offering gifts. “Liyi” is a poem about
remembering a lost one (slip 16). “Liao e¢” is about filial piety (slip 26). “Yu wu
zhen” and “Jie nan shan” are expressive of scepticism (Slip 8); “Xiao wan” speaks of
agitation; “Xiaobian” and “Qiaoyan” are spiteful of traducers (slip 8). “Xiyou
changchu” is about one’s regret of being burdened by one’s possession (slip 26);
“Xiangshu” is about intense animosity (slip 28); not to mention the resentment of
“Beimen”, the emotional fissure of choosing among pleasure, frugality and official
duty as expressed in “Xishuai” (slip 27), the sorrow of “Bozhau” in the “Beifeng”,
the melancholy of “Gufeng” which is rich in sentiments of betrayal or grief and to a
lesser extent disgrace and fear (slip 26). These poems have been explored in the light

of the broad sense of ging in Chapters 3 and 4.
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Confucius’ exposition of ging goes deeper than just identifying the feelings or
the moods of the poems. When he speaks of love in the poems a sense of gradation
can be inferred. In his commentary on “Hanguang” he advises against courting the
rambling Han girls as they are practically unreachable; his endorsement on the
unfruitful love of “Yanyan” seems to have ruffled his own purport. In “Hanguang”
Confucius warns of unwitting courtship, appealing to the logos of the young men
who may have impractical nuptial targets. Confucius’ advice is well-meant: it is
better to quell the sparks of desire before they flare into flames of love. On the other
hand, he recognizes from “Yanyan” that the impetuous blaze of love, once ignited,
cannot be easily extinguished. The truthfulness and devotion of such love, though
impractical, is nonetheless a noble human emotion. According to Confucius the
ultimate in ging are truthfulness and dedication which is a common thread through
“Wangqiu”, “Yanyan” and Shijiu.

“Hanguang” and “Yanyan” may seem to be bring different morals to bear but
common to them is the motif of spatial separation on which Confucius’ logos for the

former and pathos for the latter hang. The breadth of River Han (i 2. &) is a

physical barrier that is impossible to cross, the acknowledgement of which is the
immutable truth (<z). The spatial separation (ig% = 2¥ > p&3 2 2 ) in “Yanyan”
is not only emotionally charged (that is, a sense of emotional inaccessibility) but is
also foreshadowing the containment of ging within the rules of propriety: the
physical distance kept is symbolic of the emotional separation required by li, now
that the poet’s lover is someone’s wife and he must from then onwards perish the

thought of love for her in solitude. The double meaning of & (solitude and single-
mindedness) in # # 2. 14 2 jb+  speaks of Confucius’ unique reading of the
poem. In this regard the implication of the impractical nuptial targets is no different

to that depicted in “Hanguang”.

2.3. The Sensual versed in the Moral

As previously argued Confucius cherishes qging in his interpretation of the
Odes but his endorsement of human emotions should not be taken as a carte blanche
for hedonism and indulgency. He considers the emotions and passions reflected in
poetry a reality to be grasped in life. Just because he acknowledges the fact that

human desires are natural, they need to be contained within the bounds of propriety
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in order that they would not become excessive — like water needing a dyke — as it is
written in “Fangji” of the ## 3z « ¥ 3o
FrocAgo P AAE s FALE 0 RAEHE S LEREFL o
(Lau 19923, 139)
The Master said, "The ceremonial usages serve as dykes to the people
against bad excesses (to which they are prone). They display the
separation which should be maintained (between the sexes), that there
may be no occasion for suspicion, and the relations of the people be well
defined. (Legge 1967, 2:284)

In explicating “Guanju” Confucius does not censure sexual desires but
commends li as a means of regulating the emotions.

