MAGGIE BICKFORD

Stirring the Pot of State: The Sung
Picture-Book Mei-Hua Hsi-Shen Puand
Its Implications for Yuan Scholar-Painting

ung Po-jen’s A= (fl. mid-thirteenth century) Mei-hua hsi-shen

pu WIEE M (Register of Plum-blossom Portraits) is a book whose
pages are more viewed than read: its fame derives from its pictures.
It is considered to be the earliest art book in the history of Chinese
woodblock printing. That is to say, scholars take it to be the earliest
extant woodblock-printed book in which pictures emerge from their
role as embellishment to words or as graphic elucidation of text and
become the center of interest in their own right.' The book’s pictorial
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the Brown History of Art Research Roundiable. I am indebted to Frederick Mote
for substandal scholarly help, and the following colleagues for reading drafis and
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! Unless otherwise specified, all references to Mei-hua hsishen p'u (hereafter
MHHSF) are to the Shanghai Museum copy of the only known Sung edn., the
Shuang-kuei t'ang rpt. edn. of 1261 (see appendix}; all figures are taken from the
facsimile reproduction of the Museum'’s copy, Sung Posjen, [Sung-k'o] Mei-hua
hsi-shen p'u RAGTEE ¥ (rpt. Peking: Wen-wu ¥, 1981). The opinion about
MHHSP’s historical place among art books appears in the Museum’s postface to
the latter and in Wang Qingzheng HBEIE, “The Ans of Ming Woodblock-printed
Images and Decorated Paper Albums,” trans. Maggie Bickford, in Chu-tsing Li and
James C. Y. Wau, eds., The Chinese Scholar’s Studio: Artistic Life in the Late Ming
Pertod, an Exhibition From The Shanghai Museum (New York: The Asia Society Galleries,
1987), p. 56. On my wanslaton of MHESPs title, see appendix. It is translated as
Album of the Joyful Spirit of Plum Blossoms in Susan Bush and Hsio-yen Shih, comps.
and eds., Early Chinese Texts on Painting (Cambridge, Mass.: Harvard UP., 1985), p.
244.Alfred Koehncallsit “An Anthology of the Enchanting Spirit of the Plum Flower”
in the intro. {unpag.} to his abridged reprod. and trans. of the book, The Flowering
Plum (Pei-p’ing: The Lotus Court, 1947). [ have made use of his annot. translations.
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program is the lifecycle of the Howering plum (mei #§, tree; méi-hug
1;@7{?, blossoms; Prunus mumeé). In oo full-page plum-blossom illustra.
tions it exhibits the plum’s development progressively, from bud (o
flower to falling petals and the setting of fruit. A title surmounts

each picture; and a five-character quatrain runs along its left side
(figs. 1a-s).

. Contrary to Sung Po-jen’s own statements about the Mei-hyq
hsi-shen p’u genre, some scholars classify it as an illustrated paintin
manual or model-book 2In an earlier work, I treated it as 3 delightfy)
manifestation of the craze for flowering plums that swept through
Southern Sung (127-1279) China.*It is that, but it is other things toa

Sung’s pictorial images are charming and inventive. More im-
portant is that they are effective: through them, he develops hig
thematic program as a lucid visual sequence, somewhat like a time-lapse
montage.* The hundred headings surmounting the prints are imag-
inative and ingeniously apt, using names such as “Snail Horns,” “He).
met,”and “The Raptor Swoops” (figs. 1c, 1j, rm). His verses, in contrast,

f For instance, Wang Fang-yu, “Book Hlustration in Late Ming and Early Qing
China,” in Soren Edgren et al., Chinese Rare Books, in American Collections (New
York: China Institute in America, Inc., 1984), p. 34 Sung’s statements are noted by
"["anaka 'I_'oyozé A S, “(Sdhon) Baika kishin JuT NG A (“[Sung edi-
tion] 5140- hsi-shen pu™), in Gasetsu Wi 32 (1939); rpt. in his Chigoku bijuisu no
kenkyt PERZUWTORIZT (Researches in Chinese Art) (Tokyo, 1964}, P. 209; Osvald
Siren, Chinese Painting: Leading Masters and Principles (New York: Ronald Press,
1956) 2, p. 156, n. 1; Bush and Shih, Early Chinese Texts, p.244; and Maggie Bickford,
Bones of Jade Soul of Ice: The Flowering Plum in Chinese At (New Haven:Yale University
Art Gallery, 1985), cat. no. 50, among others. Sung’s preface is discussed below,

* Bickford, Bomes of Jade, p. 28. '

' Tl‘}e eight sections of the book bear developmental tides:

1 “Peilei” % (“Unopened Buds,” 4 branches; ck 1, pp. ra—2b);

2. “Hsiao jui” /\§§ (“Small Buds,” 16 branches; ch. 1, pp. 3a-10b);

3-"Tajui” K# (“Large Buds,” 8 branches; ch. I, pp. na—14b);

4. “¥ k'ai” #%B (“About to Open,”8 branches; ch. 1, Pp- 152-18b);

5- “Ta-k'ai” A58 (“Fully Opened,” 14 branches; ch, 1, pp. 192-15b);

6. “Lan-man” % (“Full-blown,” 28 branches; ck 2, pp. a-14b);

7. Y hsich” 8K (“About to Fall," 16 branches; ¢k, 2, pp. 13a—22h});

8. "Chiu shih"” ¥t (“About to Set Fruit,” § branches; ¢, 1, PP- 232-25b). Here,
the number of branches is misrepresented as ¢ instead of 6, an error probably due
to the appearance of the number 4in the title of the image at the top of p. 2.

The time-apse effect is most dramatic in the initial and final sequences; the
large central sections (“Ta-k’ai” through “Yi hsieh”) display variations in the form
and position of mature blossoms,
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are clumsy, forced, and dense. Itis no wonder that nobody reads them.

So satisfying is this book as a Scuthern Sung cultural artifact
— reproductions only hint at its real charm — that most traditional
and modern scholars have taken it at face value, as divertimento not
as document.® If we think of this book as typically Southern Sung,
then how is it so? Certainly the devotion to mei-hua is pervasive in
Southern Sung literature and the arts.® Hundred-part suites of mei-hua
chileh-chi, or plum-blossom quatrains, are not extremely rare; one
poet even composed 8oo plum poems matching 8oo earlier verses.’
There also exist presentations of the plum’s life-cycle in the form of
pictorial-poetic programs.®

Yet, Mei-hua hsi-shen puis kupen A, ora unique exemplar,
in more ways than one. As an object, it exhibits a distinctive format. I
know of no counterpart to Sung Po-en’s title-image-quatrain ar-
rangement among surviving Sung woodblock-illustrated books. As
plum poetry, his hundred chiieh-chdi conspicuously avoid mainstream
themes and conceits; few of his images and allusions can be found in
the vast corpus of Southern Sung plum literature. If his poems share
the Sung predilection for dense allusion, they consistently draw upon
the classics and histories and only minimally employ the lyrical refer-
ences that are typical of mei-hua verse. The eccentricity of both Sung’s
choices of referents and the plum dialectic that he develops in his
preface would have been immediately apparent to his audience, the
Southern Sung “plum-loving scholars” and “like-minded gentleman”
to whom he addresses the book.?

Moreover, Sung Po-jen’s method of coordinating image and
text is unique among extant and recorded Sung pictorial-poetic se-

® Bush and Shih (Early Chinese Texts, p. 144) raise the issue of context and
meaning in their introduction to the transtation of Sung Po-jen’s preface.

® See Bickford, Bones of Jade, pp. 30—43.

" See Hans H. Franke!, “The Plum Tree in Chinese Poetry,” Asiatische Studien 6
(1952}, p. 112, n. 77.

* For instance Yang Wu-chiu's B## (1o97-1169) “Four Views of Flowering
Plum"; see fig. 4. Yang’s work is discussed below,

® MHHSP, untitled preface; standard-script text in shu &s'ung-pien B07 #HH,
Yang Chialo %5, comp. (pref. 1962; Taipei; Shih-chieh, series 1), vol. 10, text
no. 71, p. 2. All MEHSP preface references are to this edition.
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quences. Other plum programs present the life-cycle theme ang its
symbolic correlatives in parallel pictorial-poetic sequences: the st

of budding, blossoming, and falling are depicted graphically and o
evoked in textual images that are allied to such themes as the cc:u:re
of a love affair or spiritual development. “Four Views of IT'IO!v\rerir;lse
Plum” (fig. 4), an ink on paper handscroll by Yang Wu-chiu By
(1097-1169), is a fine example of this integrated approach to plum
apPreciation through painting and poetry. Lyricist, calligrapher and
pamter, Yang was the leading ink-plum master of his day. A.ccm:din
to the postface that he inscribed on “Four Views,” Yang made thi§
work in response to a request that he paint four stages in the life of
plum blossoms and compose a set of song lyrics on the same theme
The four pictorial sections of his scroll exhibit plum progressivel};
through stages of budding, opening, blooming, and scattering. Yang
the:'n recycles this plum-blossom sequence through four erotic song
lyrics that represent these growth stages and that also may be read a5
the stages of a seduction and its aftermath.” In contrast to Yang
Wu-chiu, Sung Po-jen develops pictures and poems independently of
one another. The pictures trace the plum’s life-cycle in a coherent
and continuous line of development; the poems do not. Nor is text
developed as orderly counterpoint to image; nor do the 100 titles
and 100 poems exhibit systematic internal development. Thus, in
making Mei-hua hsi-shen pu, Sung Po-jen fashions a pictorial plum-
!}lossom chain from which he hangs his various ideas in words. Signif-
lcantly, he synchronizes picture and poem only at the beginning and
end of the cycle. The first illustrated page of his book presents tightly
::losed buds (fig. ra) that are matched with a poem that evokes inci
1ency; the last page presents a pictorial image of fruit (fig. 1s) and its
matching poem evokes fruit. This stands in contrast to the remainder
f)f the book, in which the illustrated stage of the plum’s development
i1s unrelated to the imagery or metaphors of the quatrain. This method

" This work is reproduced in vol. 3 of Chu 0 li-tat hui-hua Ku-hung po-touvi
ts'anghua chi *@Ef’ﬁﬁﬁﬁﬁ'm% ﬁﬁﬁ%king: Jen-min mei-shgfﬁ;azl?r;?
23-35. For an cxtensive study of the work and the artist, see Bickford, Ink Plum,
forthcoming, Ca[n!:arldge UP. For an ink-plum and gatha series by Chung-jen {#{=
(d._i:a. 1533) t}_lat Jjoins plum’s life-cycle to spiritual themes, see Shimada Shajiro &
£ "85, “Kaké Chiijin no jo* FEHAMDFE, part 2, Houn W 30 (1943), p. 61
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provides a clue to his intentions.

Despite Mei-hua hsi-shen p'u’s attraction as an admirable object,

as a relic of Sung culture, and as an exemplar of the kind of cultish

projects undertaken by mei-hua devotees, once one understands Sung
Po-jen’s word-and-image strategy, considers his preface, and reads
his quatrains with care, the situation becomes complex. The question
then becomes, what is he doing here and why is he doing it?

In this paper I account for the peculiar characteristics of Mei-hua

hsi-shen $°u by proposing the following:

1. Mei-hua hsi-shen p’u derives from an illustrated practical text
on how to paint mo-mei £4, or ink plums;

2. Sung Po-jen adapts the utilitarian prototype to make a literati
artifact;

3. Sung systematically manipulates the word-and-image instruc-
tional strategy of the prototype in order to impose upon the
familiar mei-hua motif new readings that are exogenous to its
established traditions;

4. Many of the meanings so projected onto plum-blossom
pictures are political ones, striking notes of protest and calls
for dynastic restoration and renovation, military activism, and
energetic governance assisted by strong ministers; and

5. Sung Pojen’s formal procedures and the symbolic language
that he generates, imposes, and enforces are predictive for
the Yhan-period (r279-1368) situation in scholar-amateur
painting. The woodblock-printed schemata of Mei-hua hsi-shen
puexpose the formal and expressive strategy through which
Yian scholars would redirect the course of later Chinese

painting.

SUNGPOJEN'S WORD-AND-IMAGE
STRATEGY AND APOSSIBLE PROTOTYPE

The woodblock-printed images in Mei-hua hsi-shen p'u derive

from painting. These woodcuts imitate brush strokes. They reproduce
effects that arise from the use of the flexible-tip brush, not the chisel;
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and they observe the formal conventions of calligraphy as applied to
the art of ink-plum painting current in Sung Po-jen’s time. The
images exhibit the plum as a linear structure built from discrete
elements, whose separateness is emphasized by the clear display of
the beginnings and termini of the “strokes ” (for example, “P’in me;j”
& [“Knit Brows™]; fig. 1i). Continuous forms are subject to segmen-
tation. In depicting crisscrossed branchwork, the painter stops hig
stroke at the point of intersection and resumes at the far side of the
overlapping member. He does this to avoid the observable superim-
position of strokes that would subvert the illusion of solid forms in
space. The carver, who is not similarly constrained by his medium,
follows the painter’s procedures. Thus the diagonal branch in “O
ch’eng feng” $B3EMA (“The Osprey Rides the Wind”; fig. 10) starts
and stops three times as it passes behind twig and sucker. In painting,
the artist interrupts his branch-forming brush strokes to reserve inter-
stices into which he will insert plum blossoms. The carver, in images
like “Ch’uan hua tieh” Z27EHE (“Butterfly Threading through Flowers™
fig. n), segments the diagonal branch so as to form a gap to be filled
by the overlapping petal of a blossom. Because the petal here fails to
fill that gap, the depiction of the branch is organically implausible,
and the formal pictorial device is clearly exposed.

Other ink-plum painting conventions include shredded stumps
(as in “Hsien chung” f&#% [“Suspended Bell”]; fig. 1e) and knot
holes (“Wu-chiang san-kao” 2/ =% [“The Three Worthies of Wu.
chiang”]; fig. 1r}). Most striking of these transpositions from painting
to print are simulations of the flying-white (fei-pai T ) brush-strokes
with which the painter produces, in one action, the form and the
texture of scaly old trees. In images like “Ping-t'ao” Itk (“Double-
peach [Cap]”; fig. 1k), sets of parallel incisions carved in the block
result in striations that stand for those produced in painting by the
dry brush, pressed and quickly dragged over the painting surface.
These conceptual habits and formal conventions — linear structure,
systematic segmentation, flying-white bark and circled petals — all
may be seen in Yang Wu-chiu's “Four Views” {fig. 4) and all are
typical of Yang's approach to plum painting as recorded in the critical
literature of the Song and later periods.
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Sung Pojen’s preface states that the printed illustrations come
from sketches that he made in his garden; therefore, it is not surprising
that the prints reflect the techniques and conventions of painting.
Yet they consistently display characteristics that are not necessarily
encouraged by the process of xylography, as the flattening of curves
into angles would be. The insistent clarity of their display of constituent
elements (“Shuang 1i” 8% [“Twin Lichee”; fig. 11] seems almost an
exploded view) cannot be accounted for adequately by the graphic
properties of print or the incidental reduction of nuance in moving
from painting to woodcut. Instead, it seems to come from a systematic
simplification at the source: not paintings, but painting schemata. In
this regard, it probably is not accidental that we can observe significant
correspondences between Sung Po-jen’s wood-block prints and Yang
Wu-chiu’s painted plum blossoms. Because Yang’s art achieved the
status of orthodox model for mo-mei painting during Sung Po-jen’s
time, it is likely that the shared characteristics of Yang’s painting and
Sung’s prints represent the reduction and standardization of Yang’s
style, desseminated through printed illustrated manuals.

