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Allusion and Vision: Chiang K'uei’s
Twin Poems on Plum Blossoms in the

yung-wu ( Poetry on Objects ) Tradition

hiang K'uei % ¥¥ (1r52-r221) is an important figure in £’ (song

lyric) poetry, even though the corpus of his poems is small {about 8o
altogether)." One of his outstanding contributions to the development of
the £z tradition is expanding the potential of the subgenre of yung-wu jk
) (poetry on objects }.* By definition, a “poem on an object” takes the
object in question as its nominal or virtual focus, as oppased to the dom-
inant yung-huai SR (poem on the innermost), which is expressly about the
inner state of the lyrical poet. Relying on his art of allusion that systemati-
cally taps into the function of culture, Chiang K'uei transforms the other-
wise narrowly focused yung-wwu poem inio an encompassing verbal form
capable of articulating multifurious inner experience. The formal transform
ation, which is to have profound influence on the &' poets of the later
Scuthern Sung, is exemplified most vividly in his famous twin poems on
plum blossoms, “An-hsiang” % % (Subtle Fragrance) and “Shu-ying” il
. (Sparse Shadows)."

1 Sung Hsiang-feng {4 considered Chiang K'uel's status in the {zu genre compar-
able o that of the Tang poet Tu Fu $LTH (712-570) in the shih: “Carrying on carlier tra-
ditions and path-breaking for his successors, he is pivotal in the literary tradition” ] 4
TGy B LR - R - LPEIEE « This comparison involves
undoubtedly a greal measure of exaggeration, but Sung is insightful in recognizing Chiang
Kluei's unique Pr_{s_ition in the tz'u tradition. See Sung, Yueh-fu yi-fun LG, inT'ang
Kuei-chang [ 47, ed., T2 w-hua {5 ung-pien i FLEE . 12 vols, [Taipei: Kuang-wen, 1ghigl,
72T :

2 [ follow Grace Fong, who uses the terms genre and subgenre in Stephen Owen’s
definitions: genre designates the formal metrical classification, and subgence refers to the
classification by subject matter and occasion. See Fong, Wy Wenying and the Art of Southern
Song Ci Poetry (Princeton U.P., 1987), p. 78. Owen defines the two terms in Poetry of the Early
T ang (New Haven: Yale U.P. 1977} p. 445 n. 13

* While Chiang K'uei created the tune patterns for these two poems himself, the titles for
the twin poems are metonymic images of plum blassoms borrowed from a shih poem by Lia
Pu 4 (467 1028).
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Subtle Fragrance (An-hsiang) 5 &

' The moonlight of the old days —
I wonder how many times it has shone
upon me

TS

iy
=

B3R
i i

- 2E R

Playing the flute by the plum trees. pEL
I called my jade lady to rise, HEA
Ignoring the chill, to pick the blossoms BTG AR
with me.
3 Ho Hsiin, now ageing, {61 488 71 5 i &
Has totally forgotten his pen-brush of HTal R Rl e
“Spring Wind.” *
' He’s but bemused by the few flowers B2 BT 4hit e
past the bamboos,
Whose cold fragrance enters the banquet hall. % A JZFE
s The River Country 1.6
Is now still and lonely. IE&HTE
6 I'sigh that the road is too long to send NE AT B PR
a branch,
And the evening snow begins to pile up.? T EYR
i Tears freely drop in front of the green 2= R ¥
wine eup;
The red-calyxes are speechless, coiled FLEE M HRATR
by thoughts of longing.
2 Long shall | remember the places where FEE0 i F e
we held hands:
A thousand trees press against the F BTN ED
West Lake’s cold green.
a Petal by petal, all blown away, Y hHRuEt
When shall I see them again?* s S T

' The author of “Spring Wind,” Ho Hsiin (?-518) also wrote a poem entitled “Early Plum
Blossoms,” for which Tu Fu likened his friend P'ei T ¥ 1o Ho Hsiin in response to Plei
T'i's poem written upon seeing plum blossoms. For Tu Fu's poem, see Ch'iu Chac-ao, ed
Tu-shih hsiang-chu FLEFFYIT, 5 vols. {rpt. Peking: Chung-hua, 1983), 2/781. T

* An echo to Lu K'ai's FEH] (circa y40) paem “To Fan Yeh,” which mentions a branch of
Blum P_Iussums sent from the south as a gift to the friend in the nocth. See Yi Kuan-ying
AT R, Han-wei lin-ch'ao shib-skiian (R 7IWFFE  (Peking: Jen'min, 1958), pp. 29793,

* Excepl for a few changes | have made, the transiation is by Lin Shuen-fu. See Lin, The
Transformation of the Chinese Lyrical Tradition {Princeton U.P., 1478], pp. 137-44. For the
original poem, see T'ang Kuei-chang A 375, ed., Chlian Sung-t'n 255 . 5 vols. {Peking:
Chung-hua, 1965), /2 th1-2 182 {hencefarth, C57).
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Sparse Shadows { Shu-ying i %

The mossy branches adorned with jade — SRR
Tiny, tiny greenbirds HE & [v)
Roaost side by side.? ¥ ERITE
A chance encounter on a journey =ik
At dusk, by a corner of the fence, A
Wordless, she leans on slender bamboos.® ;= B EET
Chao-chiin, unused to the barbarian sands BB EH L E
far away,
Longed in secret only for the land on the (BB T R T AL
Yangtze"
+ Her jade pendant must have returned R A EE R
in the moonlight
Transformed into this blossom, hidden T EI T Y 5
and solitary.®
5 Stll comnes to mind — the old tale of Pac s H
the secluded palace:
That woman was asleep, AL A T #R
When one alighted near her green TR 4w 2%

moth-eyebrows."

7 A story titled *Plum Blossoms in Mount Luo-fu™ tells of an encounter of a man lrom the
Sui Dynasty named Chao Shih-Hsiung H9RTIfE with a gracefu! lady in Mount Luo-fu. He
and the mysterious lady drank wine while a child in green clothes danced for them in the
moonlight, but he woke up the next morning to find himsell under a blossoming plum tree
with gveen birds chirping on a branch. The lady, allegedly the gaddess of plum blossoms, is
nowhere to be seen. The story is included in “Lung-ch’eng lu™ SEMEE . which was er-
roneausly attributed to Liu Tsung-ytian #5JC. but is more likely a work by Wang Chih
F 5. For the story, see Wang Wen-ju T )5 | comp., Shwo-k'n i (Shanghai: Wen-ming
shu-chii, 1g15h vol. g, vi, 2a/b. For the identity of the mysterious lady, see also the explana-
tion by Wang Shuang-ch’'i FEER in “Tang-Sung tz'v chien-shang tz'u-tien” 175
BEEAL (Shanghai: T2'u-shu, 1987} p. 1755,

# In the poern “The Fair Lady™ (Chia-jen {£ A )by Tu Fu. a woman of noble family orig-
in leans lonely on a slender bamboo at sunset after being abandoned by her husband and
driven to the mountains by the war. See Ch'iu Chao-ac LIKE, Tu-shik hsiang-chu F1.5%
8¥7E . 3 vols. (rpt. Peking: Chung-hua, tg85), 2/ 552-35.

# Chao-chiin, the courtesy name of Wang Ch'iang T 4%, was a court lady in the palace of
Liu Shih ‘#0t, Emperor Yitan (r. j8-34 sc) of the Han Dynasty. She was given to the king
of the Hsiung-nu when he came to the Han court in 34 n¢ demanding a Chinese lady as his
bride. See Han shu [E3! (SPPY edn), g4B, fia

w In Tu Fu's “On the Ancient Ruins, 4" (7K1 5 #¥5. =}, a poem reminiscing the Bright
Consort (Chao-chiin, the court lady’s jade pendant finds its way back to her homeland on a
mooenlit night. See Ck'iu Chac-ao, 3/1502-5.