R e 4 qui?z‘%‘!_ e FEF 2R AT 2 F o Mk B
(slips 10, 14)

The sensual feelings in “Guanju” are contained within propriety ... With
zithers and lyres sensual appetites are versed in cultural delights. With
bells and drums.... (My translation)

For Confucius, the psychotherapeutic effect of music (music being an integral
part of li) helps to contain sexual appetites, or to transcend the bestial emotions of
humans to a higher plane of cultural delight. The moral of “Guanju” is that passions
are to be satisfied within the bounds of li. The symbolism of musical instrument can
be taken further to imply the affirmation of the matrimonial li as an institution,
providing sexual pleasure and procreation the legitimacy in a cultured and
harmonious society. In its prudish tradition the “Little preface” commends “Guanju”
as a moral compass for “regulating all under heaven and husbands and wives” (#7114
B X > @ %44 — Legge 1994, 4:37]). The paroxysm of concupiscence, so
frankly depicted as tossing and turning (%% 2% FR---#E# & ®]) in “Guanju”, and so
unabashedly admitted to be se ¢ (sexual desire) by Confucius (slip 10), has been
twisted by the “Little preface” to mean the queen’s anxiousness in procuring worthy
ladies for the king (& “&:2% > 22 ¢ > %% » L F 1), as testimony of her
virtue of unselfishness as she has no excessive desire to have her lord to herself
(Legge 1994, 4:37]). One wonders how the Maoshi’s interpretation of the queen’s
project of expanding the king’s seraglio can be a model to ordinary husbands and
wives. Even allowing for polygamous practices being acceptable in antiquity, she is
actually leading the king into temptation and delivering him to evil. Today one might

ask: since when has Her Highness stooped so low to become a pimp? In the face of
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these prudish interpretations of the Han scholarship, the transcendental effect of li
(124 Vf.l 48 slip 10) as explained in “Kongzi shilun” has to be a more acceptable
explanation of “Guanju” than the “Little preface”.

Confucius is emphatic on the praxis of li. He commends the generosity of the
wedding procession displayed by the parties concerned in “Quechao” (slip 11). His
commentary on “Daitian”, as discussed in Chapter 3, depicts zengsun % 7% the
aristocrat instructing the common people in action rather than words the proper
conduct of li through his attendance of the sacrificial ceremony. In the agrarian
society of ancient times sacrifices to the deities of nature is an important occasion on
which the whole community, including the family of the zengsun, participate. The
proceedings, conducted according to ritual conventions with prayers said in sincerity,
serve to instruct the people in the li of maintaining harmony with nature, the
supernatural, and between the noble and the plebeian.

As already noted, “Mugua” is rich in sensual symbolism and has been
regarded as a wanton poem. However Confucius does not probe this soft spot but
looks beyond the materialism of gifts, focusing on the emotional disposition of
humans to express goodwill wishes. Confucius invokes the concept of li as the
procedure to cater for that emotional disposition and cautions that such steps should
not be taken lightly. The importance that Confucius assigns to li can also be seen in
his elation (& #c2 ---& 2, slip 6) when he recites “Qingmao”, “Wenwang” and
“Liewen” which depict the ceremonial scenes of state sacrifices to the sage kings. He
finds delight in these poems as it is his emotional response to the sage kings who
were the embodiment of virtue and to whom he aspires. The notions of shi, ging and
li are concepts around which the discursive of the “Kongzi shilun” coherently evolve,

and by which the idea of the sensual is understood to be versed in the moral.

2.4. Si wu xie & #& %% and Zheng sheng yin #t &%

Apart from commenting on individual poems “Kongzi shilun” also explicates

the essence of poetry. The aphorism “3¥ & % & (poetry does not manifest unseemly
intentions) not only reinforces the concept of ¥ % & (the Odes articulate aims or

purposes),'®® but also qualifies the very essence of poetic aims or purposes. This can