Each of Sung’s titles characterizes imagistically the graphic
configuration below it: for instance, “The Raptor Swoops,” “The Mantis
Flies in a Rage,” and “Helmet” (figs. rm, 1p, 5, respectively). In doing
s0, he employs a traditional convention of critical writing about cal-
ligraphy and painting in which animals, natural phenomena, and
implements frequently are used to name stroke-types and form-types,
or are used as similies for the formal qualities of brushwork or for
the execution of the strokes. Many centuries earlier, the calligrapher
So Ching &3 (239-303) described brushwork as fluttering “like a
startled pheonix, wings spread, but not yet aloft,” or “a powerful
steed furiously pulling at the reins.™' Wei Fujen’s ik A (d. 349)
“Diagram of the Batile Array of the Brush” presented a series of
illustrated model brushstrokes accompanied by textual glosses of the
following type:

" So Ching, Tv'ao-shu chuang @K, in Wang Yian-ch'i EI et al,, comps.,
Pei-wen-chai shu-hua pu 3L ﬁfglﬁ {1708; facs. rpt. Taipei: Hsin-hsing shu-chi,
1982; hereafter cited as PWG), ¢k 1, pp. 8b—ga (vol. 1, PP- 34#-354). The first phrase
is translated in Richard Barnhart, “Wei Fu-jen’s Pi Chen T'u and the Early Texts on
Calligraphy, * Archives of the Chinese Art Sociely of America 18 (1964), P. 23, N. 22,
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First stroke — Like a cloud formation stretching a thousang
& indistinct, but not without form,

Second stroke — Like a stone falling from a high peak, bouncin
and crashing, about to shatter. s

Third stroke — The tusk of an elephant or rhinoceros (thrust
into and) broken by the ground. 2 '

In “Principles of the Brush,” the calligrapher Yii Shih-nan -
ﬁ'ﬁ(558—638) wrote that the movement of semicursive brushstrokes
was like “the advance and retreat of a falcon in the autumn in a swifi
' and that the use of the brush in cursive script was like “the
swing and turn of dancing sleeves . . . the climbing monkeys Passing
over trees, the freed serpent searching water, light cavairy pursuing
the enemy, raging flames swee ping over the prairie.™®
. We do not know the extent o which Mei-hua hsi-shen p'u head.
ngs were invented by Sung Pojen or appropriated and adapted by
him from existing typological terms. For example, in a treatise on
how to paint mo-mei, Chao Meng-chien #iF & (1199~1264) uses terms
and phrases such as: “mouse-whiskers” (strokes that form stamens);
“deer horns” (a branch pattern); “smiling dimples” (a blossom form-
type); and, “dragged liked a rat’s tajl” (describing both the execution
and the appearance of brushwork that forms long, slender branch
tips}. Some terms, like “pepper—eyeS" and “deer horns,” are shared

12 . . .
: Wc:ifujen, Pi chen £'u %M, trans. Barnhart, “Wei Fusjen,” P. 16. Barnhart
reproduces a printed version of the illustrated page as his fig. d di
authorship and date. pa '8 1 and discusses

* “I’ang Yu Shih-nan Pi suj lun” R RERRin PWG oh o pp. 18b-19b
[vol. 1, PP 3sB-136A]; trans. Lucy Driscolt and Kenji Toda, Chinese Calligraphy,
Ne:: Orient Society of America {Chicago: U, of Chicago P., 1935), p. 23

\,fersiops of this rhymed treatise (written several years before 1257) survive in
Chao $ calligraphy. One is a colophon dated 1257 on Hsit Ya-kung's #55) (b.
TI41%) “PIurn and Bamboo in Snow,” Liaoning Provincial Museum; listed under the
entry Sung Yﬁin mei-l}ua hochfian” SEJ‘E%?E%%, in Chang Chao B8 et al.,
Comps., Shik-ch'ii pao-chi G EWE (1745, facs. rpt. of original ms., Taipei: National
Pal:cu:e Museur_n, 1971}, PP. 1206A-13B. The other is “Chao Meng-chien tzu shu
Meichu san-shih chian” B 5 2 4 Wi T Z#4, dated naéo; calligraphy handscroll,
:I'hc Mel.ropo‘hl:an Museum of Art, former John M. Crawford, Jr., collection; recorded
in Wang Chieh ¥7Ret al., comps., Shif-ch’ Pao-chi hsii-pien BRWEBER (793,
facs_. rpt of original ms,; Taipei: National Palace Museum, 1971), pp. 1934a~374. In
addition to a version of the poem that he transcribed in the Hsi Yii-kung colophon,
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by Chao and Sung Po-jen. However, Chao, like other ink-plum manual
writers, always uses them as technical nomenclature or descriptive
terms, whereas Sung puts them to other uses,

While Sung Pojen's descriptive vocabulary may draw on tradi-
tional usage, his page format is in fact distinctive. Although a variety
of picture-and-text or picture-and-caption formats is represented in
extant Sung woodblock-printed illustrated bocks, they do not look
like Mei-hua hsi-shen p'u. The closest counterpart to Sung’s pictorial
program and format is an illustrated practical text of unknown au-
thorship and date that (together with Mei-hua hsi-shen pwand other
plum materials) was collected and incorporated into Sung-chai mei-p'u
PATRAE % (Pine-studio Plum Manual), an encyclopedic mo-mei com-
pendium of ca. 1351, compiled by Wu T’ai-su RK#E (active mid-
fourteenth century),

Wu's instructional manual supplies the mo-mei novice with the
tools of this scholar-amateur artform. He brings together theoretical
and technical materials on painting, botanical classifications, a lite
anthology comprising mei-hua fu IR, chiieh-chii, and ku-shik %%, and
a hagiography of mo-mei masters. Some of the constituent texts, like
Fan Ch’eng-ta’s 8¢ K botanical Mei-pu 1§38 (ca. 186), are identi-
fied.”” Some, like Mei-hua hsi-shen p'u, are identifiable. No original
edition or complete reprint or transcription of Sung-chai mei-p'u sur-
vives. The best extant edition is an incomplete sixteenth-century Jap-
anese manuscript copy of an unknown abridged edition in the Asano
BT Collection, Hiroshima Central City Library.”® The Asano Sung-

Chao here inscribes another instructional poem on how to paint ink-plum blossoms;
the last two terms quoted above appear in this poem. For translation and complete
documentation, see K.S. Wong, assisted by Stephen Addiss, Masterpieces of Sung and
Yiian Dynasty Calligraphy from the John M. Crawford Jr. Collection (N. Y.: China Institute
in America, 1981), cat, no. g.

Composite text, typeset and punctuated, in Y& Chien-hua S8, comp., Chung-
kuo hug-lun lei-pien EBAGHEE (preface dated 1956; rpt. Hong Kong: Chung-hua
FE, 1973), p. 1049.

¥ Fan-is'un mei-p’u JERHERY, in Tso Kuei 23 (d. 1274+), comp., Pai-ch'uan
hsieh-hai B/ (ed. T'ao Hsiang P [187r-19401); Pai-pu s ung-shu chi-ch'eng
EEF#Z A, photorpt. of original edn.

" Issued in facsimile reproduction, with bibliographical introduction, collation,
and variorum typeset transcription by Shimada Shijird, as $Absai baifu FATE HEaE
(Hiroshima: Hiroshima chiid shiritsu toshokan, 1988); hereafter SCMP. All references
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chai mei-pu contains only 84 of Sung’s 100 illustrated pages. This
redrawn, and somewhat reformatted, Mei-hua hsi-shen p'u forms the
second in a series of four illustrated plum-blossom chiian, each with a
title-picture-poem format. ! Preceding it is an anonymous model-bogk
of annotated illustrations (tupu B or, better, typology manng)
(Yaipu FEH). Like Mei-hua hsishen #’u, the anonymous £'aip’ traces
the life-cycle of the plum through a series of plum-blossom images,
each matched with a morphologically descriptive title followed bya
quatrain (figs. za—d).!*

A typical t'aip’u page is reproduced as our figure 2a. Its title,
“The Bondmaid” (“Ya-huan t' ou” Y E#;or, literally, “Splayed-chingon
Head"), is followed by a verse that begins:

Two petals hanging down; top petal round,
Just like a girl’s deftly-combed chignons.

This couplet identifies observable affinities between the shape
of the hairdo named by the title and the form of the plum-blossom
pattern illustrated above. A quick check of verse and title against
pictorial image confirms that this blossom, as described in the poem,
exhibits a central circle flanked by pendant ovals — the configuration
aptly characterized as a female hairdo (in this case one associated
with slave girls).

More important in view of the instructional purpose of the
taip'u, the plum-blossom pattern so conceptualized and tagged is
easily remembered. The title and rhyme are mnemonics, They are
devised to assist the plum painter who must have in hand a great
number of such patterns in order to represent the multiplicity of

are to this edition and all figures are taken from it For other editions and for
Chinese derivatives, see Shimada’s introduction and see his “Shésai baifu teiyc™ £
FASHRE, Bunka 1k, 20 (1956}, pp. 11618

” Together these constitute ch. 3-6. The first two chiian treat plum blossoms;
the last two, plum branches. Their texts differ in poetic form and content.

" Both the Yaipu (figs. 2a—d, top row) and the redrawn MHHSP (figs. 2b—d,
middle row) display these elements differently from the arrangement in the Sung
woodblock-printed edition of MHHSP (figs. 2b-d, bottom row): the pictorial image
is now above the text, and the tide to the right of the quatrain. The manuscript
copy lacks printer’s rules and borders throughout,
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blossom growth-stages and positions presented by the flowering plum
in nature and to supply formal variation in a Painting genre that is
limited drastically not only by the scope of its subject-matter but also
in its constituent pictorial elements. The taip'u, thus, supplies its
user with patterns to be recalled by titles like ‘Bondmaid ” and “Ape
Face.” (figs. 2a and 2c, top row).

After running its course from budding to flowering through
forty-two pages of the t'ai-p'u, Sung-chai meipu recycles the flowering
plum through Sung Pojen’s Mei-hua hsi-shen p'u. There are significant
affinities and diagnostic differences between Sung’s work and the
preceding t'ai-p’u. The first pages of both the taip’u and of Mei-hua
hsi-shen p'u (fig. zb, top and middle rows, respectively) present the
same title and basic configuration, the buds much more developed
in the t'2ip’u. The bud-pattern entitled “Ape Face” (“Yitan mien "5
M) in the tai-p’u is named “Baby Face” (“Hai-erh mieq” B5AE) in
Mei-hua hsi-shen p'u (fig. 2c, top row, and 2¢ middle and bottom rows,
respectively), and other pages work similarly.*®

Whatever the correspondences in terms of pattern and tide,
the verses consistently differ. This is exemplified by the vai-pu's
Ch'ing yit " ZE/{ (“Receiving Rain”; fig. 2d, top row) and Mei-hua
hsi-shen p1’s “Ch'ing lu” %8 (“Receiving Dew”; fig. 2d, middle and
bottom rows). The affinity between the tides is clear. So is that between
the plum-blossom patterns: each figure displays a round central petal
flanked by a lateral pair, the rear petals fanning out to form a backdrop
for the splayed stamens. But the difference between the matching
verses is notable: the t'aip'u verse explains how to arrange formal
elements in a pattern that resembles fresh lotus in the rain; Sung
Po-jen, in contrast, uses this occasion to invoke the Bronze Immortals,

¥ SCMP 3, p. 72, and 4, p- uy MHHSP 1, p. 2a, The taip'u image is entitled
chigo-mu #J B ; the MHHSP counterpart, chiogoyen #IR (both may be transtated as
Pepper-€yes, or peppercorns). The orientation of the splayed branches vary: vertical,
pointing up, in the £'aip’; horizontal in the redrawn MHHSP, diagonal, pointing
down, in the Sung woodblock-printed edition. See also “Li hsin” FLL (“Halved
Pear™) in the faipu (SCMP 3, p. 78) and “Li” % (Plum [Prunus salicing]) in
Mei-hua hsishen p'u (SCMP 4, p. 127, and MHHSP 1, P- 92); and, “Ch’ing chu” %%
(Offering the Pearl) in the t'aipu (SCMP3, P-74) and “Fo-ting chu” #8158k, or the
"Pearl in the Buddha's Head,” in Mei-hua hsi-shen p'u (SCMP4, p. 18, and MHHSP
L p. 4b).
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imperially-commissioned sculpture whose dispersal evokes the loss of
empire,® Throughout, the t'ai-p'u verses focus on formal elements:
they very rarely raise allusions. Conversely, the quatrains in Mezi-hu.;
hsi-shen p'u rarely discuss graphic features; instead, they are packed
densely with historical allusions. To have employed similarities of
title and image, yet differences in quatrain content, points to the
possibility of purposeful adaptation.

Judging by the placement of the illustrated texts in Sung-cha;
mei-p’u (chiianz and 4, respectively), we may conclude that W T’ai-su
possibly considered the t'aip’u as earlier than Mei-hua hsi-shen pu.l
do not suggest that this specific t'ai-p'u directly inspired Mei-hua hsi-shen
P but that one of its type or genre — an illustrated, practical book
on how to paint plum blossoms — did.?! In fact, Sung Po-jen seems
to have appropriated an entire illustrated text, substituting his own
tiles and verses. Sung’s game was to take this word-and-picture setup
and tune it and turn it to his own taste and purpose. What, then,
were the rules of his new game?

The t'aip’u uses short imagistic titles to trigger rhymed in-
structions for making the appropriate graphic configuration. In this
situation the circle flanked by pendant ovals no longer is an arbitrary
combination of shapes but becomes a named motif, “The Bondmaid”
(fig. za). Under these conditions, it no longer floats freely but is tied
by its title to the particulars that are specified in the matching verse,
Sung Po-jen avails himself of such a title-timage-poem circuit in order
to induce a different effect: instead of the title calling up the form-type,
the named form-type calls up the content of the matching poem,
which now defines the meaning of the pictorial image. In this way,

L * See Li Ho Z® (791-817), "Chin-t'ung hsien-jen z'u Han ko S#{llA #85%,

in Ts’ao Yin % et al, comps., Ch'ian Tang shih R 7 (preface ryo7; rpt. Peking:
Chung-hua, 1960) 3q1, P- 4403; trans. (with annotadons) 2s “A Bronze Immortal
Takes Leave of Han,” in A.C. Graham, Poems of the Late T'ang (1965 rpt. Harmond-
sworth: Penguin, 1970), pp. 106—8. For the significance of the bronze immoruals,
see ibid., p. 107,

_ " Sung Pojen’s riddle-like discussion of whether or not his book is a £, what
!und of P"f it might be considered, together with his assertion in his preface that it
s not a painting model-book (discussed below) suggest to me that he thought that
his readers might recognize the format of his book as that of a practical manual. It
1s not surprising, therefore, that some scholars (for instance, Wang Fangyu, see n.
2) have considered MHHSP 1o be the earliest extant illustrated painting manual.
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he transforms the t'aip’u’s practical instructions into instructions of
quite another sort.

In Mei-hua hsi-shen p'u the title acts as pivot between image
and idea. Sung Po-jen imposes symbolic content on the image of
mei-hua through the intermediary of the imagistic title that character-
izes the pictorial image while displacing that picture to become,
itself, the point of departure for the matching poem. We can see his
game in play by examining “Michiao” &8 (“Deer Horns™; fig. th).
Sung starts with a flowering-plum pattern — a blossom in which two
petals form a symmetrical pair of diagonals that point upwards and
outwards. He names it; and he places the name above the picture.
Thus typed, the picture now gives way to words. “Deer Horns” supersede
plum blossoms as the key motif for the quatrain printed along the
left side of the page:

Yu yu cry the deer to one another

In the mountain grove, the wind and rain of autumn.
The moon over Ku-su Terrace,

Where Tzu-hsli once ordained that they would play.

Through the agency of this chdieh-chi, “Mi-chiao” generates its own
associations. These then play back upon the deer-horn-shaped plum
blossom. Now this plum-blossom picture is invested with arbitrary,
and in this case artful, meanings.

The quatrain contains a pair of allusions to deer (fu & and
mi-lu BERE). It opens with a close variation on the first line of a poem
from Shik-ching, or Classic of Songs. “Lu ming” B8 (“The Deer Cry™).?
From the harmony that traditionally is associated with the yu yu calls
of h,? the autumnal wind and rain of the second line form the
melancholy transit through which the deer leap ahead to the last
couplet where they allude to a speech recorded in the Shik-chi 37T,

2 “Lu ming” (“Deer Cry™), in Mao-shih yin-te %+%3 45, Harvard-Yenching Sino-
logical Index Series, suppl. g (Pei-p’ing: 1934; rev. edn. Tokyo: Japan Council for
East Asian Studies, 1962}, no. 161; trans. James Legge, The She King or the Book of
Poetry, part 2, book 2, Ode 1, in vol. 4 of The Chinese Classics (Oxford, 1861—72; 2d rev.
edn. 18g3; rpt. Taipei: Southern Materials Center, 1985), p. 245

¥ Gee Legpe, She King, note on Ode 1, 1. 12, p. 246.
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or Historical Records. There, Wu Pei fA#{ remonstrates with the king
of Huai-nan (Liu An 2%, 179-122 BC) by invoking a historica]
anecdote: '

I have heard that my namesake in ancient times, Wu Tzu-hsi
i+, admonished the King of Wu, but when the king refused
to listen to his advice, Wu Tzu-hsii said, “I foresee the day
when the wild deer will sport over the ruins of Ku-su Terrace. ”
Now I oo fear that the day will come when weeds and thorns
will grow over this palace and the dew will fall through its
shattered roof to wet men's robes!?*

Shik-chi’s biography of Wu Tzu-hsit (fl. late-sixth to early-fifth
century sc) records his repeated warnings to the king of Wu about
the dangers posed by the state of Yiieh, and how he urgently admon-
ished the king to follow up Wu's subjugation of Yieh with its an-
nihilation. The king rejects his advice. Wu Tzu-hsi is forced to commit
suicide. Ten years later Wu is destroyed by Yieh.

What does Tzu-hsii and the fate of Wu have to do with pPlum
blossoms? Nothing, at least up to now. Nothing except that the quoted
warning uses the figure of mi-lu among ruins; and mi-chiao (deer
horns) are what certain plum blossoms resemble, as seen through
certain eyes. The connection between word and image is arbitrary,
except from a subjective point of view.