¢ Princess Shou-yang B E, a daughter of Liu Yii 2, the Emperor Wu of the
earlier Sung Dynasty (r. 420-42:), was taking & nap in the courtyard of the palace when a
falling plum blossom landed on her forehead and left a blossom-shaped mark on her
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¢ Don’t be like the spring wind —5{1[121 G&L
Heedless of the delicate and dainty; T‘E’,"f{ﬁ?. ]
The golden house ought to be RUlEtE s

prepared early. 2 " .
7 Let one more petal drift away with FRFT—- IR 2
the waves,

One can only complain of the sad tune M i s dh

of Lhe‘jade—Dragon""‘ ]
* By the time one seeks again the furtive TFITI O G &
fragrance,
It will have entered the horizonta! scroli LA N iy
by the small window. "

CONVENTIONS AND INNOVATIONS

Since Chiang K’uei’s achievements cannot be appreciated apart from
the yung-wou tradition, a brief review is in order. Originated by the fu writers
of the Han Dynasty and adopted to the shik genre later on, the yung-wu be-
came established in the &' genre when Su Shih g {1035 -1101) began
to compose &2'u poems on objects as a socializing activity in the circle of his
scholar-official friends. ' [n general, the yung-wu t2'u are oriented toward
one of two ends--expressive of a subjective viewer or descriptive of the ex-
ternal objects in question. Broadly speaking, the yung-wu 12'u typical of the
Northern Sung period lean toward the former and those of the early
Southern Sung toward the latter. In an expressive yung-wu poem, the object
is presented to prompt a lyrical response or is described in a particular
[nAanner so as to convey a subjective attitude or mood specific to the lyrical

eyebrow, which came 1o be admired 15 the “plum-biossem fashion” emulated by the ladies
in the paluce. % wu-ksing shu i [ {7 1. quoted in Li Fang 07 ecal, Tai-p ‘ing yii-tan:
Shih-hsii & T o B gen1/b (rpl.. Peking: Chung-hua, 1gtiz), vol. 1, p- 1400

** Liv Ch'e B, better knawn as Emperor Wu . 140-88 nc) of the Han Dynasty
promised at an young age that he would have a golden house built for his cousin/sweethear(
i he could marry her when they grew up. See FHan-wu hu-shih EIHCE, atributed 1o Pan
Ku, in Wang Wen-ju, comp., Shuo-&'u, vol. 1, iii, th/za.

“* A kind of flute is called “thye Jade-Dragon,” and there is a flute piece titled “Faliing
Plum Blossoms #§{£7%." See the headnote to the group of poems under the same title in
Yae-fu shiti-chi PRI 3518 (SPPY edn }, vol. 24, 1a.

" C8T'w/2182. 1 base my translation on Shuen-fuy Lin's rendering as well as Grace F. ong's.
See Lin, The Trangformation of the Chinese Lyrical Tradition, pp. 171- 72 Fong, pp. 41- g2,

'* There were some isolated cases of YaRg-wu 2% prior to Su Shih's time. For a succinct
review of the yung-wu 17y development, see Yeh Chia-ying EHF%, in Yeh Chia-ying and
Miao Yiieh ‘%‘vﬁ&: Ling-kst ez'u-shuo i i3 208 {Shang-hai: Ku-chi, 1987, pp. 547~ 50.
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poet. Sometimes both processes are present. As Grace Fong observes, a
typical Northern Sung yung-wu 7' Poem maintains a peetic voice indepen-
dent of the object, and a frequently emplayed lechnique is that of sus-
tained personification. By conceiving of the cbjects as having human traits,
the poet asserts his own self as the lyrical conscicusness musing on the
object." By contrast, a descriptive yung-wu poem strives for verisim;?ltude,
meticulously depicting or evoking sensory details and physical attributes
particular to the external object. In addition, because yung-wn poems are
written often on the occasions of social gatherings for entertainment, a lot
of them tend to be artifices. On the mast elementary level, “the poet readily
subscribes to the conventions of the subgenre by manipulating the common
lare of poetic images, allusions, and stock symbols associated wflh_tl.]e
particular object in fashioning his lyric. Inevitably, a great many insipid
descriptive pieces were produced.” 7

Neither “An-hsiang™ nor “Shu-ying™ bears the trite trademark ?f the
descriptive yung-wu tz'u. The details in “An-hsiang,” presumably referrhmg to
the poet’s personal experience in the past and present, i.re expressw.e af
lyrical feelings, and the constituent images of “Shu-ying, .though derived
largely from pre-established frameworks in the cultural tradition, ha\‘rt‘e been
transformed into integral elements of lived experience. Instead of piling up
stock images to fill out the space or show off the poet's adroitness at word
play, both poems boast an articulate, “beny” structure that accounts for the
relevance of the constituent elements, either individually or amalgamated
as a new whole.™ Admittedly, even the seemingly realistic details in *An-
hsiang” could be faint verbal echoes to earlier poems. The jai.de lady ]::ickin’g
plum biossoms in the moonlight, for example, is prefigured in an earlier rz’u
poem." Just as James R. Hightower points out, no #zu po{at could avoid
stereotypes and clichés completely.® This is particularly true in the case of a

% Fong, Wy Wenying, p. #4. 7 Ibid.,ﬁPP._H;—SH,

ta Shing Yen‘s?réiﬁé comments in Tz'u-yuan §3J§ that hoth poems are r‘liot_ only
“transparent” {ch'ing-K'ung 717 J in style, but alse “gracefully subtle in complaint (sao-l);a
£} suggest the distinction of the two poems from the “insipid™ ones comﬂe?tec!ﬁcjg“é
Fong. Fer a contextualized discussion of Chang Yeljl‘g concepts, see Fong Chih- anf Su i |
et al., Chung-kue (zu-hsieh pi-pling shih s iE SHIL {Peking: Academy of Sacia
Science, 1944, pp. Wi- 101, _ .

" I See Ho{ChPuP Y135 (1oz2-r1125), “To the Tune of ‘The Sands of Washing Stream,”” €57

IEECLR

o IrI—Iightm«aer made this remark in respect with Chou Pang-yen, }vho happerls Iu:- fbel a
forerunner in developing the mature, evolved style of the man-tz'u form typical of the
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poem on the plum blossom because of the numerous antecedents in the
poetic tradition.*! But the very fact that the plum blossom has a large yung-
uk portfolio makes the unaffected tone and manner of both poems all the
more remarkable.

However, “An-hsiang” and “Shu-ying™ are not identical twins, even
though they were written on the same occasion and traditionally praised or
criticized alike.”” While the articulate structure delineates a process of
thought and feeling in a temporal domain in “An-hsiang,” it contours a mul-
tifarious inner state in “Shu-ying” in an epiphanic instant out of time. This
discrepancy is related to the difference in formal design between the two
poems. Composed of nine and eight strophes respectively, both “An-
hsiang”™ and “Shu-ying” are in the man-tz'« 18 ] form (“supple, long song™),
later known as ch'ang-tise T (long-tune). Conventionally, the man-tzu
form, as opposed to the more restrictive hsiao-ling /|5 (short—song}, tend-
ed to have a temporal dimension. In addition to the mostly hypotactic
construction of strophes, the more or less contiguous arrangement of the
constituent strophes yields some sense of sequentiality. Moreover, the
cohesion is enhanced by the use of function words as ling-tzu {“leading-
words™ ).** Occupying the beginning pasition of some lines or strophes,
these function words serve to indicate a semantic unity between images,
lines or strophes and suggest the logical transition between sets of ideas.
Some of the early poets used this form to express feelings of different times,
either in retrospection or in time sequence, but Chiang K'uei turns the man-
tz’u form into a vehicle for introspection of considerable complexity, as
evidenced in “Shu-ying.™* In contrast with “An-hsiang,” where a discern-

Southern Sung period. See Hightower, “Songs of Chou Pang-yen,” HFAS 47 (1037), p- 270,

# Including the twin poems. Chiang K'uei himself authors about 14 poems that focus or
touch on the plum blossom. Even the few poems on the same object by some other authars
cited later in this paper offer a glimpse at the popularity of this particular object amony
Chinese literati: the diverse social pesitions and political backgrounds of these authors
suggest its “universal” appeal.

* As indicated in the preface to the twin poems, Chiang K'uei wrote the two poems
during his month-leng visit to the estate of Fan Ch'eng-ta {8 A (1 126-11g3) in r1g1.

* The elements or phrases functioning as ling-tzu belong to largely two groups: one of
particles or adverbs that help indicate the syniactic relationship or logical transition, the
other of the verbs or verbal phrases of cognitien or perception. Lin Shuen-lu redefines
function words in two types: the semantically light type, mainly the particles, and the
semantically solid type, including the adverbial-and-descriptive function words. Since the
perceptual and cognitive verbs cannot establish semantic content for image-making, they
therefore belong to the second type of function words. See Lin, 1g78, Pp. 154—4t.