180 See earlier discussions in Chapter 2.
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be considered in conjunction with Confucius’ overall evaluation of the Odes — si wu
xie (Analects 2.2), which literally means ‘think no depravity’.'®! Indeed the Shijing
contains odes that depict themes of love and lust, courtship and coquetry which are
considered unwholesome topics that would debase its canonicity. Wen Yiduo asserts
that the feng poems are rich in erotic diegeses, double entendres and risqué
symbolism (2004, 169-90)."® To those who are of the moralistic persuasion and
believe that 7% means depravity, the presence of debauched poems in the canon must
be perplexing if not embarrassing; Confucius could have expurgated them from the
anthology if he had really edited it. Xunzi affirms the place of the feng odes in the
canon as he considers them “not reckless because they choose to employ [the sagely]
Way to moderate themselves” (#x b 2. #7141 5 % siiﬁ » B~ F &2 4 ) (Xunzi 8.7;
Knoblock 1988, 2:77). The Maoshi has come up with its sanctimonious justification
for their presence: they were included to extol benevolent rulership and morality or
to lampoon the lack of them (Legge 1994, 4:34-5]). Challenging the historical

reading of the Mao preface, Zhu Xi identifies some thirty feng odes to be yinshi (;%
¥ wanton poems)183 and adds that “though the poets wrote them with depraved

thoughts, I read them without a depraved mind.”*®*

The problem of interpreting si wu xie lies in the polysemic words & and 7%,

185 If

whatever they mean they apply to the entire anthology. 7% means depravity, and

only some odes of the “Feng” are wanton, why did Confucius tar the rest with the
same brush? The staid ya and lofty song poems certainly do not deserve such a
censorship warning. The bone of contention seems to be whether the phrase should
be taken at its face value (as rendered above), or should it be interpreted in light of

the enterprise of horse training as depicted in the poem “Jiong” S (Ode 297), from
which it is quoted. One school of thought proposes that as a function word & has no
meaning; % means xu #% (hesitation) and yi ¥7 (loathing) which describe the whole-

hearted attitude of training horses. As depravity has nothing to do with horse training,

& 7% must refer to the undivided attention, dedication and single-mindedness

181 For a detailed explication of the concept of si wu xie see Cai Xianjin et al 2006, 125-37.

182 See Wen’s % 43 erf4 4. (“The Erotica of the Shijing™).

183 See Zhu Xi’s comments of the poems in Shijizhuan 3% & i#

184« g g TR R TE2 > @ A g 82 L3 27 cited by Yu Xing (Yu 2008, 42).

185 £ o % 5z Analect 2.2: “The Odes are three hundred in number; they can be summed up in one
phrase, si wu xie.”
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towards the task at hand (Cheng Shude 1990, 66-7). Not only is & a function word
that does not mean ‘think’; even if it did Confucius only said “z-4# 7 4R - 2L48
oo 22y 3 o 2t p # 7 (do not look/listen/speak/move unless it is in
accordance with the rites) (Analects 12.1; Lau 1992b, 108-9, my eclipses) but not 2t
4% » X (do not think unless it is in accordance with the rites). He has never

attempted to control human thinking, for it is uncontrollable, particularly when
something as natural as passions or sexual desires are concerned.

Unfortunately with the majority of scholars taking a prudish stance it is not
surprising to see that si wu xie has been loaded with value judgement. The ambiguity
of the concept has thus given rise to two contrasting hermeneutic approaches. Over
the years scholars have interpreted the odes as a canon for its moral import, rather
than reading the poetry (particularly the feng poems) for its sensuality as belles-
lettres.’® As can be seen from the extant classics, Confucius has never said anything
but positive about the Odes.'®” As Confucius is meticulous with the rectification of
names (& % zheng ming — Analects 13.3), he would not have turned a blind eye on
the ‘wanton’ poems and pretends that they are anything but salubrious, if indeed he
considers them to be salacious. With the aphorism “:%& ¥ & from “Kongzi shilun”
the meaning of 2 i 7% can be clarified. | submit that Confucius has adopted the
horse training metaphor and extended it to mean that the Book of Odes is cathartic of
human emotions most freely, naturally and without reservation or affectation (Cheng

Shude 1990, 66-7). The claim that Confucius does not censure human desires and

passions can be supported by his comment on the “Feng”:

M HpPr > FRAGE S xHE B2 HEL
(slip 3)

188 Kern claims that “Kongzi shilun” rarely discusses the aesthetics of the odes and that some of the
comments are unrelated to the poetry. He also points out that it is, among other things, an exposition
on self-cultivation (2012, 24-5). Whilst | accept that the manuscript is not a paradigm for critical
essays on literature (as pointed out earlier, literature and literary critique have yet to be conceptualized
as genres of writing in Confucius’ days), it is my contention that its ahistorical and apolitical critical
perspective (focusing on human emotions) lends itself to being considered as a nascent form of
literary critique. Self-cultivation has been mentioned in the commentary on “Guanju”, but it is not a
dominant theme of the discourse.

87 The Shi teaches gentleness and sincerity of deportment (“Jingjie” of the Liji); it may stimulate
imagination, endow one with breeding, enable one to live in a community and give expression to
grievances (Analects 17.9); the study of Shi enables proper locution (Analects 16.13) etc, which have
been discussed earlier.



216 The Sensual and the Moral: “Kongzi shilun” 3 % ¥ % as an Exegesis of the Shijing %

“Bangfeng” embraces many things: it makes extensive observations of
the social mores, manifesting the common people’s mundane bucolic life.
Its lyrics are cultured; its tunes are pleasing.

and,

[[FF]e »#F2@xTr o A 2% s Bo? v 1N
B & o (slip4)

[Confucius] said, “The Odes is like an enormous door. It allows the
common people [to let themselves out] freely.” How do they put their
mind to speaking out [freely]? [I] say, it is all in the ‘Bangfeng’.

Without any preambulatory delimitation, as is the case with his other
comments on the Odes, Confucius considers the entire collection of the Odes,
including the poems earmarked wanton by Zhu Xi et al, to be cultured and pleasing.
Xunzi is even more upfront in admitting that “the Airs of the States” are erotic, but

“they give satisfaction to the desires men have but not err in their stopping point” (&
bz 434 & - FHzra 2 A ) (Xunzi 27.92; Knoblock 1988, 3:230). For this

the logical explanation is that Confucius and Xunzi accept courtship as part of the
social life and sexual desires, human nature. Confucius plainly admits that eating,

188 and does not

drinking and sexual pleasures are the great desires of mere mortals
consider them, or the poems that depict them, to be evil or wanton. “Kongzi shilun”
describes the “Feng” as an enormous door, through which human emotions are

released. This notion is coherently expressed in the Analects 3.1.:

v D “MEe, BH Ao RmAG oo

The Master said, “In the Guanju, there is joy but not to the extent of
wantonness, and sorrow but not to the extent of self-injury.”

(Lau 1992b, 24-5)

Some scholars have argued that the above passage refers to the music but not
the poem of “Guanju” (Cheng 1990, 1.199).'%° Van Zoeren observes that when an
ode is mentioned by title in the Analects, it refers to the musical performance or the
musical quality rather than the poem (Van Zoeren 1991, 31). Whilst this may be the
case, in “Kongzi shilun” Confucius considers the moral upheld in “Guanju” excels

the ging that invokes the poetry (£ @ % % # 4+ , slip 10). That Confucius

188 «ip >z o 49 3F Liyun” of the Liji: “46 8 § % » A 2 X x5 & o7
189 See #;3% 544« Lunyu Pianzhi quoted by Cheng Shude in %35 & .
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commends “Guanju” by bringing the almost taboo subject of sex into the open
proves that he does not censure human passions.