Sung Po-jen objectifies his vision by printing “Mi-chiao” as the
title. One can see that it is morphologically descriptive of the printed
pattern below it. If one scans his page from top to bottom and right
to left, this connection seems not only plausible but, for the moment,
inescapable. Having registered the titfle “Deer Horns,” the viewer
casily reads the splayed lateral petals of the blossom as an antler-like
pattern. Having accepted “Deer Horns” as the proper designation of
this configuration, he is deftly maneuvred through short associative

B Shih-chi {Peking: Chung-hua, 1959) us, P- 3085 trans. Burton Watson, Records
of the Grand Historign of China; Transialed from the Skih chi of Ssu-ma Chien NXY.:
Columbia U.P. 1961} 1, p. 373.

® Wu's biography is in Shik-chi 66; trans, Yang Hsien-yi and Gladys Yang, Sefections
Jrom Records of the Historian (Peking: Foreign Languages Press, 1979), pp. 36—46.
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steps that conduct him from deer-horn-plum to the deer of Shih-ching
and of Shik-chi and to the prophecy of Wu Tzu-hsi, embedded in the
quatrain. Plum blossoms now become invested with political meaning.

Since the general development of the chiieh-chii moves from a
condition of harmony to one of destruction and desolation, the viewer-
reader, pursuing Sung Poyjen’s allusions, may attribute that unhappy
change to the breakdown in the relationship between the ruler and
his ministers. In traditional interpretation, the harmonious situation
found in Shik-ching’s “Lu ming” arises from the ruler’s generosity to
his loyal ministers.* Indeed, interpretations of all ten poems com-
prised by the classic’s Lu-ming decade (the group given its name
from the first poem) stress the reciprocity of ruler and ministers.
The thrust of these associations may be better understood as they
appear in the traditional interpretation of a Shik-ching ode of troubled
times, ‘Liu yieh”7XH (“The Sixth Month"), which is considered to
be one of the “pien hsiao ya” #/ M (“the Ya odes of changed
character™).” Here the “Small Preface” itemizes the deleterious effects
upon society arising from the abandonment of the conditions of “Lu
ming”: “When the state set forth in the ‘Lu ming’ ceased, there was
an end of such harmony of joy.” The Preface then proceeds through
the rest of the Lu-ming decade, lamenting abrogation in such phrases
as “no more such sovereigns and ministers,” “an end to loyalty and
truth,” and “good laws and order failed.”®

This brings us to the unhappy state of affairs between Wu
Tzu-hsii and the king of Wu, and Wu Pei and the king of Huai-nan.
In each case, ruin results from the ruler’s refusal to heed the warnings
of his adviser. Each case also is a demonstration of the obligations
{and fate) of the remonstrating minister, who is seen steadfastly to
reiterate his unwelcome advice in the face of anger, punishment,

* See Shih-ching, ‘Small Preface, ” trans. Legge, She King, Prolegomena, " p, 63.
In traditional texts the “Small Preface” appears at the head of each song, thus a
Sung-era author assumed that his allusion would evoke this authoritative interpre-
tation.

¥ “Liu yizeh,” Mao no. 177, trans. Legge, She King, notes on Ode 3, p. 281, and
“Prolegomena,” pp. 6566,

* Trans. ibid.; 1 have converted romanization and have replaced italics with
quotation marks,
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and, in Tzu-hsii’s case, death. If we examine the content and contexg
of both Wu Tzu-hsii’s admonition and of the commentary on “Liy
yueh,” we find a concern with warfare and the survival of the state. In
the first case, Wu (accurately, in the event) predicts ruin as the
consequence of the ruler’s disinclination to heed his adviser, recognize
danger and destroy the subdued enemy. In the second case, the
“Small Preface” states that the poem “celebrates king Hsiian's (826—8;
Bc) punishment of the northern tribes.” The song mocks the bar-
barians who “confidently occupied” royal cities and “overran” the
capital: “Badly reckoned the Hsien-yiin B3#.” It praises the Chou
king who ordered the expedition “To deliver the royal kingdom™
“To help the son of Heaven.” And it praises the commander, who is
seen “Discharging his military service/ And seutling thereby the royal
kingdom”; who drives the Hsien-yiin back north “As far as T'ai-yiian”;
and who, fit “for peace or war,” is “A pattern to all the States.”™
Commenting on this song, Chu Hsi 4% (1130-1200) notes that Hsfian
ascended the throne after a period of dynastic decay and abuse
during which time the Hsien-yiin (nomads), availing themselves of
Chou’s internal disarray, “invaded and ravaged the country.” The

campaign celebrated in “Liu ylieh” took place in the Wei River valley,

north of the capital, and now has been substantiated by bronze in-
scriptions.™

What is this material doing in a Southern Sung flowering-plum

picture book? Neither deer, nor these statesmen and commanders,

nor their rulers, nor military might had ever claimed a place in

flowering-plum traditions. But the issues were relevant ones in Sung

Po-jen’s time. With the death of the controlling chief councillor Shih

Miyhan $2#i# (164-1233), the invocation of personal rule & by

the emperor Li-tsung B5R (r. 1224-1264), and the recall of a coterie

of militant luminaries banished or relegated to the sidelines by Shih,

Southern Sung entered a period of change known to history as “Tuan-

p'ing (1234-1236) keng-hua” ¥ F (k. The 1230s were a time of mount-

® Ibid., p. 65.

* Ibid, stanzas 4 1, 2, 3, 4 respectively, pp. 28183
1] .
Ibid., p. 281,

* See Cho-yun Hsu and Katheryn M. Linduff, Western Chou Civilization (New
Haven: Yale U.P., 1988), pp. 258~62.
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ing aspirations, when the responsibilides and direction of governance
were hotly discussed. Fueling the internal debate was a dangerous
development: the Mongol conquest of the Chin. The Jurchen-Chin
dynasty asked for Sung help in repelling the Mongols and were refused.
In 1233, after long, punishing campaigns against the Jurchen, the
Mongols invited the Sung to join them in finally extinguishing Chin,
which fell early in 1234. Now the question concerned the lack of a
buffer between the Sung regime and the Mongols. The Sung naturally
wished to redeem the Central Plains, with its old Chinese capitals,
which had been ruled by the Jurchen and now were only lightly
manned by the Mongols. The political debates raised the entire range
of practical and moral issues of governance, sometimes cast as fulmi-
nating remonstration against the current state of internal affairs.
The activists prevailed. In mid-1234, the Sung mounted its northern
expedition, briefly occupied Pien-ching ¥ (the Eastern Capital of
Kaifeng) and Lo-yang (the Western Capital), then were routed by
the Mongols.®

We now must consider whether Sung Po-jen’s plum pictures
and doggerel bear such close reading? Are we reading too much into
a plum-cult divertimento? Or, do we indeed reach Sung Po-jen’s
intended message of the blossoms? One can begin by observing that
“Mi-chiao” is not an isolated instance. In the pages of Mei-hua hsi-shen
p'uwe find other such titles: ‘Snail Horns, ” “Basin, ” “Helmet, ” “The
Raptor Swoops, "and “The Mantis Flies in a Rage ” (figs. ic, if, g, mm,
1p), which similarly serve as formal and symbolic pivot: each charac-
terizes the morphology of its graphic counterpart and sets the theme
for an accompanying poem that alludes to a political situation. If, for
a moment, we treat these prints simply as a series of ink shapes, it
seems as if Sung Po-jen is making and taking his own Rorschach test,
in which plum patterns elicit his preoccupations through his successive
acts of verbal interpretation, What, then, is on his mind? In order to

** For these developments, sce Charles A. Peterson, “Old Ilusions and New
Realities: Sung Foreign Policy, t217-1234," in Morris Rossabi, ed., China among Equals
Berkeley; U. of California P., 1983), pp. 204—39, and his biographical notice, “*Cheng
Ch'ing-chih,” in Herbert Franke, ed., Sung Biographies (Wiesbaden: Franz Steiner,
1976; hereafter cited as $B). My discussion foltows Peterson.
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approach Sung’s authorial intention more closely, let us first examine
his preface, and then turn to the contents of his book.

SUNG POJEN'S PREFACE

Sung begins by declaring that he has become obsessed by
plum blossoms 5 #88%; he then traces the progress of this obsession
climaxing in the making of his book.* He records that he has haci
plum orchards planted, has had viewing pavilions built, and has had
a collection of his plum poems printed. Yet his mei-hua aspirations
remain unfulfilled. Often he finds himself despairing that there is
something about the special attraction # of mei that he still cannot
fathom, and he takes comfort in the thought that only a man like his
ancestor Sung Ching R} (663-737), a statesman of intrepid integrity
and the author of a famous “Mei-hua” fu, could understand exhaus-
tively the subtety of the blossoms.*

The flowering of his plum trees brings a rush of exaltation:
he feels his “vitals suffused with pure frost,” his “shoulders mantled
by cold moonlight.” Then serenity gives way to restlessness and to
frenzy. Insatiably, he paces about the garden, smelling, rubbing, blow-
ing, chewing the various parts of the flowers, like an addict who
cannot get enough of his drug.

Sung Pojen then redirects his obsessive admiration along more
rational lines. He observes how the blossoms grow in varied positions
and postures. He isolates the plum’s special quality of purity; he
identifies the blossoms with groups of virtuous hermits, scholars, and
poets from antiquity and the more recent past; and he removes these
human and botanical worthies from contaminating comparison with
peony and peach.*

H MHHSP, “Preface, *Pp. 3. | have utilized, with changes, the translation of
Bu{h and Shih, Early Chinese Texts, pp- 282-84 For “obsession” in literadi life, see
judlt_h_'[‘. Zeitlin, “The Petrified Heart: Obsession in Chinese Literature, Art, and
Meglcme," in Late Imperial China 2.1 (1991), pp. 1-26.

[ am grateful to Charles Hartman for interpretation of this passage. A "Meihua”
fuauributed to Sung Ching is collected in Ch'en Yaan-lung BT, comp., Li-tai
Su-hui BAVBEEE (rpt. Chiang-su ku-chi and Shanghai shu-tien, 1987) 124, pp. 1—1b
[p- 501]. The earliest appearance of a version of this text known to me is in SCMP
IL, Pp. 218-20; typeset transcription, p. 29596,
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He now launches a systematic program of appreciation. He
delineates blossoms in developmental sequence from bud to flower
and from full bloom to decline, producing 200 pictures. He culls
these to yield 100 representative images, and inscribes each with a
poem. In doing so, he says that he has created a work that may be
regardedasa “meichuap’u” #1E 5, a plum-blossom register. He writes
next, however, that it is a p’u 7 and yet it is not a p'u. Yes, it may be
called a p’u to the extent that taking a likeness of plum actually is
like painting peony, bamboo, and chrysanthemum, which have p’u.
But, no, “The present case is not such a p'u” $IEH Y, at least not
in the sense of a technical manual. His desire, rather, is to supply the
needs of plum-loving gentlemen ##§:21. To that end he has had
his work cut in wood blocks and printed.

Now, he frets that it may be mocked as a frivolous waste of
time and of no redeeming social value. He counters by conjuring up
the image of his intended reader:

Surely there must be a like-minded gentleman who, at times
when the plum has not yet flowered, may, in a moment of
leisure, open [my book]} and can have the “horizontal and
slanted” (plum branches) of Ku-shan flil] (the West Lake
hermitage where Lin Pu FRAE (967-1028) wrote the celebrated
poem to which “horizontal and slanted” allude) and the lone-
liness of Yang-chou (where Ho Sun fil# [d. ca. 534] wrote his
famous plum poem) simulated in his breast. {Thus,] scarcely
will he pass a day without seeing mef and to the end of his life
will not forget the meaning of mei-hua #8762 &Y

Sung Po-jen closes this discussion by reasserting what his intention is
not:

* The purity of flowering plum and of plum-ike personae frequently are
developed in contradistinction to flowers considered voluptuous and worldly; peony
and peach are Favorite foils.

¥ See “Shan-yiian hsiao mei” [[JE/IM8 (“Small Flowering Plum in The Garden
on The Hill"), wans. Hans Frankel, in Bickford, Bones of Jade, p. 165. For Ho Sun,
see Frankel, “Plum Tree,” pp. g7-98.
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This is not a case of establishing mo-mei [painting] models. As
for mo-mei, we already have the school methods (R %) of Hua.
kuang #3% (Chung-jen {412; d. 133) and Yang Pu-chih 5%
Z (Wu-chiu £, 1097-1169) which are beyond my abilities 3

He then renews the challenge to his work through the voice
an interlocutor. This “guest” reminds Sung that in ancient times the
plum’s fruit could slake the thirst of Ts'ao Ts'ao’s B (155-220)
armies and “season the pottage in the bronze tripod [of State]” 1<
43€. He exhorts Sung, saying that the making of this book surely
will impel those concerned with the country’s welfare to conduct
themselves as upright generals and ministers HAUH A 848,and 1o
bring about peace. In contrast to this worthy mission, the interlocutor
decries present-day plum devotees whose preoccupation with intro-
verted aestheticism he finds epitomized by the couplet

In the garden grove after snow, just then see half a tree;
By the bamboo fence at the water’s edge, suddenly horizontal
branches.

Sung’s devil’s advocate charges that this is a case of “shunning essentials
and pursuing trivialities” € Z<Fijit sk

Perhaps Sung Po-jen’s fever and fervor are, after all, perfectly
normal, at least for a mei-hug maniac. The author-interlocutor anti-
thetical structure is unexceptional. Further, for a Southern Sung
literatus of a certain type, there is nothing remarkable in contlating
aesthetic self-indulgence with spiritual development and moral re-
sponsibility.™ Yet it is odd that Sung repeatedly indicates that his
book is not what it may appear to be. The way in which the interlocutor
introduces military and political allusions also is curious. The plum’s
fruit is frequently met in plum literature in just such contexts. The

* For the possibility that this disclaimer arises from a resemblance of his book
to contemporary illustrated painting manuals, see above, n. 21. He is telling his
reader again that his book may look like a practical manual but it is not one.

* The plum-cultist Chang Tzu #Rs {usz-aft. 1211} is an outstanding example.
See Bickford, Bones of jade, PP- 33-39, and Shuen-fu Lin, The Transformation of the

nese Lyrical Tradition (Princeton : Princeton UP, 1978), pp. 26—41.
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interlocutor, in contrast, however, develops his argument so as to
isolate mei from mei-hua and elevate fruit above flowers. This is a striking
inversion of dominant flowering-plum usage and values.

In developing the opposition between worthy and unworthy
outcomes of flowering-plum inspiration, the interlocutor condenses
and quotes the ideas of Ou-yang Hsiu BXEF & (1007—1072). Where he
exhorted upright generals and ministers, Sung was paraphrasing Ou-
yang's praise of his colleague Han Ch'’i 8% (1008-1075).# Qu-yang
had used the formula “H A 18" (followed almost exactly in Sung’s
preface) to recognize Han’s accomplishments as military leader and
as chief minister. But Quyang’s reference had nothing to do with
plums. The allusion is, however, appropriate to an activist agenda of
dynastic renewal. “Going out as general or entering [the court] as
minister” invokes the early-T'ang ideal of wen X and wu £ in balance
and embodied in leaders skilled equally in governance and in war-
fare "

Most significant is the interlocutor’s choice of the quotation
that he uses to censure contemporary plum appreciation. The couplet,
which celebrates plum in a snow-covered garden, was composed by
the early-Sung recluse-poet Lin Pu, who was revered as the patriarch
of plum poetry.” Moreover, it had been singled out for praise by

*“ Ou-yang Hsiu, “Hsiang-chou Chou-chin t'ang chi” ﬁﬁilﬂﬁﬁa(“l{eco_rd of
the Hall of Wearing Brocade in Daylight™), in Ou-yang Wen-chung kung wen-chi 8§55

EBAICH (SPTK edn.} 40, pp. 3045, which supplies all of Sung’s language here.

" See Howard Wechsler's discussion of Ju-hsiang chu-chiangin Denis Twitchett,
ed., Sui and T'ang China, 589-906, Part I, vol. 3 of The Cambridge History of China, P
200, noting that the ju-hsiang ch 'u-chiang officials of the 7th c. indicate “a society in
which a leader needed not only to be adept as an administrator and a scholar, but
also to be trained in the martial arts, as was the emperor himself," According 1o
Tx'uyiian @, the phrase * ch 'u~chiang ju-hsiang,” appears in reference to the merit
of Li Ching ZEX§ (575649) in Chen-kuan chengyao BIRKE. Wechsler (p. 200)
considers Li to be representative of the ju-hsiang ch'u-chiang type. According to Dai
Kan-Wa jiten XEHIBM, the related phrase “ch’u-ju chig-hsiang® occurs in the
T'ang-shu FE biography of Li Teyi ZEHH (787-850). o

Han Ch'i, Li Ching, and Li Te-yii each served as chief minister; each distinguished
himself repeatedly in military actions against barbarians; and each was invested
with the tide Weikuo kung @B 2 (Duke of Wei), by which Ou-yang refers to
Han in “Hsiang-chou Chouchin t'ang chi.” On Han, see James T. C. Liu, Ouyang
Hstu: An Eleventh-century Neo-Confucianist (Stanford: Stanford U.P., 967}, pp. 40—4L.