# Liu Yung #l7k (g8y?- 10537, for example, was among the first literati poets to a-
dopt this form from the popular culture for an elaborate description of a naturat scene or
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ible movement of consciousness flows back and forth across different time
frames, the more innovative “Shu-ying” enacts a nuanced inner state
pertaining to an extremely intericrized experience. Devaid of the verbal
elements and formal features necessary to a coherent reference, the poemn
conspicuously foregoes a formulated self-expression. Its articulate structur.e
is shaped through orchestrating referentially discrete elements on the basis
of their shared qualities or mutually cormplementary attributes, in accor-
dance with an underlying logic of sensiblity. In other words, whereas *An-
hsiang” lyricizes the lived experience in an exterior w(?r!d approacbable
through visual imagination, “Shu-ying” evokes an inner exp‘en.ence
available only in a state of visionary intensity. Contingent on reterfng a
range of pre-established systems of meaning, the provisiona]ly. established
inner vision transcends the temporal boundary of one referential world or
another. The difference between the twin poems marks a breakthrough in
the development of the yung-wu subgenre.*’ B
Examining the two poems separately vis-a-vis the yung-ufu tradition
helps to illustrate the fundamental transformation Chiang K'uei ‘rendered.
“An-hsiang,” the first of the twins, retains some key features typicai of the
conventional man-iz’u form. First of all, it contains some informational de-
tails of a tempo-spatial coordinate, which helps toward constructing a refer-
ential context of the poem. The very first strophe, for example,.sheds SOme
light on the human situation. The poetic act to “wonder” (B ll‘teral.ly to
“reckon/count” how many times the moon has shone on “me” lmphfs a
temporal relationship between now (experience of recallin‘g and reﬂecung}
and then (experience recalled). Pushing the lyrical consciousness back. in
time, it registers instantly a perspective anchored in the present in relation
to that personal past. The register of temporality helps loj:ate a ﬁrsF-person,
though faceless, speaker in time and particularizes the lyrical consciousness.
At the same time, the geographical specifics such as the River Country and
the West Lake serve as coordinated spatial markers to define a recognizable
horizon, thus locating the lyrical experience on a visual map. This empirical-

narration of a human situation. o —— . .
3 Some other scholars also single out “Shu-ying” for its innovative linguistic approac tl:s
or the resultant new aesthetics. Grace Fong cites the poem as an exempl?r of the newly
emerged poetic sensibility. See Fong, Wi Werying, 42-77. In The 'ﬁ'usfbrmala.an of the Cr‘mfm
Lyrical Tradition , Lin Shuen-fu regards “Shu-ying” as an important Ilandma.rk in Ithe evolution
of the 2’ aesthetics. In his recently published article, Lin emphasizes from a d.lﬂl'erent a.nghle
i ition “Shu-ying” ies i ’ ition. Lin, “Space-logic in the
the unique position “Shu-ying” occupies in the {z % tradition S_ee‘ vace-lo
LongerqSOnz‘ Lyrics of the Southern Sung: Reading Wu Wen-ying's Ying-t'i-fui,” Journal of
Sung-Yhan Stedies 25 (10035), tho—gr.
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ly grounded sense of place, in conjunction with the temporal dimension,
coniributes to a general frame of reference of “An-hsiang™ anchored in the
realm of the poet’s lived experience.*

. The poem as a whole is akin to the expressive mode of yung-wu 2. As
15 common to the yung-wu of the Northern Sung style, the lyrical self reigns
supreme. First, the plum blossom, referred to as a realistic object, serves
mainly to prompt the speaker’s feeling and triggers his reminiscence of the
past and his reflection on the present.”” Second, even though the experienc-
fng subject and the experienced object remain distinct throughout the
poent, some descriptive details of the object are clearly colored by human
emotions: the image of red-calyxes “speechless, roiled by thoughts of
longing” asserts the primacy of a lyrical self. Third, accordingly, a distinct
first-person singular point of view unifies the various aspects of lyrical
experience. The human acts from different time frames, be it contemplated
or contemplating, are all commanded by the first-person perspective “here
and now.” With this unspecified yet distinct lyrical speaker as the central
point of reference, the verbs depicting mental acts in a sequence highlight
the turns in the process of the poet’s feeling. The ficst verbal phrase begin-
ning with “wonder,” for example, brings out personal memory of a previeys
experience, and the next two mental verbs in the first stanza, “has forgot-
ten” and “is bemused.” the awareness of the loss of his poetic talent, and of
enthusiasm for blossoms,

That the allusion to Ho Hsiin's loss of talent refers to the poet’s own
loss is established in the context of the poem. As the movement of con-
sciousness is consistently oriented by and centered on the lyrical self that
responds to the focal object, the overt allusion to Ho Hsiin evokes unam-
biguously a self-image. It suggests that Chiang K'uei considers himself a
blossom-loving poet like Ho Hsiin (who modestly confessed that he could
not write a good poern about his favorite blossoms), and a yung-wu master

*i Biographical studies suggest that Chiang K'uei li i
| die g K'uei lived in the Yangize delta area for an
extlended‘ perlo,d af his lie, For the general biegraphical infurmaliung:)zf Chiang K'uei, see
(I;ml?_ C‘h eng-t'ao Q?R{-_?‘_, Chiang Po-shik 1z'u pien-nien chien-chiao EATRE S
eking: C‘hung-hua, 1gih1), pp. 225-438. See also Lin shuen-fu, The Transformation of the
Chinese Lyrical Tradition, especially pp. 48-38.
¥ Thl? use of an object to prompt the lyrical response recalts Chou Pang-yen's “To the
Tlune of The‘Prmce of Lan-ling”: the Witlow,” which begins with a presentation of the
willows but shifts jts focus to the Iyrical self later. See CST 2/611.
# Lin Shuen-fu makes this observation. For a detailed analysis of the i
_ . cermn, Lin, The
Transformation of the Chinese Lyrical Tradition, PP- t57-4L. ! d e
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like Ho Hsiin, who was known for his clever use of visual images to evoke
the invisible aspects of an elusive object, the spring wind.* In other words,
the more or less readily available frame of reference delimits the referential
range of the allusive elements in “An-hsiang.” With the lyrical self reigning
supreme, the allusion to the earlier poet functions as an unequivocal
person-to-person substitution on the basis of shared aesthetic tastes and
literary interests.

In all the aspects surveyed above, “Shu-ying” stands in a striking
contrast to its twin poem. The first impression it gives forth is a pronounced
obscurity of reference. As mentioned earlier, a conventional yung-wu is
oriented toward a descriptive and/cr expressive end. But the eight strophes
of “Shu-ying” do not constitute a sequence that is well-oriented one way or
another. Qut of the eight constituent strophes, seven contain allusions in
the form of unacknowledged quotation, verbal echo, or tacit reference to
earlier poems or mythological/historical frameworks, or the like. Obvicusly,
the poem professes no mimetic commitment to the object as a physical
entity. There are no realistic details that describe the plum blossom as a
physical object; the allusive fragments do not evoke sensory particularities
of the plum blossom but activate only associative ideas or abstract qualities
several times removed from the physical object. In this aspect, Chiang K'uei
differs even from Chou Pang-yen R £}/Z (toz6-r121)}, his predecessor in
stylistic innovation of man-z'u. In Chou's well-known poem on the pear
blossom, “To the Tune of *‘Water Dragon’s Song’ (Shui-lung yin),” for
example, allusions--proper names of places, echoes to earlier poems and
references to palace ladies in history--are structured no less densely, But
they are at least indirectly representative of the physical object: by alluding
to some orchards or geographical locality specializing in pear trees, the rainy
season of the year, and the pure white skin of the palace ladies associated
with the pear blossom in the poetic or mythopoeic tradition, they confirm
the identity of the pear blossom as a physical object.™ In “Shu-ying,”
however, the sensual appeal of the plum blossom is only vaguely suggested
with some metaphorical images: the jade pieces that adorn the mossy
branches, the envisioned sclitary blossom transformed from a jade pendant
of a court-lady, and the horizontal scroll that captures the fragrance. [f these

® For Ho Hsiin's poem, “The Spring Wind” 3% {Fffl | see Yi-t'ei fsin-yung (Shanghai:
Shih-chieh shu-chii, 15}, p. 281
s For this poem by Chou Pang-yen, see CST u/fi (o
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images purport to describe the object at all, it is one that has been
increasingly divested of its physicality and transformed into an elusive non-
entity.

On the other hand, the poem lacks expressivity in comparison with the
yung-wu poems of the Northern Sung style. Since there is no visible speaker
nor physical object, there is no outburst of lyrical expression in response to
the object to speak of. Neither is there emotionally colored description or
personification of the object to assert an overly subjective viewer. The
calculated reticence is effected through Chiang K'uei’s innovation of the
verbal form correlated to his systematic use of allusion. Insofar as the allus-
ively engaged frameworks are unconnected to one another in reference, the
allusiveness of the coastituent strophes presupposes a discontinuity. For
example, there is no inherent logical link or sequentiality between a man’s
mysterious encounter with the Goddness of Plum Blossoms {altuded to in
the first strophe) and Tu Fu’s portrayal of a female figure (in the second), If
these allusions serve to personify the plum blossom because the frameworks
they engage involve one female character or another, the dissonance in
their referential backgrounds precludes a projection of a unitary lyrical self
on a personified objeci. All one gets is a disembodied voice.