Whilst Confucius’ comments on the Odes are all positive, his remark Zheng
sheng yin #% %% is more puzzling. He impels the banishment of Zheng tunes (3« &%
#) because they pervert the tradition of ya music (& #% #2 §* & % — Analects
17.18; Lau 1992b, 176-7). The questions are: what does yin ;¥ mean and whether
Zheng sheng refers to any of the tunes of the Odes. Yin can mean ‘obscene’ and
‘excessive’. Some scholars hold that Confucius meant the latter in his remarks about
Zheng sheng (Cheng 1990, 4.1088).*° Chen Zhi asserts that the music of Zheng and

Wei (58 f# 2. 5 ) includes a large collection of tunes and songs which were the legacy
of Shang 7 . They were of no proper ‘breeding’ like those of the elegant Zhou

repertoire but have been drafted into the Book of Odes. This happened before
Confucius’ time; although Confucius detested such music he was helpless but to

accept them as ya (%2 elegant) (Chen 2009, 312-5). However, Confucius’ toleration

of the depraved Wei and Zheng music cannot be explained in the face of his putting

right the ya and song music;*** he could have equally rearranged the tunes of the Wei

and Zheng odes, if they were indeed improper or depraved. On the other hand by

Zheng sheng yin Confucius might not be referring to the music of the “Airs of

Zheng” in the Odes. On this issue Zixia’s detailed explanation may be helpful:
MEWFE ST  REa~Bi AR AFFEE S0
T EFIE A O AR A SR . o (A - #iE) (Lau
1992a, 103)

The music of Zheng is wildly excessive and debauches the mind; the
Song music is pruriently seductive and confounds the mind; the Wei
music is intensely rapid and irritates the mind; the music of Qi is
frivolously vile and makes the mind arrogant. The music of these four
states all stimulate sensuality and are harmful to [one’s] virtues; they
should therefore not be used at sacrifices.

(“Yueji” of the Liji, my translation)

In the received Shijing no poems are labelled the Airs of Song %. It remains

to be investigated whether the state of Song had any odes at all or they had been

190 See £k Chen Qiyuan quoted by Cheng Shude in %% % #.
Wl o % R Analects 9.15: DYZpER B0 ARG ED 5 s £ FH 45 o 7 (Lau 1992b,
80-1)
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included as other Airs.** In fact it is difficult for a modern person to perceive how
music alone could be sexually provocative. Music does affect a listener’s mood; a
nocturne is calm and soothing to the ear and mind; an elegy is mournful; a minuet
graceful, a gigue lively ... but it defies imagination how human feelings can be
‘calibrated’ to perceive the synaesthesia of ‘pruriently seductive’ music. For pure
music to be ‘pornographic’ it needs to be more ‘graphic’ than just tonal

~

representations of music scores. It is possible that the word yin & here refers

collectively to a form of entertainment combining songs, music and dance or
performances. Despite that, a prima facie case may be established: when Zixia
critiqued the music of the four states, he was referring to this type of musical
entertainment prevalent in those areas rather than those of the “Airs of Zheng” in the
Book of Odes. This interpretation can be supported by Confucius’ assertion that
music does not express indelicate emotions (¥ & ¥ &, slip 1); the linguistic context
suggests that Confucius is referring to the musical quality of the Odes, not music in
general and certainly not the popular music of Zheng and Song. But Zixia is right; in
the Western context Cosi fan tutte cannot be sung in church as a substitute for Gloria

in excelsis Deo!

3. Summary

“Kongzi shilun” stands in clear contrast to the shi commentarial tradition,
particularly the Han scholarship which reads the Odes from moral-political
perspectives. In “Kongzi shilun” the author examines the thematic elements of ging
as can be read from the majority of the odes. Qing assumes various meanings ranging
from ‘facts’ or ‘genuineness’, to sensuality embracing ‘emotions’, ‘passions’, and
different feelings and moods. The claim that in pre-Han literature ging only meant
‘“facts’ or ‘genuineness’ but never ‘passions’ has been shown to be unsubstantiated.
Evidence found in excavated texts of the Warring States testifies that ‘facts’ and
‘passions’ are intertwined concepts which conflate into qing. The manuscript
author’s reading of the Odes reveals that a range of rich human emotions and

feelings can be read from the poems. This thesis does not seek to subvert the concept

192.50ng was a state of the remnants of Shang. According to Fang Yurun it was situated roughly
among the states of Wei, Cho, Chen and Zheng (Fang 1986, 10). The classification of Airs by state is
a complicated issue and is outside the scope of this project.
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of li in the hermeneutics of the Shijing, nor deny the moral efficacy of the Book of
Odes, but to claim that the author of “Kongzi shilun” does not present Confucius’ shi
didactics as one that censures qging or the poems that celebrate it. However,
Confucius has proposed to hedge against the excesses of human emotions and
passions through li as a means of transcending human desires and regulating social
and spiritual relations.