*® See Lin’s “Mei-hua” (*Plum blossoms™}, poem z, in Li E Z%, ed., Sungshik
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Huang T'ing-chien #28 (1045-1105). Huang preferred it to Lin’s
most celebrated poem, “Shan-yiian hsiao mei” (1| B[\ (“Small Flow-
ering Plum in The Garden on The Hill"), which contains the key
plum phrases “an-hsiang” 8% and “shu-ying” Bif¢ (sparse shadows
and hidden fragrance),® Sung Po-jen’s preface had raised the Lin
Pu eremitic ideal, yet now the interlocutor relegates Lin’s couplet to
the role of foil in an activist-escapist dialectic, dismissing these immortal
lines from the fountainhead of plum poetry as inessential. How can
this happen in a book devoted to flowering-plum appreciation? In
the context of the Southern Sung plum cults, this stance is patently
perverse.

What is more, Sung Po-jen, now speaking in his own voice,
agrees with his fictive challenger. He thanks his accuser and says that
this is just what he had in mind in the book's final image, titled
“Bring on the Pottage for the Shang Tripod” (“Shang ting ts’ui keng”
PO AESE; fig. 1s). “In that case,” the interlocutor replies, “this register
has not been made in vain and cannot be called a mere divertissement,
of no help to the world.” Thus approved, Sung Pojen then signs his
preface, cum confession, “for the benefit of those to come, ”

THE GAME INPLAY. WORDS
AND IMAGES IN MEIHUA HSLSHEN PU

If Sung Po-jen promises a plum garden, it is of a peculiar
kind. While his “like-minded gentleman” could feast his eyes on 100
plum-blossom pictures, he would, if he actually read Sung Po-jen’s
text, be hard-pressed to find there much from the classical plum-
garden world — the typical Flowering-plum Hermits and Plum-blossom
Beauties, fragrant breezes, moonlight and snow, and shimmering
Jjade. Instead, Sung’s reader finds dynastic founders and restorers,
ministers and strategists, and calls for action and caution. With one

chi-shih FREFFLLHE (rpt. Shanghai: Ku-chi, 1983} 10, p. 248, For Lin Pu and the rise of
flowering-plum appreciation, see Bickford, Bones of Jade, pp. 22-24.

b Huang T'ing-chien, “Sha Lin Ho-ching shih™ ¥ RIM3% (“On Lin Pu's
Poetry”), in Yii-chang Huang hsien-sheng wen-chi %88 % 454 30 (SPTK edn.) 26, p.
296. For “Shan-yiian hsiao mei,” see Frankel in Bickford Bones of Jade, p. 163,
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significant and two incidental exceptions, the exemplars, images,
and ideas that Sung Po-jen uses in his work have no apparent connec-
tion with mei-hua.™
The book opens with an image embodying incipience. A branch
of tightly closed buds (fig. ra) looks to Sung like a stalk of grain, and,
as his quatrain directs, should prompt one to think of Kuang-wu-ti %
¥ (Liu Hsiu 8I35; b. 5 8C; 1. 25—57 AD), who restored the Han
Dynasty. A blossom about to open evokes the “Gold Seals” (fig. id) of
Su Ch’in B3 (d. 317 8e), federator of the Six States. The spreading
petals of an opened flower remind one of the bronze “Basin” {fig. 1f)
of T'ang, who overthrew the Hsia tyrant and established the Shang.
Splayed petals, like “Deer Horns” (fig. 1h), call up the story of Wu
Tzu-hsq, as discussed earlier. As the flowers approach their end, a
blossom that has shed its first petal (fig. 1q) evokes the “Four Grey-
beards” (“Ssu-hao” %) who came out of seclusion to support the
heir-apparent of Han Kao-ti &7 (Liu Pang I#; r. 202-195 BC).'“
In matching his plum-blossom pictures with imagistic titles,
Sung Po-jen associates mei-hua, as other poets and painters did, with
birds, insects, and animals. But the images that he uses seldom have
been seen in plum poetry and painting before. Seen through his
eyes, identified by his titles, and explicated by his verses, the blossoms
become swooping raptors (fig. 1m) or canny prey (fig. p). Or they
may take on the appearance of the “Snail Horns” (fig. 1c) that in the
text of Chuang-tzu are the seats of the fictive kingdoms of “Bash ” at.ld
‘Bully, ” whose bloody territorial disputes are likened to the conflict
between the states of Wei and Ch’i.* While others stick blossoming

“ One of the few quatrains typical of Southern Sung plum-blos.so;_'n verse is
“Ch'i feng” 858, (“Wind-swept™; ch. 2, p. 20b). It makes reference to Lin Pu and
the Shou-yang princess (daughter of Wu-ti [r. 420—422] of Sung), whc,:’ figures in an
anecdote that explains the origins of the “plum-blossom make-up” pattern; see
Frankel, “Plum Tree,” p. 97. .

 Su Ch'in’s biography is in Shih-chi 69. For T’ang’s inscribed basin, see Ll:le
classic Ta hsiieh sect. “Ming-te " BAE), trans. James Legge, The Great me:ng, in
vol. 1 of The Chinese Classics, p. 361. For the intervention of the “Four Men™ (i.c.,
Ssu-hao), see Shik-chi 55, pp. 2044~47; trans, Watson, Records 1, pp. 145—49. The admo-
nitions of Wu Tzu-hsi are discussed above.

* See Chuang-tzu 25 (“Tse-yang” RIBY), in Chuang-teu yin-te BEF 318, }{amrq-
Yenching Sinological Index Series, suppl. 2 (Pei-p'ling: 1932; rpt. Shanghai: Ku:chl,
1986), pp. 70—71; trans. (as “The ‘Snail’ Dialogue”) in A.C. Graham, Chuang-tzu: The
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E)ranchcs in their hair, Sung Po-jen sees before him a
Helmet” (fig, 1), which prompts him to think of the e

Central Plains. Other cultists drink from plum-blossom wj bo

Sung Po-jen looks at these concave flowers and he sees ritu;ebro::z

vessels. To him, they are yu B, chi ' ] ;
e Yull, chieh 8%, huei B, i %" and ting

sty iron
unredeemed

SEASONING THE POTTAGE
IN THE SHANG TRIPOD

If some of Song Pojen’s allusive analogies seem forced, plums

and politics meet unambiguously in his invocations of th

mposl (ting) and its potiage (keng), the cliché of all ﬂowerizs}}:lz:lnrg
cIu:'hes. As the blossoms approach maximum bloom, Sung presents
a.n 1ma‘ge of a full-blown flower (fig. 1g) and surmounts it with the
title “Ting.” His quatrain raises issues of legitimacy and statesmanship:

From Chiaju to F en-yin
Great fame transmitted imperishably,

The world €xpectantly awaits the seasoning of the pottage.
Is there someone with the ability to put his hand to the task?®

. Ting are an ancient symbol of dynastic legitimacy in China
Their legendary creation and transmission to worthy rulers is weli
kr.low:n: c.ast in Hsia, transmitted to Shang, and lost by Shang alon
with its virtue. In his first couplet here, Sung Po-jen picks up thiE
“trzlmsmlssxop at the point when king Ch’eng of Chou (r. 1115-1079 BC)

ings the ting” — that is, establishes the capital — at Chia-ju (near
modern Loyang) BEZMAEIES and takes it forward to the re-

—_—_—

fnter Cc};aﬁtem (1981, rpt. ‘London: Mandala Books/Unwin Paperbacks, 1986)

;3 34 C.E}u ¢ér trans. and interpretations in Arthur Waley, Three Ways Qf T:‘wug’-hxpﬂ:

4 r::;uBﬂ:rmnﬂ{‘N ;Itgsi?[;l rTP';, goa:zd;n City, N.Y: Doubleday Anchor, n.d.), pp- 64-63

196?3, il ' plete Works of Chuang Teu (New York: Columbia U.P,,
These four not pictured here; see MHFHSP 1,

-
) I lha.rfk F. W. Mote for assistance in this tr
mterpretation are my own,

PP. 133, 14b, 172, 192,
anslation. The final version and
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covery of the long-lost precious ting during the reign of the Han
emperor Wu & (Liu Ch’e #I%; r. 141-87 8c) at Fen-yin (in modern
Shansi).*

Reference to the plum is introduced in the closing couplet,
where “seasoning the pottage” finds its locus classicus in Shu-ching, or
Classic of Documents, which records that king Wu-ting of the Shang
dynasty charged his minister Yiieh g to teach him:

“Be to me as the yeast and malt in making sweet spirits; as the
salt and plums B in harmonizing (the flavors of] the pottage
*ug' nhl

Keng, the “pottage” of this passage, was a kind of thick soup, or stew,
popular in ancient China; and, as Chang Kwang-chih points out, its
preparation ‘is characteristically an art of mixing flavors.” Plums,
according to Chang (and to traditional commentators on this passage),
were used to impart a sour taste and “were often mentioned with salt
(yen mei) as the chief seasoning agents.” %

Wu-ting’s esculent exhortation takes the forthright admoni-
tions of the virtuous minister to be as essential to good government
as fermenting agents are to wine-making, and strong seasonings to
the stew. There exists also the impliction that the function of these

“ For the transmission of the ting see Chun-ck'iu Tso chuan cheng-i Bk I
$# (Hshan 3), in Shik-san-ching chu-shu += 50 {rpt. Peking: Chung-hua, 1980),
p. 1868; trans. Legge, The Ch'un Ts'ew with the Tso Chuen, in vol. 5 of The Chinese
Classics, p. 293, and Burton Watson, The Tse Chuan (New York: Columbia UP.,
1989}, pp- 81-83.

* For the Han recovery of the ting, see Shih-chi 28, pp. 1392 ff., and 1383 trans.
Watson, Records 2, pp. 48 ff. and 36; for references to the recovery of the fing in
sacrificial hymns, see E. Chavannes, Les Meonoires Historiques de Sema Ts'ien (Paris:
Ernest Leroux, 18g95-190s and Paris: Adrien Maisonneuve, 1969), vol. 3, part 2, and
appendix 1, part 2, nos. 12 and 15.

* Shang-shu chengi MiWIE®, sect. “Yich ming hsia” 2@ F(Shih-san ching
chu-shu edn.), p. 175; trans. modified from Legge, The Shoo King, part 4, book 8, in
vol. 3 of The Chinese Classics, p. 260.

2R C Chang, ed., Food in Chinese Culture: Anthropological and Historical Perspectives
(New Haven: Yale U.P., 1977), p. 31. Although commeniators treat yen and mei as
separate components, it is likely that they form a compound that means salted
plums (actually, pickled plums}, as in the Japanese umeboshii#T L . In later literature
yen-mei BNE was used to represent the forthright scholar-official,
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briny and acidic condiments, which counteract the blandness of
pottage, is like the function of the frank minister at court in bal . Fhe
t_be smooth speeches of sycophantic colleagues. The political inz'lnn f_lng
tions of Wg seasoned with yen and mei are elaborated as extepcllca-
metaphor in a dialogue on the difference between ‘assent " o
“harmony” 1 in Tso chuagn.® "t and
- Sung .P0~jen’s quatrain, then, links the tripod symbolism of
legjltlrna'cx with the plum-pottage symbol of the able and u ri 1(-:
chief minister., No contemporary reader could fail to undefstag t
.these allusions. In numberless essays, poems, and inscriptions on
1nk-p1urn paintings, writers expressed their political aspirations a::g
frustral:.nons through the phrases “harmonizing the pottage” (ko keng)
“blent.:hng the pottage ” (tiao keng), and the ‘Shang tripod. ”Indecd’
the cliché was so popular during Southern Sung that the plum cultis;
Sll;;r;g T;u ?Eﬁ (mr53-1211+) listed “making poems that allude to
rsof...° i i “ inati
ma ]?.l'ossooms.”!“1 ending the Pottage,” ” among the “Abominations to
Tim:cg here marks the third time Sung Po-jen invokes the pottage
and the tripod. We have encountered it twice before in in the authof’s
preface. First, the interlocutor invoked the ability of plum to “%season
the pottage in the bronze tripod "as a mandate to make a plum-blossom
book capable of moral suasion. The author replied that the ‘end of
the book has fthe image entitled] Bring on the Pottage for the
Shang Tripod 'with that very idea. ” :

. In.deed, on the last page of Mei-hua hsi-shen p'u {fig. 1s), Sung
Posjen raises these issues for the fourth time in closing his hundn;d-part
cycl.e. The final image displays the remnants of a plum blossom that,
havu'lg shed all its petals, exposes developing fruit. He directs its
reading by invoking the Shang ting and its keng in the title on top;
and, he makes his meaning plain in the verse inscribed at its side : ,

58
Tso chuan (Chao 20) Pp. zog :
4 <0}, pp. 3—94: trans. Legge, Chun Ts'ew, p. 684,
Sh:sf:-ckmg song quoted in this passage is “Lieh tsu” %% l\-'lau::l 20 ;:: p- G84. The
Chang Tzu, Yiithao tang mei-p'in BIR B ( i \
 Tzu, h A AEME & (“Flowering-plem Classificati

cs)(f:‘i[lat:e-Radlance Hall"), quoted in Ch'i-tung yehyi B EEF3E ("%\l’:)rdT fmﬂ;S;EE:':ds
h‘ho ar from the East of Ch'i"), Chou Mi R, (late-13th c.) comp., T'ang Sung
shibliao pi-chi ts'ung-k'an edn, (Peking: Chung-hua, 1983) 15, p. 275.
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Stripping off white [blossoms] gets green-jade [fruit],
The taste still bitterly sour.

Soon the dream will become reality:

When the pottage is seasoned, peace on earth.

Unlike the multitude of plum poems that mourn the falling of the
blossoms, here the promised end is the fruit that is the agent of (the
regeneration of) legitimate governance. Coming at the end of the
cycle, it engenders a new beginning; and, if we return to the start of
Sung Po-jen’s book, we find again the tightly closed buds (fig. 1a)
and a poem that urges us to think of emperor Kuang-wu of the Han,
who was able to chung-hsing B — to restore a dynasty.

A POLITICAL INTENTION

We saw in the preface that Sung Po-jen feared ridicule of his
pastime. He countered by imagining an ideal reader who, by means
of his book, would “never forget the meaning of mei-hua.” Sung’s
purpose, then, was to instruct “like-minded gentlemen” in the proper
way of reading plum-blossom significance.

With respect to this goal, the force of Sung Po-jen’s medium
— print — should not be underestimated. Through the course of
Mei-hua hsi-shen p'u, the reader will be schooled in Sung Pojen’s
personal plum-blossom language, presented as textual glosses on
graphic patterns and objectified as a printed book. Sung thus creates
a situation in which he projects his particular concerns as definitive
readings, definitive at least within the confines of his book.

By instructing his reader in the correct interpretation of the
blossoms, Sung’s book may reflect ancient traditions of interpreting
nawral phenomena as omens, a practice that historically involved
political manipulation in China. Or we may be tempted to relate
Sung’s strategic readings of plum configurations to the interpretion
of hexagrams. One thinks, for instance, of the “Ting” (“Tripod”)

hexagram.”

% Gee Richard Wilhelm, trans. Cary F. Baynes, The I Ching or Book of Changes,
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How political is his message and how poj ?
with the antithetical rhetoric otg the prefaclz. ;?ie;a;egftzﬁid?er
reference suggests that Sung Po-jen has availed himself of the erfwe
mously popular mei-hua motif in order to lodge political conce -
t?etween the covers of a book on plum-appreciation. We haye $ o
lines like “The world awaits the seasoning of the pottage/ Who eel?
have the ability to put his hand to the task?” and his cxemplar:lfl‘
dynastic founding and restoration, for example T’ang of Shan, an?:l
.Han Kuang-wu-ti. There are auspicious imperial omens such ug‘u&
jen hsing” # A E (“Canopus”)* and “Ting” (figs 1g and 1s). Moreover
king T"ang’s basin (fig. f) is inscribed with an injunction appropriate,
to dynastic reform: “If you can one day renovate yourself, do so fro
day to day. Yea, let there be daily renovation.”” Evoked by “Recei\.rinm
Dew™ (fig. 2d, bottom row), the dispersed Bronze Immortals recalgl
the endless shame of loss of empire, while the Tripod holds the
promise of recovery.®® “Helmet" (fig. 1j) evokes a longing for the
past and for a future that requires immediate action:

The rusted iron presses chill upon my shoulders,

The Ceatral Plains, I think longingly, are not yet requited
On what day sweep aside the border dust .
And again tie on my courtier’s cap?