Some other aspects of the formal innovation help 1o strip the poem of
its expressivity. In contrast with “An-hsiang,” the unifying perspective is
conspicuously absent. Not only the explicit reference to the first-person
speaker is absent, but little information can be gleaned from allusive
elements to suggest a distinct center of lyrical consciousness. Indeed, the
poem lacks the basic formal conditions necessary for words to perform the
referential function. There is no inferrable spatio-temporal coordinate on
which to establish a particularized perspective. Details that would define a
visualizable sceme, i.e., the place markers that localize the lyrical experience
such as West Lake in “An-hstang,” are austerely excluded. Instead, the
“barbarian sands” or the “secluded palace” of earlier dynasties are remote
from the Sung poet’s personal experience. Pointing to disparate periods in
history, these spatially dislocated and temporally dispersed landmarks cancel
out each other rather than complement each other to analogously locate a
lyrical self on a visual map.

Erased also from the verbal pattern is the temporal dimension com-
mon to the man-tz'u form. The erasure is effected not so¢ much by the
omission of explicit references to time as by the lack of sequentiality in the
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arrangement of the eight strophes. The constituent strophes, being mostly
allusive, therefore disparate, contain no strong verbs, such as to “play” the
flute, to “wake up” the jade lady and “pick” plum blessoms with her, as
found in “An-hsiang,” which indicate external actions by the same human
agent in a sequence and offer some clue to a temporal relationship. Instead,
the various acts, external or internal, either recalled, imagined or
prophesied, are generated by or attributed to different agents, human and
non-human. Even though the verbal phrase “yu chi” (“still remember,”
translated as “still comes to mind” because of its free-floating status and
impersonal tone in context } in the fifth strophe seems to suggest the act of
loaking back from the present, it does not establish any depth in time, With
the constituent elements retaining their diversity in reference, the poem as a
whole yields no unified sense of “here and now” as a basis for defining a
relationship to one moment or ancther in the past.

In this sense, Chiang K’uei's peculiar use of ling-tzu partakes of the
formal innovation. As mentioned earlier, the ling-tzu in the man-tz'u form
often facilitates establishing continuity between lines or strophes, or in-
dicating the logical transition between sets of ideas. In addition, the percep-
tual or mental verbs as ling-tzu implicate a human agent or subjectivize the
lyrical consciousness. In “Shu-ying,” however, the ling-tzu do not actively
perform these referential functions. In the ling-tzu position of the first
strophe of “Shu-ying,” for example, is an impersonal, factual yu H { “there
is,” a weak verb sometimes omitted in the English translation}, which does
not implicate a subject, as does its counterpart in “An-hsiang,” to “wonder /
reckon.” Even though two mental verbs introduce the fourth and f{ifth
strophes respectively, their occurrences (separated by the stanzaic division},
do not constitute a continuous process of thought and feeling. The human
agency they suggest is impersonal and inconsistent. To “think” in the fourth
strophe, translated here as “must have,” for example, is equivalent to “one
may surmise” and can be attributed to any third-person party as a general
supposition.

The innovative features of the verbal form account for the opacity of
“Shu-ying.” As Lin Shuen-fu observes, a reader of “Shu-ying” has little
difficnity in grasping the meaning of an individual line or strophe, but is left
guessing the overal message of the poem as a whole.” However, the poem

= Lin, The Transgformation of the Chinese Lyricat Tradition, p. 177.
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is by no means deficient in feeling or in human significance, as was other-
wise suggested by some scholars, the most notable among them being
Wang Kuo-wei.™ In lieu of a clear message or an outburst of feeling, “Shu-
ying” enacts a multifarious inner experience that defies ordinary language.
To asliculate the ineffable, Chiang K'uei employs language in the reflexive
mode: the formal design of “Shu-ying” rigorously divorces its constituent
elements from connections with external entities by doing away with the
arbitary logical transitions between strophes or sets of ideas, and by with-
holding a unifying perspective. The austere exclusion of these formal
conditions dictates the interdependence of the constituent elements and
induces them to comment on one another. In other wards, the reflexive
made serves to “dislocate language into the poet’s meaning,” as T. S. Eliat
postulates when he talks about the necessity of a “comprehensive, indirect
and allusive” language for coping with complex experience.*

The constituent images or strophes divorced from their connections
with external entities are particularly potent as they are allusive by nature
or design, Because of their built-in capacity for engaging a pre-established
frame of reference outside the text, each allusion is capable of bringing a
multi-dimensional system of meaning to bear upon the poem. The second
strophe, with the image “Wordless, [she] leans on slender bamboos” allud-
ing to Tu Fu’'s poem “The Fair Lady,” for example, carries a wide evocative
ring. [t may suggest that the plum blossom is comparable to the title charac-
ter of Tu Fu's poem in that the blassom is as solitary and tenacious of
purity. On the other hand, it has the potential to evoke a general state of
desolation because “The Fair Lady,” a poem of twenty-six lines, contains a
compressed narrative scheme about the plight of a woman of nobie origin,
who, having lost her brothers to the war and been abandoned by her fickle-
minded husband, was driven from home into the isolated mountains to
fend for herself. And the immediate context of Chiang K'uei’s allusion is

" Wang Kuo-wei praises the style of Chiang K'uei's 12’ poetry but finds his paems
inferior in content. For example, he asserts: “No other 2% poet can surpass White Stone
{Chiang K'uei} in terms of lofty style and tone. It is a pity he does not concentrate on creating
an ideational state {i-ching Hi). As a result, there is no flavor beyond words, no sound
beyond the string, which fails him ia becoming a first-rate writer.” See Yao K'o-fu 4§,
ed., “Jen-chien tz'u-hua chi ping-lun hui-pien™ A REa 5 B i 5a el (Peking: Shu-mu wen-
hsien, 1483), p. 19. Also by Wang Kuo Wei: “White Stone has style but no leeling.” Ibid.
And more specilically, “although the style of ‘An-hsiang’ and ‘Shu-ying’ by White Stone
{Chiang K'uei) is lofty, not a stngle phrase hits the target.” Ibid., p. 16.

“+ Bee T. 5. Eliot, Sefected! Essays (New York: Harcourt, tosel, p.oygh.
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amenable to this association: the conceptual images of being away from
one’s home {&o-fi 741} and alone at sunset also connote uprootedness and
desolation in tradition. Given this multi-faceted system of meaning, the
second strophe implicates a spectrum of emotive and intellectual ideas,
encompassing the admiration for the dignity and integrity preserved despite
the adverse circumstances, and sorrow and pathos associated with the
personal misfortune beyond one's control.™ Such preordained multival-
ency is common among the allusive elements of “Shu-ying.”

Moreover, Chiang K'uei's innovative ferm brings about the maximum
release of the energies pre-ordained in the allusive elements. As is known,
the potency of allusion is a matter of potentiality rather than a given: while
allusions vary in efficacy according to the pre-established implicative systemns
of their sources in tradition, the function of an allusion, including its emer-
gent meaning and its range of implication, is shaped by the context of the
alluding poem.* In “Shu-ying.” the structural context is conducive to
maximizing the potential of multivalent allusions. The interdependence it
prescribes between the constituent strophes entails a coordination of
actualizing simultaneously the multiple allusions. While each allusion
provides a context for its surrounding elements, it has to derive its emergent
meaning from the context provided by other allusions. In this sense, the
verbal form of “Shu-ying” operates on the “principle of coordination™
observed by Yu-kung Kao: the various pre-established systems of meaning
engaged by the allusions are weighted equally; only the relevance of their
formal attributes to the emerging lyrical quality determines their share in
the overafl structure.” The coordinated actualization of these multiple
allusions, in turn, brings to the fore the mutually complementary formal
qualities embedded in the pre-established systems of meaning. Insofar as
each of these external systems is multi-dimensional, the interacting allusive
strophes can relate to one another on multiple levels. They may be, for

example, comparable in one aspect and contrastive in another.

® On whether the lady is a real person Tu Fu once encountered or a sellf‘image of the
poet created in an allegorical mode, a debate among the Tu Fu scholars dating back to the
Ch'ing dynasty al the latest remains inconclusive. ‘ .