“Kongzi shilun” has provided fresh textual evidence to clarify that some
Confucian scholars during the Warring States period did not consider any of the
Odes or their music to be wanton. For them, ging has found its natural place in
humanity and in poetry. From “Kongzi shilun” it could be inferred that no reading of
the Odes is more appropriate than reading its sensuality which, not even prudishness
could choose to eschew, except to masquerade it as moralistic sententia. Confucius
interpretation of the odes celebrates qging to be ‘actual’ as much as they are natural,
as he regards poetry as a means of emotional catharsis, expressing human passions

and feelings most freely, without hesitation and affectation.






Part D

Chapter 6

CONCLUSION

“Kongzi shilun” and The Shijing

FEw 1 BF BN A F, B N
- T .G 7
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There were four things from which
the Master was entirely free.

He had no foregone conclusions,
no arbitrary predeterminations,

no obstinacy, and no egoism.

—Analects 4.4
(Translated by James Legge)

The ‘sensual’ and the ‘moral’ are two different interpretive strategies for

reading the Book of Odes, exemplified on the one hand by “Kongzi shilun” adopting

the ‘sensual’ and on the other, the Han commentarial tradition engaging in the

‘moral’. In this thesis the ‘sensual’ is defined as the notion of ging f+ (human

emotions, passions, feelings) that can be read from the poems; the ‘moral’ is meant

to be the paradigmatic interpretation of poetry through li 2% (rules of propriety) as a

pedagogic tool used by the sage kings to instruct the people.

The objective of this project is to inquire into how “Kongzi shilun” works as

a key to poetic meaning. To this end a textual study and critical review of the

manuscript have been undertaken. The textual study aims at interpreting the archaic

language of the manuscript and translating it into English. Based on the findings of
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the textual study and through exploring poetic meaning, the critical review attempts
to identify the shi didactics as expounded in the manuscript and to compare it with
the pre-Qin and Han commentarial tradition. This thesis claims that the notion of
ging is the dominant critical perspective of the manuscript, which is a stark contrast
to the Han scholarship of situating poetic meaning within morality, history and
politics. Incidental to delineating the meaning of qing, arguments have been
advanced to contend the view held by some contemporary scholars that the word
never means ‘passions’ in pre-Han literature. With the meaning of ging clarified the
critical review then inquires into the ‘sensual’ and the ‘moral’ interpretations of the
Odes. Finally, fresh textual evidence is adduced from the manuscript to clarify the
concepts of si wu xue 2 #& 7% and Zheng sheng yin 3% %%, which are Confucius’
comments on the odes and music, the interpretation of which has caused much
controversy over the years.

This study has briefly reviewed both Chinese and Western hermeneutic
theories in the search for a suitable framework for interpreting and translating
“Kongzi shilun”. Whilst Chinese hermeneutics has barely developed its own theories
of interpretation, in many aspects it shares the concerns that have been contemplated
by Western thinkers. Although the Chinese mode of thinking does not embrace
ontological issues of knowledge or ‘being’, it is existential in nature as it emphasizes
the role of human experience in perception and understanding no less seriously than
its Western counterparts.

Chinese hermeneutics features two basic concepts as advocated by Mencius:
tracing authorial intent and seeking to know the authors and the times they lived in.
However, opinions on authorial intent are as divided as it is in the West as some
scholars espouse the theory that readers are the creators of meaning. Western critical
theorists hold that the discernment of authorial intent through extrinsic research may
be irrelevant as 