Sung Po-jen develops the thrust of these allusions through
f:he use of internal reference. We have seen, for instance, how the
interlocutor, challenging the author to make a politically moral book
used a phrase that harked back to Ou-yang Hsiu and Han Ch'i og

—————

Bollingen Series 19, 3d rev. edn {Princeton: Pri
gen . . ) : Princeton ULP., 1968), h
50 L‘Tmﬁ ). PP- 19397 and 64146, A FesT e
- Not pictured here; see MHHSP1, p. 4a.
T heii . . .
* For e ronse mora e e e o i S Gl .
For y above, n. 20. Han Yi {768-824) invoked
the fing in “Song of the Stone Drums,” where he described the calli;:raplz;;)inscrib:d
B;::m them with tI:e_phrase “Ancient tripods leap from the water. . .” Stephen
€N comments: Sn:lce the Yian-ho period (806-20), during which this poem
was written, was considered to be a 'restoration’. . . of T'ang power, the stone

drums had special meaning for Han [Yq|." i ?
Han Yd (New Haven: Yale L;‘.P., 1975), p{. zl;]B ec his The Foary of Meng Chiao and
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early Sung and further to Li Ching 23 (571-649) and the early-T"ang
ideal of wen and wa. Similarly, we remember how the firstlevel allusions
of “Deer Horns” were enriched as they were extended by association
to the ode “Liu ytieh.” Here, the “Small Preface” raised the spectre
of the abrogation of responsibility and reciprocity; the ode praised
the king who revives his failing dynasty, the prowess of the men who
drive the barbarians back north, and the virtues of the commander
Chi-fu who is a model of wen and wu, “A pattern to all the States” 3¢
REREH AR

Political significance may be seen in other, more tangible,
ways. The thrust of the material discussed above seems to aim at the
situation at the court around 1238, the approximate publication date
of Mei-hua hsi-shen p'u. Mentioned already was Tuan-p'ing keng-hua,
the period of change when Li-tsung asserted personal rule and the
enemies and rivals of Shih Mi-yiian were recalled to court. We also
noted the Mongol annihilation of the Chin in 1234, followed by the
Sung’s disastrous attempt to retake the former Chinese capitals. But
in addition, a great fire in Lin-an in 1237 prompted the emperor to
call for “direct criticism.” It is possible that Mei-hua hsi-shen p'u was
one such remonstration.®

In light of these events, we return to “Tripod™ (fig. 1g). Sung
developed his allusions there by means of a particular mechanism.
He opens the quatrain with the place-name “Chia-ju.” Chia-ju then
leads the reader to a passage in Tso chuan about the transmission of
the dynastic tripods. The ancient details surrounding the king of
Ch'u are now more relevant: he has just done Chou the good turn of
putting down the Jung 3 tribal people. Having advanced to the Lo
River, he is reviewing his troops at the border of the Chou royal
domain, where the Chou emissary comes to thank him. Thereupon

*® Legge, She King “Liu yieh,” pp. 28x-83. Chu Hsi comments: *If not for uen
he would have had no means by which to attach the people to him. If not for wu
he would have had no means by which 1o force the enemy into awe-struck submission.
Able in wen, able in wy, therefore the States could use him as pattern.” See Shih-chi
chuan 5 #5% (rpt. Peking: Wen-hstieh ku-chi k'an hsing she, 1955) 10, p. 6a.

* On the Lin-an fire, see below. Suggestive for the perceived political signifigance
of this book is MHFSP's reprint date of 1261, when Chia Ssu-tao WABUE (r213-1275)
was in power, and the Sung was in internal disarray, economic distress, and at war
with the Mongols.
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he asks about the tripods, and the emissary gives not Jjust their history
but also a speech on dynastic virtue and the mandate to rule, Hig
recitation concludes: '

+ . . King Ch’eng fixed the tripods in Chiaju and divined that
the dynasty should extend through thirty reigns, over sevey
hundred years. Though the virtue of Chou js decayed, the
decree of Heaven is not yet changed. The weight of the tripods
may not yet be inquired about. 5!

Might the ancient speaker as well have been speaking of the virtue of
the Sung in the aftermath of the Mongols® destruction of the Chinp
This is not an isolated case. “Oyster Shell” (“Pang-k’o” fzy e
and “The Mantis Flies in a Rage” (fig. 1p) also refer to ancient warnings
of the disastrous outcomes of mistaken strategies: the former, of the
wages of prolonged stalemate; the latter, of the danger of permitting
the prospect of immediate gain to distract attention from impending
danger.” If Song Pojen employs these images to speak to events of

# Tvo chuan (Hsiian, 3), p. 1868; trans. Legge, Chun Ts'ea, P- 293, romanization
converted,

replied that it would be the snipe who would die (of starvation). As they argued, a
fisherman captured both of them. “As for the present case of Chao attacking Yen,”
Su Tai continued, “if Yen and Chao are locked in prolonged stalemate, the populace
will become exhausted and, I fear, Ch'in will play the part of the fisherman.” See
Chan-kuo ts'c BRBIR, ch 2, as cited in T2'uyian. The mantis quatrain refers 1o
Chuang-tzu’s observation of a cicada. The insect is so delighted with its shady
perch that it is unaware of a mantis who is about to grab it; the mantis, in turn, is
so intent on getting the cicada that it is unaware of a magpie watching it; the
magpie is unaware of Chuang-tzu, who has cocked his cross-bow. Chuang-tzu is so
engrossed that he forgets himself. Aghast at this exhibition of serial predation, he
drops his bow and hurries off, only to be pursued as a poacher by the park-keeper.
See Chuangtzu 30 (“Shan-mu” HiA), p. sq; trans. Watson, Chuang Tzu, pp. 218-19.
Sung Pojen’s use of the term “Yellow bird" (%) instead of Chuang-tzu's “strange
magpic” (8 3%) probably reflects a parallel version employed in ancient remonstra-
tons on military policy; see Shuoyiian B3 (sect. “Cheng-chien” IE3#), Liu Hsian
F11(77-68 nc), comp., and Han Ying's 8% (fl. 157 8c) Han-shik wai chuan B
4, ch. 10, cited in Dai Kan-Wa Jiten. Moreover, twice in Chuang-tzu, courtiers are
warned by the example of a mantis which, unaware of the limits of its strength,
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the recent past, he may have been referring to lthe Sung court’s
relations with the Chin and the Mongols. If concerm.ng current. e?.rents,
he may have had in mind factionalism and short-,mghu?d pohaes:. If
concerning the duty to admonish one’s ruler, Sung’s cht')lce of classtca.l
allusions would remind the reader of the remonstrations following
the great Lin-an fire.* . -
Sung Pojen’s frequent allusions to ministers and strategists
now take on further significance. In addition to those already noted,

we have:

1. Duke Wu (Wu kung B2}; 812757 Bc) who, after the Ch’fian-
jung A7 killed king Yii of Chou, led troops in aid of Chou,
pacified the Jung, and was made a duke by king P’ing of
Chou.®

2. Fan Li 788 (5th century sc), who assisted king Kou-chien 4
2 of Yiieh (496-465 Bc), then withdrew to a little boat, wan-
dered rivers and lakes, and went on to amass fortunes which
he gave away to poor friends and relations (fig. mr);%

3. The Two Shu —#% (Shu Kuang & and Shu Shou %%; fl. second
half of the first century sc), who were tutors to emperor
Hsdan’s (Liu Ping-i; r. 74~49 8¢) heir-apparent and who, after
virtuous service, “knew when to stop,” retired from court, and,
revered and richly rewarded, shared their largesse with
relatives and friends at home:*’ -

4. Yen Kuang B3 (37 o~43 ap), who came out of seclusion to

t3 o stop a chariot by angrily waving its arms in front of it. See Chuang-tzu 4
?E_]t:ecl:lz:hi:n slﬁh" Arﬁﬁ},}( p.gn,yand 12 (F'ien-ti XH), p. 30; trans. Watson,
Chuang Tau, pp. 62 and 133.

* Remonstrations discussed below.

% Not pictured here; see “K'uai hsing pien” ﬁ&_-ﬁ:? MHHSP 2, p. 15 an;:ll
Shih-ching, “Ch'i a0” #{ B (Mao no. s5); trans. Legge, She King, Pp. 9193 The Sm;ll
Preface says that this song was made in praise of duke Wu’s virtue when he
entered the court of Chou and was chief minister (see Legge, She King, p- 46‘]. For
the events noted ahove and for duke Wu's virtuous rule of Wei, see Shik-chi 37 p-
1591; trans. Chavannes, Mémoires 4, p. 193,

% Shihechi 129, PP. 3256—8; trans, Watson, Records 2, pp. 479-81.

“ Not pictured here, see MHHSP 2, p. 243; and Hen-shu B ¥ 75, trans. Burton
Watson, Courtier and Commoner in Ancient China Selections from The History of the
Former Han by Pan Ku (N.Y.: Columbia U.P., 1974), Pp. 162-65.
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assist his friend, the future em

withdrew:® peror Kuangswu, then selflesly

came out of his life of retirernent to assist Liu Pej
founder of the kingdom of Shuy;%®
6. TsuT'i 3% ( 266—321), the Chin Irredentist, and hig friend

Liu K'un 818 (271-318), who remained in the north and
worked for the restoration of Chip.?

- Plunf blossoms, moreover, evoke the emotions engendered b
political actions of ancien¢ times: ’

1. The gratitude of the people of Wei to duke Hyan of Ch’i
(684—642 BC) who, after the Tj fktribe defeated them rescued
them and reinstated the Wei, and sent them rich gifE3°"

2. The despair of the slandered and exiled minister Ch’i,i Yian

88
Not pictured here; see MHHSP , b; E:
Ch:ng’-hua. 06 3o sep M » P- 245 and Hou Han shu 5% (Peking:

Not pictured here; se ; h =
Ch;;ng’-hua, o ¢ MHHSP 2, p. 7b; and San-kue chih ZHE (Peking:
Not pictured here; see MHHSP 3, imij
. ere; » P 8a. Similar to “Deer H ® i i
enatz::ll?_d “The Cock in the‘Wood Beats Its Wings” (“Lin chj pai g?;%ﬁm%%agﬁls
glo_jenl:go\g;i:stﬁ?ﬁn;wg:;{gck clapping its wings in the cold which Sun;
C € Jai-ting's cock crowing in the cold wind i i
if;;ll;:»g?’dﬁzgﬁ t;}rl_gg&conc;l .hr;le: “In wind and raingit does not ch:ng:ni(:sr?:l?ésholfs
' N » which refers to “Feng yi” B (M ;
She King, P- 143) and its interpretation i e cace ag o n: aree,
G A . ation in the Small Pref: |
disorder, the writer longs for? superi St change hia regs Of
y 1or man who does not ch hi
conduct™ {trans Legge, She Ki o i The croming ooy
\ _ . 5 ng, Prolegomena, p. 51 maodified). Th i
1s the pivot for the second cou let; in Ii it t e cockoram o ok
_ : Plet in line three it becomes th k i
middle of the night that awakens Tsu T i ereupon aeian e
_ d Liu K'un, who th i
dance. Sce biography of Tsu T"i in Ch; 2 ited iz W st B g
Ance i -shu 5K, cited in Dai Kan-Wa 4 i
K'un’s ambition to work in the bt , ® see R or Liu
_ _wor north to restore the Chin, see Richard
tCr::;:;ﬂ -S;ﬁs;-.guzfgz-yu( ;} New Account of Tales of the World, by Liu ?’fc};x;t::?!;;
tu Liun (Minneapolis: U. of Minnesota P h i
P- 47. Other anecdotes cited in Dai Kan-Wa jiten indi e consbe s flem -
anecdote later was interpreted as an o 1 of impending poreaoclcCrow of this
cdote Tpr men of impending political chan €. Th
clo-f]u;? l:ne. of Sung Po-jen’s quatrain urges males to wakengthemselves. g The
(“Mu-kz; EL?T;&EC‘N; see MHHSP 1, p. 8a. The image is entitled “Half Papaya”
(Man oda b r:ra #). The second couplet refers to the Shik-chingsong “Mu-kua”
tha s 4'a.d ns chge. She I(mg,‘ PP- 127-8) and to the Small Preface, which says
e ‘31 ide in praise and gratitude for the conduct of duke Huan toward the
ple of Wei (see Legpe, She King, Prolegomena, PP. 46—47).
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FBJ (third century sc), wandering along the embankment
before drowning himself in the river;™

The isolated loyalty #L7& of Su Wu 2R & (first century c), who
was rescued from barbarian captivity in the north by means of

the deception of a letter said to have been tied to the leg of a

goose ;75

4. The rage of Fan Tseng 73 (278—204 Bc) who, foiled in his
attempt to assassinate Liu Pang (Kao-ti; r. 202-195 BC),
smashed the jade dippers presented to him by his adversary.™

Sung uses other images to embody the scholar’s aspirations
for official success, imperial recognition, and distinguished service.
Flame-like stamens remind the poor scholar of the golden-otus lamps
that the emperor sent to light the way of eminent scholar-officials.”
Finike petals bring to mind the fish who successfully leaps the rapids
at Yi-men #F] and is transformed into a dragon — a metaphor for
achieving the highest official success.” Flat-spread flowers recall the
fringed hat, “Mien” &, of Chou, which Confucius considered to be
an attribute of well-regulated government.”

In all, about one-third (if not more) of the hundred combina-
tions of titles and quatrains in Mei-hua hsi-shen p'u speak to public
engagement. Yet, many other texts are noncommital, even somewhat
escapist. They focus on self-preservation, reclusion, and the enjoyment
of natural beauty and of beautiful women. For instance:

. “Wine-Straining Kerchief” — a turban-shaped flower with a
pair of pendant petals — recalls the head<cloth that T"ao

™ Not pictured here; see “Ch'un weng fou hsiang” FRFE, MHHSP1, p. 15a.

" Not pictured here; see “Ku hung chiao yieh” ZLB A, MHHSPz2, p. 6b; and
Han-shu 63; trans, Watson, Courtier and Commoner, PP 34-45.

™ Not pictured here; see *Yii tou” %3} (Jade Dippers), MHHSP, p. 18b; and
Shih-chi 7, pp. 313-15; trans. Watson, Eecords 1, Pp- 5155,

" Not pictured here; see “Han kang t'u yen" FELHH, MHHSP 1, p. ;5b.

™ Not pictured here: see “Yu yi ch'u shui” W2k, MHHSP 2, p. 22b.

" Not pictured; see MHHSP2, p. 2a. “Yen Yaan asked how the government of 2
country should be administered. The Master said ..."Wear the ceremonial cap
(mien) of Chou.’” See Lunil 15/10, trans. Legge, Confucian Analects, vol. 1 of The
Chinese Classics, pp. 297—98; 1 supply material in parentheses and convert romanization.
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Ch’i;:n Wi (365-427), having retired from office and taken
up the rustic life, used to strain his wine and th

around his head;™ °n wound back
“(?ld Chl:ysan themum Draped with Frost” again calls forth
T’ac Ch'ien and the eremitic ideal that he and his beloved
flower embody;™ '
“Wind-swept” blossoms emit “hidden fragrance,” a phrase thy;
evokes the recluse-poet Lin Pu who used these words i i
of the plum;® HOTES IR praise
An overblown blossom that has only three petals left on it
calls up the reclusive triad known as “The Three Worthies of
Wu-chiang” (fig. 1r);®

The modern reader is warned not to waste his accomplish-
-ments.on the vuzlgar, lest he incur the Jeers of Poya {55 who
1n ancient times, broke his ¢k 'in and never played again after ’
the death of his ideal listener:®2

The charms of Po Chi-i's 5B B (772-846) concubines are
evoked by graceful flowers that look like “Willow Eyes” and
“Cherry Blossoms™;®

“Knit 'Bro.ws" (fig. 1i) recall Hsi Shih PEHE, the foremost beauty
of antiquity, whose charms belie the superficial blandish-
ments of “Concealing Adornments”:*

Blossoms on the wind resemble those that fell upon the
forehead of the Shou-yang M2 princess (fifth century) and
there formed the pattern that came to be called “plum-
blossom make-up”;®

Other plum-blossom patterns inspire images of lotus aglitter

" .
N . - H i
biog F(;;llz1 ,}’).ncmred, see¢ “Lu-chiu chin” R f1, MHHSP:, p- 1sb; and T'ao's Chin-shu
™ Not ictured; “La ap'i *
" p. ; see o_chu Pl shuang” E551% 8, MHHSP, p. gb.
o Not pictured; see “Ch'i feng,” MHHSP 3, p. 20b.
The Three Worthies of Wu-chian : i id-thi
g are: Fan Li, Chang H . mid-
to t::lrly fourth centuries), and Lu Kuei-meng EE@% (d. ga. :;:EE@ (fl. midthird
. Not pictured; see “Ch'in chia” B (“Zither Plectrum®), MHHSP1, p. m
Not pictured; see “Li "] ‘ag” 0. 1b, 3
N i ; wyen” QiR and “Ying-t'ao™ @4k, MHEISP, pp. 1b, 3b.
. Not pictured; see “Yen chuang™ i, MAHHSP2, p. 11b.
Not pictured; see “Ch'i feng," MHHSP 2, p. 20b,
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with rain drops and of a flirtatious lady, of a scene in a lonely
boudoir, and of the crescent moon.%

In fact, the absurdist “Snail Horns” (fig. 1c) can hardly be
taken as an exhortation to righteous warfare. “Profile” counsels indi-
rection.” “The Startled Gull Flaps its Wings” proposes flight.* Finally,
“Stride while Looking Back Over Your Shoulder” observes:

The way of the world has many steep and hazardous places;
Trotting forward one thinks of retreating.