3 That the formal context shapes the function of allusion is evidenced in the case of' An-
hsiang,” as the overt allusion to Ho Hsiin has an unambigous, unitary referent mentioned
earlier.

w See Yu-kung Kao, *Chinese Lyric Aesthetics,” in Alfreda Murck and Wen Fong, ed.,
Words and fmages {Princeton U.P., 1qg1), p. 58.
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Unconstrained by a linear logic, the constituent elements of “Shy-
ying” cohere by complementing one another on the tevel of formal attrib.
utes and abstract qualities. The structural form thus constituted is fluid and
supple enough to absorb or accommaodate the various shades of meaning
embedded in the pre-established frames of reference, shades of meaning
that would be mutually exclusive in the linear form of a clear referential
context. Accordingly, the form of “Shu-ying” is at once simple and com-
plex, in that all elements are condensed into one and at the same time
retain their interrelating qualities.”” Instead of referring to a unitary object,
person, or event, the verbal form of multi-leveled structure constituted by
the interrelated shades of meaning intimates a manifold inner experience.

“THE POWER OF EMPTINESS

To decipher the patterned images of “Shu-ying,” one needs to un-
cover the multifarious structure of underlying interrelationships defined by
the abstract qualities or attributes™ On the most discernible level, all the
constituent strophes are interrelated by means of connecting, in one way or
another, to the plum blossom. Some of them are related to the object
because the stories they allude to feature one female figure or another who
has something to do with plum biossoms, such as the Goddess of Plum
Blossoms in the first strophe and Princess Shou-yang in the fifth. Some
others are metaphorically related to the object because of the earlier poems
they allude to: the third strophe referring to Wang Chao-chiin {c. 34 B¢), 2
court-lady of the Han palace, for example, is linked to the object via an
implied metaphorical relationship established in a poem by Wang Chien
{circa #7-830, discussion to follow). Still some others are related to the
plum blossom by means of a metaphorical projection that can be inferred
from the context of “Shu-ying.” The second strophe, alluding to Tu Fu’s
poem “The Fair Lady,” promises a comparability between the plum blos-
som and the title character of Tu Fu’s poem.™ Likewise, building on a story

* Ibid.

" The phrase “power of emptiness™ comes from Simon Leys’s discussion of the Chinese
aesthetic principle that governs the formal configurations of emotive and intellectual energy
in various art forms, including painting, calligraphy, poetry. See Leys, “Poetry and Painting:
Aspects of Chinese Classical Esthetics,” in The Burning Forest: Ersays on Chinese Culture and
Falitizs (New York: Holt, Rinehart, and Winston, 1986), pp. 4-x..

* Ts'ao Tsu F Al (who passed the chin-shih examination in rrz21 after five failed at-
tempts) sets a precedent for comparing the plum blossom to Tu Fu's “Fair Lady ™ In “To the
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of a young prince’s vow to cherish his future consort, the sixth stroph-e
suggests a comparability between women and plum blossoms in their
ephemeral beauty or fragility. In this sense, the allusive fragments are
tenuously strung on a thread provided by the ostensible focus.of the
poem. On this more accessible level, the qualities associated with the
female characters constitute an ethereal, anthropemorphic identity rttf
the plum blossom traditionally respected by Chinese for its elegance in
fortitude and endurance. The poem composed mostly by interrelated
allusions thus objectifies the anthropomorphic spirit of the plum blossor‘n‘as
a symbalic object. On the other hand, another layer of the metaphoru?:ty
also holds: the various qualities realized in the name of the focal object
complement one another to evoke a general mood associated with thfe
urgent desire to cherish the memory of delicate and ephemeral beauty, be it
floral or feminine, literal or metapheric.”’ ‘

The versaﬁ]ity of metaphor testifies to the encompassing capacity of
the fluid verbal form composed of orchesirated allusions of multivalency.
As long as they are sustained by an emerging interrelationship in 'the struc-
tural context, the attributes or qualities embedded in a preestablished jv.ys—
tem of meaning can surface and be materialized into a stt:ain of meaning.
Operating on the aforementioned principle of coordination, a cluster of
interrelated allusions in the third and [ourth strophes tap into the cultural
memory to generate yet another possibility of meaning. The two str.ophes
are centered around Wang Chaa-chiin, the legendary court-lady in the

Han palace:

Chao-chiin, unused to the barbarian sands far away,
Longed in secret only for the land on the Yang—tze‘b
Her jade pendant must have returned in the moontight
Transformed into this blossom, hidden and solitary.

‘ : i Mu-shan": the Plum Blossom,” Ts'ac Tsu combines an image
g:f Solj ;1?}:‘535::1: “lﬁ:":lonizing Ch'in T ai-hsii’s Poem on Plum Blossoms™ and fhe Cc)me
borrewed from Ta Fu into the following: “A slanting bran.ch beyond the %aln;:om, / One
recalls the fair lady at sunset on a chilly day.” For Tsac Tsu T poerm, seef- Cs | 2 et:s: wality o

m oem reticently verbalizes the poet’s nostalgia for a female p

regarc;?éatasﬂ;epmost plausihlz possibility of meaning by some twenhelth—centu;y sc]u:n]a.rc.s.r
Hsia Ch'eng-tac, for example, believes the sentiment bemg evoked":s r}elat'e ‘tq o?;;:fm_
Chiang K'uei's former lovers. See Hsia Ch'eng-t'ao, ed., Chiang Po-shih 1z'u pien-nien

chiaw, p. 40.
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The two-strophe cluster exemplifies most clearly the palimpsest nature
of Chiang K'uei’s poetic language. Strands of intertextuality are intricately
interwoven into an underlying web of interconnections. First of all, the
reference to Chao-chiin by itself compresses a range of emotional energy
through poetic associations. Allegedly the most beautiful woman in the
Han palace, Chao-chiin was often remembered as an ill-fated court lady
unwittingly given away to a Tartar tribal leader due to the negligence of the
Han emperor.'" In the ensuing centuries since her story began to accrete in
and outside historiography, many Chinese literati — Chiang Yen {T.ifi
(444-505), Y Hsin Fif3 (512-580), Li Po 2 [ (701-702), Ou-yang Hsiu
B E (1007-1072), Wang An-shih F&H {ro21-1086), to name only
a few, have been writing about Chao-chiin or allude to her in their poems
repeatedly. Some of them seem to be making subtle political comments by
tapping into the common lore of Wang Chao-chiin. " Some others seem
more likely to be lamenting her fate out of sympathy and empathy, especial-
ly when they were suffering potitical setbacks or experiencing frustration in
their careers, as in the cases of Tu Fu and Wang An-shih.** The impulses of
self-identification implicit in these male scholar-officials’ poems, then, do
not arise from a perceived comparability in the referential specifics of her
story, Le., the unmatched feminine beauty Chao Chiin possesses or her
reflusal to bribe the portraitist so that she could be favorably presented to
the emperor. Rather, the self-identification is an implied self-comparison on
an abstract, generalized level, on the basis of unappreciated virtue, wasted
talent, unrealized potential, and tenacious loyalty.* Given this tradition of

1! One of the sources responsible for this vein of the lore about Chao-chiin is apparently
Fan Yeb's T {48y 443) Hou-Han shu # 1, which relates that the Emperor Yiian of the
Han is smitten with remorse upon the sight of the dazzling Chao-chiin but has to keep his
promise of giving the court-lady to the Ch'an-yii. See Hou-Han thu (SPPY edn.}, 11y, =h.

* See for example Ou-yang Hsiu's “Tsai ho ‘Ming-fei ch's™ T 14080, in Cu-yang Hsin
oh ftan-chi BNE 2218 (Hong Kong: Kuang-chih shu-chii, 1g6ig), vol. 1, P h4-

¥ Eugene Eoyang traces the genealogy of the Wang Chao-chiin legend from the Han to
the Yiian dynasty and reveals the translormations which the court lady’s story undergoes in
different historical contexts and from various perspectives of individual writers. Here, I am
focusing mainly on the significance of the Chao-chiin legend evolved during the Sung
period, which Eoyang's susvey skips. For Eugene Eoyang’s discussion, see “The Wang Chao-
chiin Legend: Configurations of the Classic,” Chinese Literature: Essays, Articles, Reviews 4
{tgBe), g,

1" In “The Song of the Bright Consort,” one of his peems about Wang Chao-chiin, for
example, Wang An-shih invokes the grievances of not only Chao-chiin but alsa the consort
of the Emperor Wu of the Han (also alluded to in the sixth strophe of “Shu-ying™), only to
draw a conclusion on frustrations as a human condition in general. For the poem, see Sung
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male literati’s empathy and seif-identification, the reference to the legen-
dary figure evokes a range of feelings of archetypal significance.