One step forward, one backward look;

Not to make light of losing one’s footing.®

Such sentiments may be attributed to about one-sixth of Song Po<jen’s
titles and verses.

What are we to make of such a mixture of political, eremitic,
and erotic themes? While this range is unmatched by the oeuvres of
other Sung plum poets, it is well-attested by the Yaan works of Wang
Mien & (d. 359). Regarded by later men as a patriotic poet, Wang
was a military activist who also was devoted to plum blossoms. He
used mei-hua poetry and mo-mei painting to express a range of feelings,
ideals, and exhortations that are notable both for their breadth and
for their inconsistency. He embodied his entire world of concerns in
images of plum blossoms, and in that world politics, comprising both
acuvist and eremitic alternatives, played a central role.” Sung Po-en

* Not pictured; see “Hsin ho chien yi™ 7 R (“New Lotus Splashed with
Rain"), “Yen-wei” #&R& (“Swallow Tail"), and “Ch’ing k’ung kua yieh” B2 H
(“Suspended Moon in the Clear Sky"), MHHSP 2, pp. 9a, ub, and i4a,

* Not pictured; see “Ts'e mien” §lli#, MEHHSP 1, p. 25b.

* Not pictured; see “Ching ou chen i” BBBIRR, MHHSP z, p. 1a. For the story
of the seaguil and the fisherman, see A. C. Graham, wans., The Book of Lish-tzu
(1960; rpt. with additional preface, N.Y.: Columbia U.P., 1990), p. 45.

# Not pictured; see “Ku pu” Bi%, MHHSP 2, p. 13a.

* For the problematic persona of Wang Mien in traditional sources, see Chou
Shao-hsien Jﬁp W, “Wang Mien shihchi k'aocheng” EREFREE, Talu tsa-chih
KEERERE w8 (31 Oct. 1955), pp. 810 [234-36); rpt. in Ta-du isa-chih shih-hsiich
ts'ung-shu REEMEE =W, series1 (Taipei: Ta-lu tsachih, 1960), pp. 98-100.

Modern biographers see contradictions between the “patriotic” and “escapist”
ideas in Wang Mien’s writings and in the accounts of his life; see, .., Hung Jui 3t
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Seems to be doing the same thing in Mei-hua hsi-shen 2 i
1s what Hsiang Shih-pi &1+ 8 (c. 1232) had in milrlcip'i-\rh«:;;3 1::'1133 "
in his postface to the book, “Men of earlier times used to sa
single plum blossom, a complete heaven and earth.” ™! y
The allusions that we have identified undoubtcdly were co
mon ones. Song Pojen’s reader need only have been lettered nm‘
lcz}rned, to recognize them. There also is no doubt that Me;‘.}u?t
hs:z-skm P is 2 tour de force in which ingenuity and cleverness if nof
wit, count for a lot. Yet this sort of forced playfulness, which,seems

wrote,
*
» 'In g

SUNG POJEN'S LIFE, WORKS, AND SOCIETY

. If our modern-day reading of Mei-hug hsi-shen p’u points to 3
political intention, why has this gone unremarked in the critica]
Iitera-ture? One answer lies in the obscurity of the author, Can a
marginal person be credited with such a purposeful plan? Apparently

for the creation of Mei-hue hsi-shen pu.

Little is known about Sun Po-jen. His courte
Ch’.i-chih, #8<Z and his studio narEe w:s Hsiieh-yen %ﬁ.nﬁﬁiﬁ
nafwe of Hu-chou ¥} (Che-chiang), and, as we have noted, he
claimed descent from the T’ang statesman Sung Ching. He was’rec-
ommended for the po-hsiich hung-tz % M5B E examinations, and
during the Chia-hsj reign (r237-1240) served as an official in, Salt
—_—

8, Wang Mien, published in 1962 in Chung-kuo hua-chia (s’
and rpt. in P’an T'ien-shou BEE eral, ecsi;.. Litai hua-cf:': ;{g:ki%;ﬁgg
Mf:-; }3'23‘3;01' (Hong Kgng: Ch1:mg~h_ua, tg79); and Chang K'un g, Wang
po % g imi-l EREFR in Che-chiang li-tai ming-fia shi-hsgan ts'ung-shu HEIRA
= (Hang-chou: Chechiang wen-i, 1985}, appendix, PP. 14948,
N MHHSP, “Mei-hua p'u hou-hst” LB EE, p. 2.
For Chang and Lin, see Bickford, Bones of Jade, pp. 1019,

204

STIRRING THE POT

Transport. Internal evidence in his poetry collections places him at
the capital in the summer of 1237 and in the Lin-an environs during

the period 1237-1239.%

Ch'en Ch’i BRAE (i9o—ca. 1251) included Sung Pojen’s Hsiiehyen
yin-ts'ao [Hsi-ch'eng chi] BT [FREEE] ( Hsiiehyen's Sighing Grasses
[West (Horse) Path Collection)) in his Nan Sung ch’iin-hsien hsiao-chi &5
KECR/NR (Small Collections by Southern Sung Worthies).*™ A Ch’ing-era
supplement to this collection included a group of Sung’s poems,
under the title Hitichyen yin-ts'ao pu-i BBV EHRIR. Most of the poems
were published in another Sung Po-jen collection, Wang-chi chi "5#%
B (Collection of Forgetting Schemes).® Sung Po-jen’s preface to Mei-hua
hsi-shen p'u refers to yet another collection of his poetry {presumably
plum poetry), titled Ch'ing-chii chi ¥ B2E (Collection of the Pure and
Emaciated). The editors of Ssu-k'u ch'iian-shu tsung-mu t'iyao TE 2
RERE (Annotated Catalogue of the Imperial Library) treat a collection
of Sung Pojen’s tz'u, Yenp’o Yiiyin tz'u EHEHUREH (Song Lyrics of the
Fisherman-Recluse of Mist and Waves [ Sung Pojen]), that was preserved
in the fifteenth-century encyclopedia Yung-bo ta tien

* Sources for Sung’s life are: “Chuan lieh” fEX (“Biographical Sketch™) by
Wu-ch'ing 5%, in Sung Posjen’s Hiiich-yen yin-ts’ao TSI (“Hstich-ven’s [Sun
Pojen’s] Sighing Grasses”), published in Nan Sung chin-hsien hsigo-chi i3 YR
3 (Small Collections by Southern Sung Worthies), comp. Ch'en Ch'i Bi#2 (ugo—ca.
i251), Shik-men Ku-shih Tu-hua-chai £PIRES N EH edn., recompiled by Ku Hsiu
WE#Z, 8or, p. ; and Chi Yan 213 et al., comps., Ssu-ku chian-shy sung-mu Viyao
TE 2 EEHE (1782; typeset edn. in Hoyin Ssuk’n ch'ian-shu tsung-mu '5-yao chi
Ssu-k'u wei-shou shu-mu chin-hui shu-mu GHPIEDR B SHEE BB R B e
# 8 [Taipei: Shangwu, 1978]); hereafter SKTY, P- 3425. For Sung’s residence during
the period 1237 to 1239, see annotations (whether author's or other's notes is
unknown} in Hstieh-yen yin-ts'ao { Hsi-ch ‘eng chi] FERHR (“West [Horse-] Path Collec-
tion”), in Nan Sung ch’in-hsien hsiao-chi, p. 1a. Other indications of Sung’s activities
appear scattered in the titles and contents of his poems and in annotations to
them in the various collections and editions.

)W Haeger’s entry on Nan Sung chiin-hsien hsiao-chi, in Etienne Balazs and
Yves Hervouet, eds., 4 Sung Bibliography (Hong Kong: Chinese University Press,
1978), P. 441, gives its date of publication as ca. 1235. Since the book contains Sung
Po-jen material dated as late as 1239, this date should be revised.

* See Pao T'in -po BEM (1728-8y), comp., Nan Sung ch'iin-hsien hsiag-chi
pu~i FSRBEIR/NMERIR, Shih-men Kushih Tuhuachai edn.; and Hstieh-yen yin-ts'ap
chia-chiian Wang-chi chi RIEW R EZHMM, in Chiang Ju-tsao Bk, comp., Mi-
yn-low ying Sungpen ch'i-chung BRI MEFR LR (1922-1924), Wu-ch’eng Chiang-
shih Le-tian SHEFKRHN edn,
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What was the impact of Mei-hua hsi-shen £u? Other thap its
own postface and colophons, and the decision to reissue it some
thirty years after initial publication, we find no indications of ji
Southern Sung reception. Although Wu T’ai-su incorporated z re.
d-rawn, abridged version into Sung-chai mei-p'u, he misidentified it, ag
did later compilers of ink-plum manuals.g"Although the bock recei‘,:ed
belated celebrity among Ch'ing collectors of Sung editions, Mei-hyg
hsi-shen p'u was not selected for inclusion in the Ch’ing imperia]
library. (A detailed discussion of the publication history of Mei-huq
h..fi-skmpie is contained in the appendix to this article.) It was recog-
nized as an object, but Sung Pojen’s literary standing in general was
not high. The Ssu-k’u editors classed him as a member of the River
and Lake School (Chiang-hu p'ai TTHIIR) of minor Southern Sun
poets. They found his lyric songs “shallow and vulgar” and his Hsi-ch ’eng
chi as an example of, “thoughts being pure but the talent weak,”
Intrigued by the final image of Mei-hua hsi-shen P, Juan Yian G5
(1764-1849) noted: “Becanuse Po-jen served as an official in Salt Trans-
port during the the Chia-hsi reign, therefore the final heading says:
‘Bring on the pottage for the Shang tripod.”” Did Juan Yian mean
that this Shang-shu allusion simply is an instance of Southern Sung
occupational humor, a combination of Sung Po-jen’s vocation (salt)
and avocation (plums)?* :

The only sympathetic and substantial notice of Sung Po-jen
supplies the best available evidence to support my argument that
‘Mei-hua hsi-shen pu makes a serious political statement. It is an undated
biographical sketch by one Wu<h’ing B &appended to Sung’s Hstieh-

%

SKTY, p. 4477, I have not located this book. According to the Ssu-ku editors,
the. book was co“mptle’d ¢a. 1241. They note that appended to the &% is a work
entiled Yenp'o yii-chdi £ BEYE ¥ EL W ( Yen-p'o’s Fisherman’s Gear, Hiustrated), in which
ﬂut:;_:.trav;lrl:}oak, bar;lboo hat, and the like each is matched with a seven-character
quatrain. 1his seems like another word-and-image project i
By Song. Petos ge project created by {or attributed

o ;

In h_ls colophon at the end of ch. 4 of SCMP, Wu T'ai-su wrote admiringly of
Su’ng Pojen, although he confused MHFISP with Sung’s poetry volume Chingchii
chi, and further seems to have thought it was a collection of oo matching paintings
m‘l(;l‘l poems by the ink-plum master Yang Wu-chiu.

For these evaluations see SKTY, PP ’

i © + PP- 4477 and 3425, and Juan Yoan, Ssu-ku
cu};ft:kou shu-mu ¢ :qao’iﬂé_l&ﬁ HE2E (printed 1821; typeset edn. in Ho-yin Ssuk'u
uan-shu isung-mu L'iyao chi Ssu-k'y wei-shou shu-mu chin-hui shu-mu), p. 10,
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yen yin-is'ao in Nan Sung ch'tin-hsien hsiao-chi. Here he is characterized
as an obscure official who was an ardent Irredentist. Going beyond
the time of Mei-hua hsi-shen p'u, the biography speaks of the difficulties
of the Hsien-ch’un era (1z265-1274), to which Sung Po-jen responded
with heroic and mournful verse. Ultimately, he became reconciled
and less strident.” Such a person could have written Mei-hug hsi-shen
puwith the intentions that we have proposed for this book.

Another way to infer Sung Po-jen’s political ideals is to study
his circle of acquaintances. The Ssu+k’u editors noted that he frequently
matched verses with the Chiang-hu poets Kao Chu & ¥ and Sun
Weichsin RHEE (1179-1243).'” Kao and Sun were among the type of
*visiting guests” who, according to Fang Hui 5[ (1227-1307), preyed
upon the Hang-chou elite: “Their gossip was so fearsome that even
before they arrived at the door, the officials would rush out to welcome
them.”™ The pseudo-recluse Lin Hung also was a recipient of Sung
Pojen’s poems. Lin was perhaps the only plum addict in Hang-chou
who not only could match Sung’s devotion to the blossoms but also
could rival Sung’s impeccable plum-blossom lineage because he
claimed descent from the poet Lin Pu.'” Such literary associates do
not foster an impression of political activism. We must look elsewhere
for that.

To those just mentioned we add the contributers of the postface
and colophon to the original edition of Mei-kua hsi-shen p'u. Yeh

® “Chuan lieh” {§#% in Hsiieh-yen yin-ts'ao (see n. 93). 1 have not been able 10
identify its author. According to this biography, Sung served in the Salt Tax Office
of the Huai-Yang Industrial Prefecture {Chien Huai Yang yen-k'o BiEES). An
annotation to the “Chuan lieh” notes that the “original edition” JRZ says that Su
Shih 3%, (1037-mor) saw and praised Sung’s poetry; it goes on to observe that
since the two men were not contemporaries this must be an error. If this error
indeed appears in the original text, the undated “Chuan lieh” must have been
written much later than Sung Po-jen's time.

1% SKTY, p- 3425 and, following it, Juan Yan in Ssu-ku we-show, p. 10

™ I'rans. Shuen-fu Lin, Transformation, PP- 34-35; for a loftier portrait of Sun,
see Liu K'ochuang’s #I Wil (1287-1269) epitaph, trans. in Lin, p. 57.

" Sung’s poems to or about Lin include: "Fang Lin K'o-shan” 35K L] {“Calling
on Lin Hung"} and “Tu Lin K'oshan Hsi-hu i-po” S 7] 1L 26 #17%8k (“On Reading
Lin Hung's “West Lake Teachings'™), Histieh-yin yin-ts'ao [Hsi-ch'eng chi], pp. 2b-32
and p. sb. For Lin Hung as a plum cultist, see Bickford, Bones of Jads pp. 31-33, and
the references there,
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Shao-weng L, who wrote the “Postface,” was the author of Ssy
ch'ao wen-chien bu TIRER) R 8% ( Things Seen and Heard During Four Reigns),
a history of Southern Sung, from Kao-tsung (r. u27-1162) to Ning—tsung
(r. 1195-1224) that the Ssu-k’u editors considered to be among the best
of its type.' Yeh was a disciple of Yeh Shih ¥ (1150-1223) ang
friend of Chen Te-hsiu H#7% (1178~1235). His mentors were politicaily
active Confucian scholars.'™ Hsiang Shih-pi was just starting his career
when he wrote the colophon for Mei-hua hsi-shen Pu He earneg
fame by fighting the Mongols in the relief of Hochou &M (Szechwan)
and other defensive actions, before falling victim to Chia Ssu-tao g
U (1213-1275).'™ The willingness of men like Yeh and Hsiang to
endorse Sung Po-jen’s project suggest that they found the book sym-
pathetic to an agenda of military activism and civilian reform.
Among the recipients of Sung Po-jen’s poems were severa]
officials who were summoned back to court, or who rose in power,
after the death of Shih Mi-yiian. They included Cheng Ch'ing-chih
K878 Z the chief councillor who promoted the abortive attempt to
retake the capitals in 1234; Yo Ssu ¥ (c.s. r221) and Wang Sui Ei%
(¢.s. 1202), called back by Cheng during the period of change; Ts’ao
Pin B (1r70-1249), known as one of the “four remonstrators of the
Chia-hsi reign,” as well as Wu Yung R¥K (c.s 1208), Wang Po-ta F{g
K (c.s. 1214 d. r253), and Hsil Lu<ch’ing TREEM (1189-1250), each of
whom responded to the emperor’s call for direct criticism after the
1237 Lin-an fire with impassioned remonstration and exhortations.

_ “l's Etienne Balazs, “Ssu-ch'ao wen-chien Iu” in Balazs and Hervouet, eds., A Sung
Bz?hogmphy, p- 108, where the birth and death dates for Yeh are “ca. ngs-1230."” If
this death date is correct, his 1238 posiface to MHHSPis spurious. Other biographical
references that I consulted gave no dates for Yeh Shao-weng,

] '™ Yeh Shih presenied memorials on military preparedness and served as acting
vice-president of the Board of War during the attempt to reconquer the north in
1206-07. See Winston Wan Lo, “Yeh Shih,™ in SB.

During the reign of Ning-tsung, Chen Te-hsiu memorialized in favor of fighting
the Jurchen who were then under attack by the Mongols. Impeached at the instiga-
tion of Shih Mi-yilan, he was later called back to the capital after Shih’s death. In
1234 Chen dedicated to emperor Li-tsung his Ta hsiieh yen i KRBHTE (Diffusion of
the Meanings in the Ta hsiieh), a guide to governance. See Julia Ching, “Chen
Te-hsiu,” in $B and Shimasue Kazuyasu {irans. by T. Nakayama), “Ta-hstich yen-i,”
in Balazs and Hervouet, eds., A Sung Bibliography, pp. 21516

*® For Hsiang Shih-pi's biography, sce T'o T'o ¥£#E comp., Sungshik KE
(completed r345; Peking: Chung-hua, 1977, hereafter cited as 85} 416, pp. 12477-78.
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Some of these men were neo-Confucian scholars, and most, among
other appointments, held office in the Bureau of Military Affairs.
Several saw action in the field against the Mongols. In his poems
addressed to these men and others like them, Sung Pojen welcomed
them back to the capital, congratulated them on promotions, and
exhorted them again and again to exert themselves on behalf of the
state for order and peace.'®

These poems are far from the garden and grove quatrains
that Sung Po-jen addressed to Lin Hung. Yet they share something
with those reclusive verses and with Mei-hua hsi-shen p'. In the activist
poems, Sung repeatedly lodged his hopes and exhortations in plum-
blossom images. In a poem presented to Cheng Ch’ing-chih, Sung
exhorted the minister to “hold straight his tablet,” in language rem-
iniscent of the Mei-hua hsi-shen p'u interlocutor; he looked forward to
a time, when “Serenely looking at world affairs a thousand years
from now/ All will be comprised in the span of a plum blossom’s
single smile.™ In a poem congratulating Li Hsing-chuan 4t (c.s.
r211) for answering the call to return to court, Sung Po-jen reminded
him of the duty of statesmen to come out of retirement; he urged
him to think about renewal, and closed with the image of “withered
roots (old plums) looking expectantly toward early spring.”® In the
same way, he wrote to Ch'en K'ai Bf#8 (d. 1268), that “A touch of
warm breeze brings buds into blossom./ The lone root responds by
sending forth [flowers] on chilled plum branches.™®

1% Their biographies are as follows: Cheng Ch'ing-chih, S5 414, pp. 12419—23; Yu
Ssu, 88 417, pp- 13496—98; Wang Sui, 55415, pp- 12460~62; Ts'ao Pin, S8 416, p. 12483;
Wu Yung, S5 423, pp. 1261527, Wang Po-ta, §5 420, pp- 12567—69; Hsii Lu-ch’ing, 8§
424, PP. 12648-52. Similar poems went to: Li Hsing-chuan ¥ (cs. ram), 85 419,

. 12459—60; Ch’en K'ai gﬁ {d. 1268), 85 42, pp. 12683-84; and Chao Yi-huan #81
%) (c.5 1214), S5 413, pp. 12402~7. The poems are included in Hitieh-yen yin-ts'ao pu-i,
printed in Nan Sung ch'fin-hsten hsigo-chi pu-i (hereafter cited as HYYTPD; a group
of 30 of these poems are appended to Wang-chi chi, in Hsiiehyen yin-is'ao chia-chiian
Wang-chi chi (as in n. g5).

" “Shang An-wan hsien-sheng Cheng tso-hsiang” F%Base 4 A, HYYTPL
p. 10a.

" “Ho Feng-shan hsien-sheng Li Wen-ch’ang fu-chao” BMILEET X BHH,
HYYTP, pp. m-b.

" “Ch'eng K'o-chai hsien-sheng Ch’en Hang™ B ARG EBRR RS, HYYTPL, p.
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The unambiguous political content of these poems and the
occurrence of plum-blossom images strengthen an activist interpregy.
tton of Mei-hua hsi-shen P The above poems combined genem
topoi with topical references, naming reign periods and evens, Mei-hyg
hsi-shen pu may then actually be far more specific in intent ang
reference than it would at first appear. Sung Po-jen in fact may haye
made Mei-hua hsi-shen ’u in response to the court’s call for criticism
after the Lin-an fire, Sung wrote a poem about the fire; and a pringeq
note to the title of his Hisi-ch'eng chi states that he was staying at the
capital on June 13, 1237, the day it burned, Among the many scholar.
officials who responded to the call were three recipients of Sung
Po-jen’s poems. The most famous opinion was that of Wang Po-ta
who warned: ’

There is no greater disaster for the sovereign than to dwell o
the point of dissolution and not to know of it; there is no
greater crime for the minister than to know of such dangers
and not to speak of themn. !

This criticism of the state of the country and the call for a strong,
forthright minister finds echoes in Sung Pojen’s “Tripod” (fig. i),
the political resonances of which were discussed above. Since Mei-hyg
hsi-sken p'u was printed in about 1238, it is possible that while other
remonstrators where polishing their phrases, Sung Pojen was sketch-
ing blossoms and planting allusions in matching title and verse.

In light of this, Sung Po-jen’s conjunction of the plum-blossom
title “Chou” ¥ with a quatrain on the theme of the “Central Plains
unrequited” (fig. y) may have been intended as pointed political
comment. It may have been Sung’s literary way to point to Han
T'ochou B#{EH, who led the abortive war effort to recover the
north in 1206 and was assassinated in 207. Chou & (“helmet”) is a

"°1 thank Charles Hartman for suggesting Sung's connection to the Lin-an fire

and for providing Wang Po-ta's text and the above translation; see S§ 420, pp.
12567-68. The remonstrations of other recipients of Sung Po-jen's poetry also are
quoted in their S5 biographies, as cited above, n. 106). Sung’s poem on the fire is
“Tu~ymltsao-Jo" MR, HYYTPI PP- 5b—6a. For the annotation placing him at
the capital, see Hsitehyen yin-ts'ao, p. 1a.

210

STIRRING THE POT

pun on chou B (“descendants™), which is a part of Han T'o-chou’s
name.“l

In view of Sung Po-jen’s extreme self-consciousness in embed-
ding meanings in word-and-image units, such interpretation seems
plausible, and it opens a range of possibilities. For example, Sung
Pojen’s treatment of a spherical blossom that he titles “Melon” (fig.
1b) has a matching verse that opens with an evocation of the ancient
Shao P’ing ¥, who lost his status as the marquis of Tung-ling i
with the fall of Ch'in. As a poor commoner, he was thus reduced to
raising melons east of the city of Ch’ang-an during the early Han.
“His melons,” wrote Ssu-ma Ch’ien, “were known for their excellent
flavor and everyone called them “Tung-ling melons’ . . .""2 From
melon-like blossoms and the melons of Shao P’ing, Sung’s verse next
considers the shamefulness of those bent on fame and profit, con-
cluding with “Ceaseless talk of the K'uei garrison.”

Sung Pojen’s chain of associations has led him back to events
that transpired in 686 sc, when, according to Tso chuan:

Duke Hsiang, the ruler of Ch’i, ordered Lien Ch’eng
##% and Kuan Chih-fu % E 5 to garrison K'uei-ch'iu 2. It
was melon time when they went and the duke said, “When
melons come ripe again, I will relieve you.” Their year of
garrison duty went by, however, and no word came from the
duke HIH A RHFE.

The men requested to be relieved, but the duke refused
permission, and for that reason they plotted rebellion.'"

The narrative proceeds to subsequent events that culminate in the
assassination of duke Hsiang.

What is on Sung Po-jen’s mind? Perhaps he is thinking of the
loyalist rebels of Shan-tung in his own time. A military asset to Sung

"I thank Richard Davis for suggesting the specific reference to Han T o-chou.
Sece Herbert Franke, “Han T'ochow,” in 88; and Richard L. Davis, Court and Family
in Sung China, 960-1279: Bureaucratic Success and Kinship Fortunes for the Shik of
Ming-chou (Dutham, N.C.: Duke U.P,, 1986), chap. 5.

"% Shih-chi 33, p. 2017; trans. Watson, Records 1, pp. 129-30.

"* Tso chuan {Chuang 8}, p. 1765.3; trans, Watson, Tso chuan, p. 18.
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goals in the alien-occupied north, the rebels also were uncon trollab]
rapacious, and often opportunistic. Some served Chin, Sun ant::i
Mongol masters in turn, or in tandem, in response to varyi;lg prgs’su
and rewards. They were second only to the Chin as a focus of Sulr:i‘s
concern during the early decades of the thirteenth century Thg
K'uei-ch’iu garrison, where alienated officers plotted rebellion m Lhe
-Tso chuan narrative, was located at Lin-tzu BT (in modern Shan-tun )e
Just northwest of I-ty, which, in Sung Po-jen’s time, had become tﬁe’
northern headquarters of Li Ch’tian %2 (d. 1231), the most dangerong
of the Shan-tung loyalists. Having made impressive contributions to
thwarting Chin encroachment, Li even tually controlled most of eastern
Shan-tung, and was 2 menace to the Sung court. Wooed, humiliateg
rewarded, betrayed, and wooed again by the indecisive Sung, Lj inst_i:
gated mutiny at a rebel liaison post in 1225, and surrendered ang
at-:cepted office under the Mongols in 1227 (the Sung having cut off
his supplies and approached his adversaries during the Mongols’
seige of I-tu). He was killed in 1231, when the Sung defeated his
armies at Yangchou." With Li's death and the dispersal of his forces
the immediate danger may have passed, but not the ongoing thrcat,
of the Shan-tung rebels.’’?

Love, politics, and warfare converge in Sung Po-jen’s treatment
of a plump-petaled flower which he aptly titles “Twin Lichee” (fig.
11). His matching verse evokes the luscious, ripe fruit and the Jade
Verity lady who awaits its arrival so in tently that she is heedless of the
soldiers’ cries for help. The lady is, of course, the favorite of Hsiian-

. e Summarized from accountts of Li Ch’Gan’s relations with the Sung in Peterson
ngllidlllauscllogs and Nt?w Riilities," Pp. 210-18, and in Richard Davis, “Ventun;
_and Upportunities Missed," unpub. ms., pp. 10— forthcoming i
Cambridge History of China). In the Tso chuan narrativgl:he allifen(ated garrisong olgici?:
combined with disaffected members of the court to kill duke Hsiang and install
the ducal grandson Wu-chih #EH as ruler of Ch'i (see Tso chuan, p. r76s; trans,
Watson, ?‘so chuan, pp. 18-19). In this vein, Sung Po-jen may have been to;mhing
on the Nm‘g‘tsung succession crisis of 1225, when supporters of Chao Hung #61%
{d. Tazg }, Ning-tsung’s disinherited adopted son, attempted to enlist the forces of

Li ?1? uan and the Shan-tung rebels in their uprising at Hu-chou.
. Li's wife and son continued his enterprise. Operating from the I-tu base, Li
T'an (d. 1262) in the late 12508 joined the Mongols against the Sung, then turned

in 126662, See Morris Rossabi, Kkubilai Khan: His Ii 1 :
Califormin B sopty o, P i Kha is Life and Times ( Berkeley: U. of
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tsung (r. 713756}, Yang kuei-fei HEIE(d. 756), who was famous for
her love of lichee and for using official couriers to rush them to her
from the south. The topical reference may be to Li-tsung’s infatuation
with Chia Ssu-tao’s sister. Lady Chia (d. 1247) became Li-tsung’s con-
cubine in 1231 and was elevated to kueifei B4 in 1233 Sung here may
be admonishing against imperial besottedness and the resultant power
of consort families that could topple dynasties.!'®

Such references and allusions would have been easily apparent
to the Southern Sung reader. Moreover, Sung Po-jen’s ideal readers
— the “plum-loving scholars” and “like-minded gentlemen” of the
preface — would have been provoked into searching for special
meanings because their plum-blossom sensitivities undoubtedly alert-
ed them to the manifest eccentricity of this book as a devotional aid
for flowering-plum appreciation. With respect to flowering-plum con-
ventions, Mei-hua hsi-shen p’u emerges as a radical manipulation of
wadition. It inverted flower and fruit valuation, emphasizing the final
stage of the blossoms’s life-cyle — the stripping away of petals to get
to the fruit. This is a very strong violation of normative mei-kua expec-
tations. The interlocutor’s attack on Lin Pu is an act of outrageously
bad taste in the context of plum appreciation. Sung Po-jen also has
avoided traditional kennings and contemporary clichés (“Ting” and
“Bring on the Pottage” excepted), and has attached exogenous textual
images with embedded political content to plum figures through the
intermediary of imagistic titles.

But finally, Sung Po-jen’s symbolic use of plum blossoms departs
from traditional flower-based political symbolism in which falling
petals stand for falls from power and wilderness blooms stand for
neglected talents, banished worthies, or high-minded hermits. The
typical plum situation in this regard is passive; it encompasses inflicted
isolation or a strategy of passive aggression, that is, a principled
withdrawal from and resistance to a corrupt world. If the plum’s
particular virtues are integrity and endurance, these usually are man-

"'® owe this connection to Richard Davis, Lady Chia became Li-tsung’s concubine
in the 7th mo. of 1331, when she was invested with the title Wen-an chiin fit jen X%
AR A. In the 8th she was promoted to i&s'gifen 4 A; and in the nath of the next
year she was elevated to kueifei. During her initial period of favor, Szechwan was
attacked by the Mongols. See 58 41, pp. 75495 and 797.
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ifest as imposed or willed stasis and as an insistence on definin
value in a purposefully self-contained way: “Alone she walks the early
spring,/ Herself completing her nature.”” The thrust of Sung Po-jen’s
plum-blossom meanings, in contrast, are strikingly active and some-
times martial.

If he shares his self-proclaimed flowering-plum obsession with
cultists like Chang Tzu and Lin Hung, Sung Po-jen’s act of honoring
the plum is different. The others protected plum in a private world
into which they themselves retreated; but Sung projects the plum
upon the public sphere and insists on engagement with it. In Mei-huq
hsi-shen p'u we encounter something that we have not seen before in
flowering-plum literature or art: Sung Pojen opens the in trospective
blossoms outward. His exemplars stand far from the retiring plum-
loving personae of late-Sung poetry. His direct call for action in the
work of dynastic restoration is, as far as I know, unprecedented in
the context of plum poetry.'

Enlarged in scope through Sung Po-jen’s woodblock-printed
book, the pictorial image of the plum blossom enters the iconographic
discourse of loyalty and protest. With the fall of the Sung, the potential
of the flowering-plum image to be invested with political meaning
would be realized by Chinese scholars under Mongol rule. Under
these conditions, such readings would become established as main-
stream mei-hua modes and as mainstays of mo-mei iconegraphy.

We are well-accustomed to encountering plum blossoms in
" Sung Ching, “Mei-hua” fis (see above, 1. 35)-

m‘This is not to say that flowering-plum images were not used or interpreted in
political ways during Sung Pojen’s time. The most celebrated instance of such
Interpretation was Liu K'o-chuang's “Fallen Plum Blossom," This poem was alleged
to covertly lament the fate of Chao Hung, emperor Ning-tsung’s adopted son who
was disinheirited and later strangled after an uprising called in his name in 1225,
and to criticize Shih Mi-yiian whom many thought had engineered Chao Hung's
fall and death. This allegation embroiled Liu in the Chiang-hu shih-chi 7L# %
(River and Lake Poetry Collection) case. Lin's images, however, were of typical
mei-hua pathos and passivity: petals tossed and fallen like banished officials and
exiled poets. This is different from Sung Pojen's imagery in MHHSP. For Liu's
poem and the Chiang-hu case, see Ying-h'uei Kisui BZERH. comp, Fang Hui; rpt.
with collected criticism; collated and punctuated by Li Ch'ing-chia ZEBE B} (Shanghai:
_Ku-chl, 1986), ch. 20, pp. 843-44; and Ch'i-tung yehyii, ch. 16, pp. 292—93; summarized
in Yoshikawa Kojiro, Ar Mtroduction to Sung Poetry, trans. Burton Watson, Harvard-
Yenching Monograph Series 17 {Cambridpe, Mass.: Harvard U.P. 1967), pp. 176-77.
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this role in the context of Yitan poetry and inscribed ink-plum painting
(fig. 5}, which we have come to think of as classic examples of their
kind. We are less prepared, however, to see such themes in play in
Sung plum poetry and art. In Mei-Aua hsi-shen p’u we see the visual
and verbal mei-hua language of Chinese scholars under the Mongols
take shape during the late Sung. Both Sung Po-jen’s message and his
means of getting it across and enforcing its reading are precursors of
the definitive scholar-painting modes that were erected during the
Yilan period. By the time the book was incorporated into Wu T ai-su’s
Sung-chai mei-p’u, in about 1351, its meanings, its interplay of word and
image, and its political symbolism already had become mainstays of
an orthodox mo-mei tradition.

MEI'HUA HSISHEN P'U AND THE
MAKINGOF A MOMEI ICONOG RAPHY
WORDSAND PICTURES FROM SUNG TO YUAN.