Specifically, the Han court lady is metapherically linked to the plum
blossom in a poem by Wang Chien mentioned earlier:

By the road of Mount T'ien-shan, FilBein —ek i
a plum tree N

Blossoms year after year under yellow clouds.  #.8 [ F}'f, ;f; T

Chao-chiin being dead, the envoy HE F B ¥ (2 (i [o]

of the Han returned,
The way-farers of various times can only
tether their horses. '

=
R
=
=
=
33
o

Engaged by Chiang K'uei's invocation of Chao-chiin in the poem
about the plum blossom, Wang Chien's poem could interject a two-fold
possibility of meaning in “Shu-ying.” It suggests a comparability between
the court lady long forgotten in her grave and the plum tree blossoming
alt by itself far from the Han capital {(Mount T’ien-shan refers to the one
located in today's Quter Mongolia rather than Hsin-chiang). At the same
time, it implies an additional sentiment through a contrast — while Chao-
chiin died unappeased in an alien land with no envoy from the Han court
to claim her, the plum tree blossoms annually indifferent to human vicis-
situdes.

On the basis of the associative motifs of frustration, displacement, and
alienation, the third strophe interacts with the fourth, which engages Tu
Fu's famous poem “On the Ancient Sites, 3.” Immortalizing the legendary
court lady, Tu Fu's poem is marked by the empathic energy invested in
evoking her grievance. Its second couplet, parafle! in structure, for example,
presents some contrastive images in a taut form: “Once she was gone, the
crimson terraces merged into the northern desert, / Only a green grave
remains, facing the dusky dimness.” * Drawing on the various versions of

ik yi-pai shou (Shanghai: Ku-chi, 1958}, pp. vu-u4.
m‘!:-"?“'i?lfis is t(he ﬁfst half of an eightﬁn!::]e poem, “The Plum Blossoms on _the Border
# |- 4" by Wang Chien. For the full text, see Ch'ian T ang Shik £IE#F {Peking: Chung-
gfs), p. 4470 '
h'-“:; T}:.-;} tfaﬁlf;ﬁon does not reproduce adequately the textural del:lsily and emoticnal
intensity of the original, partly due (o the irreconcilable linguistic dlscrepency‘bglween
English and the classical Chinese language. One of the sources of energy Tu Fu‘s 1mage.s
draw on should be the Hou-Han shu version mentioned earlier. Another‘alluswe detail
incorporated in this couplet is that Chao-chiin’s lone grave n::mains green in thn_: step{pl.les,
where the grass is white and withered. The color green is believed to be indicative of her
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the Chao-chiin legend, these parallel line-contained contrasts, between the
crimson terraces (palaces) and the desert, between the lone green speck and
the vast dim brownness of the foreign land, evoke a deep sense of regret
and loss. The compressed energy suggests the experiential intensity of the
empathizing T’ang poet, which helps perpetuate the archetypal significance
of Chao-chiin’s personal circumstances for scholar-officials subjected to the
grievances of exile, displacement, frustration, or lifetime disappointment.
With its indeterminate referential context and structure of multiple inter-
relationships, “Shu-ying™ is able to entertain the spectrum of feelings
activated by the allusion to Tu Fu’s poem.

The archetypal significance of Chao-chiin’s grievance is played out
further in the intricate web of intertextuality. In the densely textured two-
strophe cluster, the desolation of a forlorn Chao-chiin pining for homeland
is underscored by the “barbarian sands.” A synechdochic image of the vast
desert beyond the northern border inhabited by nomadic tribes, who since
the Han times often posed a potential or real threat to the Chinese, the
“barbarian sands” has become another emotionally charged image through
repeated use in poetry, often symbolic of displacement by war or political
exile.'” This charged image, in turn, constitutes an intertextual link to a iz
poem by Chao Chi #{% (1082-1135), better known as Hui-tsung #{5%
{r. t1o1-1126), one of the two Sung emperors captured by the Jurchen
invaders when the Sung capital succumbed to the Jurchens’ siege. The
poem was written when the emperor was taken away from the Sung capital
to the north, along with his heir to the throne and the ladies of both
palacesin tr27:

The jade capital - [ recall its bustling grandeur & 57 85 18 % 45 3¢
of old days,
The imperial residence ten thousand miles AEEFEX

away,
With the jasper towers and marble halls AR £ W
Filled with the music of strings and pipes B oy &

in the morning,

undying loyaity to her native southland, which is lush with green. Ts'ai Yung's £Li “Ch'in
ts'ao” ﬁ;'f{‘-iz}is one of the early sources of the green temb motif. For a discusion of Ts'ai
Yung's contribution to the Chao-chiin lore, see Fugene Eoyang, pp. 6—g.

17 In fact, the northern area Chao-chiin was sent to for marriage is steppe rather than
desert. But this association of barbarian sands with the northern border and beyond, hence
exile and alienation, has been dissiminated in Ppoetic consciousness.
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And the sheng flutes and p%-palutes arrayed  HF|HE

in the evening.

The flowering city, its residents gone, TEHALESHESE
is desolate.

The spring dream hovers over the barbarian FEgt i
sands.

The family hill, where is it to be seen? eI

One can only endure the Ch'iang flute BaxdE

Sounding “Falling Plum Blossoms” to the ¢t 24
last note."

With its harrowing tone of lament resonating with the “sad tune of the
Jade-Dragon” in “Shu-ying,” the Sung emperor’s poem is intricately en-
meshed in the intertextual network underlying Chiang K’'uei's poem
written some sixty-odd years later, While the exiled Sung emperor’s “spring
dream™ over the “barbarian sands” corresponds with Chao-chiin’s longing
for the Yang-tze from the “barbarian sands” far away, the contrast between
the emperor’s captivity in the barbarian land here and now and his glit-
tering palace there and then parailels the poignant contrast in Chao-chiin’s
experience so vividly envisioned by Tu Fu. This intertextually realized sense
of loss and regret is in turn reinforced by the unstated lament embedded in
Wang Chien’s poem juxtaposing the unclaimed Han court-lady in her
grave and the blossoming plum tree beyond the border. In such an intricate
web aof multifarious intertextuality, the allusive images in the two-strophe
cluster eveke multiple interpersonal parallells to establish a transpersonal
dimension of the inner vision: the poignant sense of loss encompases
several levels of lived experience, be it a personal state of desolation, the
disintegration of a political order, or the cultural decline of one's country.

The context of the poem characterized by a reciprocal interrelation-
ship as a whole sustains the associations of displacement and alienation
activated by the archetypal allusions.™ Gravitating toward the two-strophe

= A kind of flute originally associated with an ancient tribal people called Ch'iang, who
inhabited beyond the northwestern border of China, mostly in today's Ch’ing-hai and Hsin-
chiang.

1 See Chao Chi, “To the Tune of “The Charm of the Eyes’,” in €8T 2/8y8.

# The cluster of interrelated images centered on Chao-chiin is pivotal in another sense: a
hotly contested interpretation of the poem as an allegorical reference to the capture of the
Sung emperor or his concubines, shared among Chinese scholars since the Ch‘lffg Dynasty,
hinges upon the allusion to Chao-chiin. My view differs fram the earlier scholars’ in that I do
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nexus of multifarious intertextuality, the other two allusive strophes in the
first stanza yield also some complementary abstract qualities by drawing on
the pre-established systems of meaning they respectively engage. The first
strophe, alluding to the mythic nasrative about the goddess of plum blas-
soms, evokes not only wistful tonging for the ephemeral experience, but
also a sense of loss, as suggested by the mysterious disappearance of the
graceful lady encountered by the man, who wakes up next morning to find
only green birds perched on the tree. On this note, it resonates with the
second strophe to bring out the unspecified sense of loss that permeates Tu
Fu’s “Fair Lady,”™ Structured in the network of interrelationship, these
allusive images, though less charged than those in the two-strophe cluster,
contribute to the emerging lyrical quality of the poem.

The underlying pattern of interrelationship cuts across the stanzaic
boundary, even though the strophic constructions of the second stanza
seem to have a more coutinuos flow. In particular, the fifth and sixth
strophes (the first two of the second stanza}, aliuding to two unrelated
historical anecdotes respectively, stand out from the rest and apart from
each other. First of all, an allusion to a factual anecdote, in contrast with a
densely textured poem, has no pre-established ambience of symbolization
to benefit from; the fifth strophe, anecdotal in tone, in particular, seems to
promise a linear narrative. Secondly, compared with the other constitutent
images, the two anecdotal stories seem more incongruous. That the plum
blossom once favored a princess’s forehead does not add to the ethereal
qualities of the blossom evoked in the first stanza, and the innocent game
of a young princess’s cosmetic fashion-setting is a far cry from the displaced
court lady’s longing for her homeland. The allusion to another palace tale
about falling in and out of the emperor’s favor is equally outlandish, if not
more so. The two historical allusions, however, are not as recalcitrant to
assimilation as they seem to be. Chiang K'uei’s own concept of allusion
helps to illuminate the significance of his allusions in this context. In an
essay on poetry Chiang K'uei advocates the “empty use of familiar referen-

not think there is necessarily a unitary word-werld correspondence between a historical
figure alluded to and a particular persenality or event the poet might be thinking about.

# This allusion to “The Fair Lady” illustrates the fecundity of Chiang K'uei’s art of
allusion in comparisen with Ts'ao Tsu's use of the same borrowed image mentioned eatlier.
In Ts’ac"s poem on the plum blossom, the allusive image derived from Tu Fu’s “Fair Lady”
evokes unambiguously the unadorned beauty and secluded fragrance. The context of Ts'ao
poem does not permit the emotive associations with the sorrow over the female character's
personal mislortune and the desolation afflicted by war so prominent foregrounded in
Chiang K'uei's “Shu-ying."
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ces”™ { shu-shik hsi-yung SR F)."* Apparently, Chiang K'uei considers a
familiar frame of reference engaged by an allusion amorphous and mal-
leable once it is emptied of its referential specificities.™ Interpreted in terms
of Chinese lyrical aesthetics, the “empty™ use implies the function of al-
lusion not as a sign of a unitary referent, but as a symbol of multifarious
import. As Stephen Owen enunciates, the Chinese word empty, or plastic,
is “in the sense of something thal takes the form of whatever ‘solid’ it
encounters.... [n poetics, Asi (empty] is the attribute of feeling.”™* In the
light of this aesthetic concept, Chiang K’'uei's “empty use” of the historical
allusions is to extract the symbolic import from the quotidian or com-
monplace familiar to all members of the Chinese reading community. Using
the familiar events emptied of their referential specificities and divested of
their temporal particularity is to tap into their connotational capacity; it
constitutes another way to “dislocate language into the poet’s meaning.”
And the “empty” use of the allusions to the two palatial anecdotes is
predicated on the non-linear structure of interrefationship they are pat-
terned inte. Even though each of these two hypotactical strophes seems
semantically self-sufficient, the two adjacent strophes do not yteld a clear
point of reference when read consecutively. The tone of the modal con-
struction of the negative imperative in the sixth strophe does not obviously
follow from the reminiscing mood professed in the fifth. This dissonance
in viewpoint induces the two strophes to relate to one another by counter-
pointing, coordinating, complementing. Such a mode of textual activity, as
mentioned earlier, brings to the fore the shared qualities on the abstract

% The complementary point in his advocacy is the “familiar use of ohfscure references,”
which emphasizes equally the need of defamiliariz._ation: tl:ereby dls_lodgm‘g wo::ds inte the
poet’s meaning. See Po-skik tao-jen shik-shuo HTIH AFFi in Hsia Chengt'ao, ec!,, P-
shik shik-1z'u chi (Hong Kong: Shang-wu, 1g6i1), p. 68. While the essay is abou‘t s,‘u.b, lh’e
precepts Chiang K'uei advocates in the essay are implemented more faithfully“ in his &
poems than in his shik. Kuo Shao-yi ¥#{# made a similar observ?tlon: .Rt'rga.rdmg
Chiang K'uei's treatise on shift, his agtual writingdd:l:es not STJ:SLI::.E[“[-}: to his I{:wn lir:lmigohl:ia;::
to his tz'u poetry, he does not need to expound his insights, but he can e sa “have
imple:‘lzen];ed trl{e principles [he advocated].” B LI3E FC i « FLEI &tﬁﬁi&’ﬁtﬁfjﬁﬂt : -&
EiRE . TeRR  MAREEEEETH « See Kuo, Chung-kus wen-hsiieh pi-pling shik
P LS (Shanghai: Ku-chi, 1979 p. 259

=t Philip J. Ivanhoe calls my attention to the fact that when read out of the context, tbe
translation of Asii as “empty™ can potentially mean a “vacuous” reference, in contrast with
“vacuating” the reference, which is what I think Chiang K'uei probably means.

21 Stephen QOwen, Readings in Chinese Literary Thought {Cambridge, Mass.: Harvard Yen-
ching, rygz}, p. 588,
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level and relegates the referential specifics to the background, thus empty-
ing the familiar references of their referential particularities such as where
and when. The particular, factual details derived from different time frames
thus function in a similar way as the allusions in Li Shang-yin's “Inlaid
Zither” (“Chin se™ #f #£): they reach back “not to the linear time of his-
tory but... to archaic models which can be integrated into the present
moment and lift that moment out of the linear flow of historical time
into timelessness,"™

One of the generalized ideas activated through the coordinated
actualization of the two allusions is the impertal magnitude, associated with
the secluded palaces of two emperors, both posthumously entitled “Wu”
{militarily distinguished). This distinction of the imperial status is sustainable
in the underlying interrelationship within the second stanza: the “sad tune
of the Jade Dragon” in the seventh strophe contains another nexus of
intertextuality that reinforces the associative ideas generated by the histori-
cal allusions. On the surface, the “Jade Dragon” refers to a kind of flute, and
its “sad tune” echoes some earlier poems about a plaintive piece of flute
music known as “The Falling Plum Blossom.” The auditory image in poetry
is associated almost always with remote, borderland areas and often with
sorrow.™ In this sense, the seventh strophe is strung together with other
disparate strophes, though several times removed from the physical object
of the plum blossom. The feelings of displacement and desolation it evokes
contribute to the general mood of melancholy evoked by other allusive
strophes. On a highly symbolic level, the seventh strophe complements the
previous strophes in establishing the layer of meaning of the cultural
ramification: the “sad tune of the Jade Dragon” engages the same poem by
the imprisoned emperor Hui-tsung, who ends his poem with a harrowing
lament that he had to “endure the Ch'iang flute / Sounding the ‘Falling
Plum Blossoms’ to the last note.” Reduced to a prisoner of the barbarians,
the onetime Son of Heaven could do nothing but complain about the flute

% See Andrew Walsh, Roots of Lyric (Princeton: Princeton U.P., 10178), p. o4
“ In an eaclier poem titled “Falling Plum Blossoms™ (8 f:7%), the auditory image evokes
sorrow: “Hairs turn grey before the thrice-played tune ends” =€ KA IAGEH. In Li Po's
cem, for ancther example, *Listen to the Flute Music with Shih Ch'in on the Yellow Crane
Tower™ EIQSEEJ!E‘:‘?A&Ef‘%@ML“’A%," the flute piece about falling plum blossoms is also
asseciated with the sorrow of demotion and exile. See Wang Ch'i, ed., Li Tai-po ch'iian-chi A
KB ZHE 4 vols. (rept. Peking: Chung-hua, 1985}, 2/1076-77.
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music lamenting falling/fallen plum blossoms. The auditory image in “Shu-
ying,” resonating with the sad tune of the deposed Northern Sung emperor,
may very well be a metaphor of the deposed emperor’s poem.*” Thus the
seventh strophe finds its own context among the allusions to other empeors
and imperial palaces in “Shu-ying.”

All in all, as it turns ow, the second stanza coniributes to the under-
lying structure of meaning of the poem as a whole. The various strands of
meaning realized through the coordinated intertextual engagements in the
second stanza reinforce the cultural dimension of the inner experience,
expanding the scope of the inner vision. Reverberating in the echoing
chamber of the poem is a dominant overtone of nostalgia, longing, and
rvegret, over some unverbalized loss, unverbalizable, perhaps. Unspecified as
it is, the sense of regret and loss encompasses multiple levels: a personal
sense of loss exemplified by the grief-stricken Chao-chiin, which is em-
pathised by generations of male literati, and the cultural sense of loss
epitomized by the Sung emperor's drastic reversal of fortune, which has
seared the collective consciousness of the Southern Sung Chinese up to
Chiang K'uet's time.™

The knowledge of the prescribed interstanzaic relationship sheds light
on the resonance between the allusions across the stanzaic boundary. The
coordinated signification by the allusive images and fragmentary details in

57 1 am not asserting an allegorical link between the “dragen” and Sung Hui-tsung even
though the image is traditionally emblematic of an imperial reler. An antecedent of the
dragon’s lament in Ts'ao Kuan's #%f poem, “To the Tune of ‘Spring in the Han Palace
{(Han-kung ch'un}’: the Plum Blossom,” however, is tantalizingly suggestive of the deposed
emperor's poem. With “the mellow soup {ho-keng HIE: )" used in the same poem ap-
parently as a metaphor for political harmony within the court, Ts'ao Kuan dismissively refers
1o the “dragon's groans™ : “The dver city, the borderland flute—- / Let the dragon groan. /
What if it sounds the last note?® The self-assured tone suggests that the poem is from Ts'ao
Kuan's earlier career, when he served under Ch'in K'uai %488 {1ogo-1155} in varied
capacity, including being the tutor to Ch'in’s grandsen, and before his exile alter Ch'in
K'uai's death. Given Ts'ao Kuan's close tie 10 Ch'in K'uai, the pacifist prime minister who
insisted on appeasing the Jurchens at any cost, and the political resonance of his poem, his
disparaging reference to the “dragon’s groan™ has the potential for allegorical signification.
For Ts'ao Kuan's poem, see ST w2/ 1331,

#* The major sources of this general sense of loss are the collapse of the Northern Sung in
1127 and the Jurchens' continuous occupation of the northern territory ever since. About 20
years before Chiang K'uei's visit to his estate, Fan Ch’eng-ta, for example, went as the envoy
of the Southern Sung court to the former Sung capital under the Jurchen's occupation, and
wrole a number of poems transcribing the agony of the culwral loss he experienced or
witnessed. See for examyple Fan's poem “The Bridge of Chou 5" in Sung-shik yi-pai shou
{Shanghai: ku-chi, ry78}, p. 6.
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the two stanzas of the poem is predicated on a generic expectalion. In a
two-stanza #£'% form, the stanzaic transition is supposed to indicate a
paradoxical “continuity in discontinuation” (B0 187 In “Shu-ying,”
this generic expectation is exploited to create a relationship of incremental
repetition between the two stanzas. While the second stanza reinforces
what the first stanza sets out to accomplish, expands the scope of the vision
the first stanza is to establish, and deepens the theme or intensifies the
experience, it has to accomplish all this by exploring new channels of
energy. When the two stanzas of “Shu-ying” are read in light of each other,
the underlying pattern of interrelationship between the disparate allusive
strophes becomes more evident: the structural context of the poem induces
a systematized resonation, with its two stanzas as mini-echoing chambers
complementing one another. The real focus of the poem on ptum blossoms
is interiority. When the disembodied voice makes an uncharacteristic appeal
on behalf of the delicate and ephemeral, the concern is not about the
drifting of the blossoms but its dire human consequences. The ending of
the first stanza and that of the second are the same in signification but
varied in the degree of intensity, and the climax reached in the second is
expected, even though it is reached through understating. The last and
lasting image is but a reflection of displaced memory; “the herizontal scrofl
over the small window,” a crystalline form of patterned energy, teases us
out of thought as does Li Shang-yin’s “Inlaid Zither.”

Likewise, “An-hsiang” and “Shu-ying” constitute a macropoetic struct-
ure of thematic harmony. Granted that the two poems exemplify a water-
shed difference in linguistic approach and the lyrical or inner visions they
evoke vary in scope, the two poems complement each other. Pertélining
to retrospection and introspection respectively, they project a multi-
dimensional experience resulting from two complementary forms of lyrical
consciousness. In this sense, the relationship between the two poems is also
that of a “continuity in discontinuation,” with the latter broadening and
deepening the experience established in the former.

“ While this kind of stanzaic transition characterizes two-stanza &2'% poems in general, its
best manifestations in the man-iz' poems before Chiang K'uei's time can be found in Liu
Yung and Chou Pang-yen. For a general discussion of the interstanzaic relationship in the
mature two-stanza form of &2’ , see Kang-i Sun Chang, The Epolution of Chinese Tz Poctry
(Princeton U.P., 1yHa), esp. pp. 50-32.
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CHIANG K UEI'S DISTINCT ACHIEVEMENTS:
EXPANDING THE SCOPE OF VISION WITH ALLUSION

To use words in the reflexive mode is not merely a matter of changing
the style of the yung-wu &z'u. A more fundamental impact is on empowering
words; freeing words from a unitary connection to a singular referent allows
for the maximum release of their multivalent energy. In the reflexive mode,
“the word is felt as a word and not a mere representation of the abject
being named or an outburst of emotion... words and their composition,
their meaning, their external and inner form, acquire a weight and value of
Specifically in *Shu-
ying.” the metaphorical and allusive images are neither a mere representa-

i

their own instead of referring indifferently to reality.

tion of the plum blossom or an outburst of emotion. The fragmentary
images, likewise, “acquire a weight and value of their own.” Ultimately, the
collage form of “Shu-ying” as a whole refers to lived experience. But the
complex reality of the inner world, not informed by one particular set of
external circumstances or another but forged in the matrix of various planes
of experience all at once, is intimated only in tantalizing uncertainty.

Relying on allusion to evoke an extremely interiorized experience of
historical and cultural ramifications, “Shu-ying” itlustrates a correlation
between allusion and vision. As Yu-kung Kao observes: “Lyrical imagina-
tion belongs to an intimate and narrowly defined world, a world with the
poet’s own perception and memary as its baseline, a much limited one
when compared with the narrative world. What emerges from this imagina-
tion is the poet’s anticipation of the future, which is closely conditioned by
one’s own experience of the past and present; it has a very narrow angle of
field, unless the past includes the experience, which one has absorbed
through readings.™' In other words, the horizon of an inner vision can be
vastly expanded by internalizing the intellectual and emotive energy
preserved in the volumninous textual sources of the humanistic tradition. As
allusion opens lyrical imagination to an infinite vista, the poem composed
of interrelated allusions strung together by the focal object at the same time
adheres to the aesthetic principle of the yung-wu subgenre that lyrical
feelings should be intimated in the aura of the object.

% This is Roman Jakobson's definition of “poeticity.” See Jakobson, Language in Literature
{Cambridge, Mass.: Harvard U.P., 1487}, p. 378
 Yu-kung Kao, *Aesthetic Consequences of the Formal Quality of Tz's,” typescript, p. 24.
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Indispensable to establishing a multifarious inner vision, Chiang K'uei’s
art of allusion distinguishes him from many other allusive poets, including
his contemporary Hsin Ch'i-chi FE%8 (1 140-1207}, who is known for
piling allusion upon allusion only to draw parallels between the particulars
altuded to and his personal situation. This distinction of Chiang K'uei can
be illuminated by Charles Taylor’s observation of the “interspatial epi-
phany” in Anglo-American modern poetry. Defined in a secular sense, the
ephiphany in modern poetry is “the revelation of samething higher, not
reducible simply to a subjective response through the work or what it
portrays,” and the “interspatial” mode of epiphany cannot be understood
in expressivist terms.”” Without insisting on perfect trans-cultural concor-
dance, one may argue that the intertextually realized vision in “Shu-ying”
“happens not so much in the work as in a space that the work sets up; not
in the words or images or objects evoked, but between them.™ By the
same token, the plum blossom evoked by the allusive images in “Shu-ying”
is an epiphanic object. Indeterminate as it is, it stands out in its full opacity
te frame an epiphanic space; the very disruption and tension in what is
evaked sets up a space so that the interspatial epiphany comes through
presentation.''

Chiang K'uei's experiments with the poetic idiom and form in yung-wu
&% has a profound impact on the later development, shifting £z'% poems on
objects from the external, referential layer of reality to an inner, abstract
depth. His systemnatic use of allusion as a symbol of multifarious import
rather than a sign of unitary reference would come to characterize the yung-
un £2°u from the later Southern Sung period. In 1279, the year the South-
ern Sung Dynasty was toppled by the invading Mongols, fourteen poets
gathered to condemn the looting of the Sung imperial tombs and mourn
over the desecration of the bodies of the late Sung emperors. Using allusive
language in the reflexive mode exemplified by Chiang K'uei's “Shu-ying,”
the poets expressed their finely nuanced feelings about the personal and

"¢ See Charles Taylor, Sources of the Self {Cambridge, Mass.: Harvard UP., 198q), pp.
4747

t Ibid,, p. 474. o Ibid., p. 477.
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cultural disasters in their poems focusing on five objects respectively.” The
yung-wu subgenre thus reached its final stage of transformation, from an
idiom of limited capacity and scope to a versatile vehicle well-adapted to
articulaling manifold inner experience, integrating the past and present, the
personal and cultural, the mythic and historical.

LIST OF ABBREVIATIONS

csT Chiian Sung-t'zu %Ki

% This is not to say that the late Southern Sung yuag-wy poems stylistically copy “Shu-

ying.” Further stylistic variations take place in the later poetry. For a dilscussion gf thi.? later
group of yu-wu poems, see K'ang-i Sun Chang, “Symbolic and Allegorical Meanings muge
Tieh-fus pu-1"i Poem Series," HJAS 46, (2, 19806), 454-85. See also Chia-ying Yeh Chae, “On
Wang [-sun and His Yung-we T'n,” HFAS 4o (1980}, 53-91.
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