We have shown some of the ways in which the relationship
between image and text in Mei-hua hsi-shen p'u differs from Southern
Sung norms. We can best understand the art-historical significance
of those differences by comparing Sung's woodblock-illustrated pages
with inscribed paintings of flowering plum from the Sung and Yian
periods. “Layer on Layer of Icy Thin Silk” (fig. 3) by Ma Lin &8
(active early to mid-thirteenth century) and “Four Views of Flowering
Plum” (fig. 4) by Yang Wu-chiu represent, respectively, the highest
achievements of traditional flower-and-bird painting at the Southern
Sung Painting Academy and of the modern art of ink plum, as practiced
by the literati. They stand at opposite ends of the courtly-scholarly
stylistic spectrum. Yet, they exhibit significant affinities which illumi-
nate the Southern Sung aesthetic situation, especially with regard to
word-and-image relationships. They are among the very few extant
Sung plum paintings which bear poetic inscriptions. The empress
Yang Mei-tzu (1r62-1232) inscribed a mildly erotic quatrain at the top
of Ma Lin’s painting; Yang Wu-chiu inscribed a suite of song lyrics of -
his own composition at the end of his scroll. Whether we consider
the Academy painting or the scholar-amateur ink plum, we find that
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painting and inscription articulate visual and verbal dialects of
ubiquitous Southern Sung language of flowering-plum appreciation
These conventional idealizations of plum blossoms traverse boi.md-.
aries between Academy and amateur painters, between pictorial and
Poetic vehicles. Each work, however different in its approach to paint-
ing plum, stresses whiteness, delicacy, attenuation, and angularity
Each develops qualities of elegant restraint and isolation togethell
with a theme of transience, the last through nostalgia in the poetry
and through the withering blossoms and falling petals at the extremity
of the pictorial image — the branch tip at the top of Ma’s hanging
scroll and the one at the extreme left (or end} of Yang’s handscrolj,
The pictorial image and the poetic text share their silk or paper
ground in a relationship of harmonious complementarity, The poetry
does not drive the painting. The inscribed text does not define the
meaning of the pictorial image; rather, it enhances it or, in the case
of Yang Wu-chiu, enriches it by providing the possibility for another
layer of interpretation.

Compared to Yang Mei-tzu’s verse and Yang Wu-chiu’s lyrics,
Sung Po-jen’s quatrains play a far more aggressive role in directing
the interpretation of the pictorial image. His texts define the meaning
of his pictures. Moreover, through these texts, he creates a symbolic
language that is not confined to established plum tradition nor to
the organic extension of that tradition. Rather, he constructs new
relationships between words and flowering-plum images by physical
juxtaposition on the page. Some of his messages are sympathetic to
traditional plum ideals; some, as we have seen, are willfully imposed,
all are enforced through printed text that is integral to this picture-
and-word project. Through the repeated performance of this proce-
dure he creates expectations of reading the message of the blossoms
in ways not commonly found before. That is to say, we are accustomed
to looking for allegorical meaning with political reference in the
flowers of poetry, but now this expectation is extended to pictorial
images of flowers,

Within the covers of his book, Sung Po-jen’s images mean
what he says they mean in his printed poems. In his readings of
plum blossoms, more than the traditional harbinger of spring or the
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emblem of the transience of youth, beauty, and love, the messages of
mei-hua tend towards matters of state: restoration and moral ren-
ovation. His projection of these concerns as definitive readings of
plum blossoms anticipates the process through which the Yilan scholars
would erect an iconography of virtue that permanently redirected
the reading of selected botanical motifs in Chinese painting.

Sung Po-jen’s predecessors, the Northern Sung literati, had
attempted to elevate the art of painting by identifying it with poetry.
His successors would take the implications of that identity further,
placing upon painting poetry’s traditional obligation to serve as an
instrument of moral culture. Like Song Po-jen before them, Yaan
scholar-painters would avail themselves of the agency of the poetic
inscription to lodge moral and political messages in pictures of grasses,
trees, and flowers.

In the practice of the Yitan scholars, the Sung concept of
poetry, calligraphy, and painting as a creative continuum — “What is
not used up in poetry overflows to become calligraphy and is trans-
formed into painting” — became the formal premise of making
art.'”® Mountain and river, bamboo and plum, are resolved as form-
types built from the brushstrokes of calligraphy. And, as attention
shifted away from the painter’s detailed delineation of his subject
and towards meditations on brushwork, structure, and ink, pictorial
images became increasingly abbreviated and poetic inscriptions came
to play an increasingly important role in developing the affect of
these images. The Yian scholar-painters literally made paintings speak.
Their paintings no longer were “soundless poems” E# 5§ metaphor-
ically, but works of art that actually showed and told their feelings
through significant verbal and visual forms: words and pictures.

If we look back to the Sung work of Ma Lin and Yang Wu-chiu
(figs. 1 and 4), we can see in each case that, however handsome the
calligraphy and however sympathetic the text, the poetic inscription
is, in fact, isolated from the pictorial image. Like traditional encomia
inscribed or mounted at the top of hanging scrolls or colophons

" Trans. Susan Bush, The Chinese Literati on Painting: Su Shih (to37-1101) fo Tung
Chi-ch’ang (1555-1636), Harvard-Yenching Institute Studies 27 (Cambridge, Mass.:
Harvard U.P., 1971) p. 12 (from Su Shih’s remarks on ink bamboo by Wen T'ung X

[@ {ror9—1079]).
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appended to handscrolls, these inscriptions are not essential to th
formal i.ntegrity of the work of art, They could be separated fro .
t?lvlese paintings without mu tilating pictorial forms, disturbing coin o
sitional balance, or substantially altering meaning. In post—gun 'pg
'plufn painting (fig. 5) the Sseparation of image and inscription \E;::Id-
inflict unacceptable loss. For by the mid-fourteenth century ink-pl
had become a fusion of Picture and inscription.'® pm
_ ch the extent that the poetic inscription became an indispe
sible and Integral element in a unified work of art (whose fundamel::tzl-
c?mplexity is undermined by calling it “painting™), the consistent
display of some meaznings and the avoidance of others in inscription,
enfor.ccs that selection and creates, de Jacto, what proved to If'e th:
definitive iconography of Chinese scholar-painting. Under the pres-
sure of alien conquest, as Chinese scholars continue to assert their
values through acis of making culture, we see the scholar-amateurs
not only select pictorial motifs that hold associations suitable for
literati self-identification, plum among them, but also select for devel-
opment only a few of the many meanings attached to those motifs
which they will use to express their situation and idealized response
Ur.xder these conditions some pictorial motifs (plum among thern)'
g?amed unprecedented expressive force but lost much of their former
richness of association. As scholar-painting took up the burden of
cultural morality, the kind of erotic peetry that Yang Mei-tzu and
Yang Wu-chiu inscribed on plum paintings during the Southern Sung
all but disappeared from the Yiian repertory of ink-plum inscriptions.
That is why students of literature may see plum blossoms and think
f)f the slender, radiant ladies, erotically-gifted and nostalgically recalled
in Sung song lyrics, while art historians see resistance, endurance
fmder adversity, and survival with unimpaired integrity manifest in
icy, white blossoms. It is not that these meanings were invented by
Yiian scholar-painters. Rather, it is the case that these definitive Yiian
readings of the pictorial image eclipse all other associations, even

"™ For the relationship between painting and poetic inscript; i
n » n'
Yiiz!p nnovations, see Shih Shou-ch‘ien,g“Ercnll)iocﬁsm in Lal:lt:I(;ca;:de:maﬁy
Ch ien Hsiian" {l_’h.D. diss. Princeton U,, 1984), 6—7 and 236—66.; and see Robeg:t Ey
Harrist, Jr., “Ch'ien Hsiian’s ‘Pear Blossoms': the Traditions of Flower Painﬁné
and Poetry from Sung to Yian,” Metropolitan Museum Journal 24 (1987): s3—7a.
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those that were most pervasive before the fall of the Sung dynasty.

No genre was more profoundly affected by the union of pictorial
image and poetic inscription than was ink plum. Here the formal
and expressive demands of scholar-painting converged with the op-
portunities offered by the plum’s particular morphology. We may
consider that ink plum’s popularity among the Yiian scholars may be
attributed, in no small part, to the ease with which the tree’s branches
could be adapted to frame an inscription. Under these conditions,
the diagonal compositions favored by Sung painters (figs. 3 and 4)
gave way to sweeping curves (fig. 5) designed to receive calligraphy.
The integrated inscription permitted the ¥han ink-plum painter to
generate a considerable range of meanings and nuances from a very
limited number of formal elements by using his text, as Sung Pojen
did in Mei-hua hsi-shen p'u, to direct his viewer’s reading of the pictorial
image. Thus, pictorial image and poetic inscription together construct
Yian iconography.

A fourteenth<century biographer of the ink-plum master Wang
Mien observed of his mo-mei practice: “Once the painting was done,
he always personally inscribed its surface. In every case he availed
himself of the picture to manifest his ideas.” The biographer goes
on to narrate a celebrated incident that demonstrates dramatically
that Wang’s contemporaries had come to expect that the artist might
visually and verbally encode his message in painting and had become
accustomed to looking to the inscription for the key to his intention,
During his stay at the Yaan capital late in the 13405, Wang Mien
inscribed a plum painting with a couplet that read, “Icy blossoms,
one by one, clustering like jade/ The barbarian flute 78 blows, but

cannot blow them down.” When the scroll was unrolled, “onlookers
all bit their tongues and cowered and dared not speak with him
again,” or, in another account, “some took it to criticize the times
and made 1o seize him. One night he took to his heels and fled.”®

*! Hsi Hsien B (fl. late—14th c.), Pai-shih chi-chuan BEIM (pref. dated
1350; records events that occured no earlier than 1359), as printed in Litai hsigo-shik
B3, comp. Li Shih ZEW, (photolith rpt. of Ming-era edn., Pai-pu ts'ung-shu
chi-ch'eng edn.), p. toa,

"2 Paishik chi-chuan, p. 10a. The couplet and the first quoted description of
people’s response are translated from a biography, textually parallel to Hsii's, that
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What was so provocative? In plum poetry when the barbarian flyte
blows, the blossoms fall down. Wang Mien’s couplet represents
potentially significant inversion of the cliché that his non-Chimgs:,l
hosts may have found suspect, if not seditious.

That Wang Mien intended this painting as an anti-Mongo]
statement is problematic to say the least. All indications are thatghe
was looking for work at the capital. Nevertheless this story reminds
us that from Wang Mien’s time on, the poetic inscriptions that had
become part of scholar-amateur painting were not idle elaborations
on pictures but could direct the reading of the painted image, could
empower it, and evidently did so. People took them seriously, A
myriad perfunctory inscriptions notwithstanding, in the hands of 5
master with something on his mind, the coordination of pictorial
image and poetic inscription made scholar-painting an effective vehicle
for communicating significant concerns, among them political com-
ment.

Wang Mian painted mo-mei during the period in which the
genre achieved what proved to be its definitive stylistic and icon-
ographic form. We can see how he characteristicallty coordinated
poetry, calligraphy and painting by examining “Ink Plum” (fig. 5). Its
!:)lossf:om-laden bough graciously curves downward to frame the artist's
inscription:

Blustering, the north wind can blow 2 man down;

Everywhere there is sand and dust.

Only the solitary plum tree is pure and noble;

Reflected in the water, its opening blossoms are, each one,
true.

Thi's e_vocation of a solitary plum, preserving its purity and blossoming
amlq icy blasts is not in itself remarkable. Nevertheless, we probe for
special meaning. Why? Because our expectation is that such a work

of Chang Ch'en IR (fl. late-4th ¢.), “Wang Ya " E i
ng. ! J. g Yoanchang chuan” T2, in
Chu-chi hsien-chih S5 BREE (0.p.: 191) o, P- 19b. The second quoted response is
transtated from the account of this incident in Wang Feng X % (1319-1388), “T'
Wang Mien mo-mei yu yin REXRRHS], in his Wu-hsi chi IEEX, in Chihpu-
tsv-chai ts'ung-shu 17 2 W88 (Pai-pu s’ung-shu chich’eng edn.) 5, p. 86b.
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by such a man at such a time will embody a universal or personal
message and will supply clues for the viewer to find it. This shared
expection is attested by a voluminous traditional literature of critical
texts and painting colophons through which successive generations
of Chinese scholars searched for, revealed, discovered, or empathet-
ically invented the meanings that the artist embedded in pictorial
images and poetic inscriptions.'®

To interpret Wang Mien’s meaning, we start with his life and
socicty. Wang Mien probably made this ink plum in the mid-to-late
13508 when he withdrew into the Chiu-li /LR mountains (modern
Chekiang province), away from the battling between Chang Shih-
ch’eng L ¥ (1321-1367), nominally representing the Yian govern-
ment, and Chu Yiian-chang (1328-1398), the future founding emperor
of the Ming (r. 1368-1398). This casts a certain light on the agitation
apparent in Wang’s brushwork and evoked by the opening couplet
of his inscription. He counterbalances a real anxiety with the serenity
of his pictorial image, all slow curves and placid washes, and with the
ideal image of his quatrain’s closing couplet. We know that during
this period of seclusion Wang Mien was biding his time, waiting for a
chance to take a role in dynastic events, eventually presenting to the
forces of Chu Yaan-chang his strategy for taking the city of Shao-hsing
A

Now, perhaps we wish to read the “North” in “the north wind
can blow a man down” in a more pointed way. Ming and Ch’ing
scholars did. Like his “Barbarian flute . . . cannot blow them down”
couplet, the quatrain inscribed on his “Ink Plum” played a significant
role in the creation of Wang Mien’s persona. As the Ming rewrote
history and elevated Wang Mien to the status of anti-Mongol patriot,
the quatrain was widely circulated, but with a difference — the text
of its second couplet was changed to read:

When the barbarian boy freezes to death at the Great Wall
Only then will Chiang-nan again have spring.

' On the accretion of interpretations developed through successive colophons,
see Chu-tsing Li, “The Freer Sheep and Goat and Chao Meng-fu’s Horse Paintings,”
Artibus Asiae 30 (1968): 379—326.
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It was specifically this version of the poem that was set into a politica]
frame. Legend claimed that Wang Mien composed it at the order of
the emperor upon his granting Wang the long-awaited first meeting, 124
Again, the poem and the circumstances are problematic. Nevertheless,
it became part of Wang Mien’s legend, entered the ink-plum annals,
and entered also the apocryphal history of the founding of the Ming, '

Wang Mien, his painting, and these emblematic anecdotes
seem paradigms of the late-Yilan situation as we have come to under-
stand it. Wang Mien typically is seen as an anti-Mongol activist and 5
helper to the Ming founder. The integration of image and inscription,
as exemplified by his work, was a development with profound conge.
quences for the history of Chinese painting. Historians view thae
achievement, together with the erection of an iconography of virtye,
as Yuan innovations. Typically, they are interpreted as developments
demanded, or at least decisively accelerated, by the need of Chinese
scholars under alien rule to develop a covert language of protest,
This, with some qualifications, is so. Yet the process was not so clear,
and the innovations were not entirely unprecedented.

Upon close examination, Wang Mien’s writings and his biog-
raphy reveal him not as an anti-Mongol agitator (indeed his writings
are largely free of racist slurs and he valued non-Chinese friends who
were highly placed in the Yiian government), but rather as a man
who aims traditional protest poetry against bad government. His target

™ Versions recorded in, €. g., Yeh Sheng #8% (1420-1474), comp., Shui-tun,
Fh-chi AR B (between 465 and 1471), typeget, punct. edn.7(based 0F:1 1680 'l"z'ug-'r
shu-lou B3#% edn., suppl. by Hung-chih [r488-1505] Hstishih % edn.), in Yian
Ming shih-liao pi-chi tsung-k'an L SR 3R] (Peking: Chung-hua, 1980) 6, P
70, and Lang Ying BBBE (u87—ca. 1566), comp., Ch'i-hsi lei-kao TEBEMW (566+),
typeset, punct. edn. (based on 1775 edn. collated with original Chia-ching [1522-67]
edn.), in Yang Chialo, gen, ed., Chung-kuo hiieh-shu ming-chu THERAE, 6h
ser.; Tu-shu cha-chi ts'ungh'an W STAIRP 2d. ser. (Taipei: Shih-chieh, 1984) 19,
P 4|46, under “Shan-nung chih shih” (L B 0% {"Wang Mien Criticizes the Times™).
_ f Significantly, Lang Ying returns to this quatrain and (erroneously) reattributes
its authorship to the Ming founder; Ch'i-hsiu leikao, 31, p. 474, under “Mei-hua
shih.” For further discussion and references to this poem in Ch’ing anthologies
and other writings, see, Maggie Bickford, “Ink Plum,” in Mary Gardner Neill, ed.,
The Communion of Scholars, Chinese Art at Yale (New York: China Institute in America,
1982), cat. no. 48, n. 1, and my fnk pium, forthcoming, ch. 10. For the role of Wang
Mien’s couplet and quatrain in the formation of his persona and for problems of
their interpretation in traditional sources, see Chou Shac-hsien, cited above, n. go.
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is not an alien regime per s, but a government that fails in its respon-
sibility to nurture and protect the people. Wang Mien is the archetypal
outsider, the marginalized scholar whose selfless idealism and self-
centered ambitions are fused in his aspirations to serve the state.
Thwarted, he keeps trying to make a difference and one of the many
ways in which he tries is through the words and images of plum
painting. Song Pojen, although he held minor office, also stood at
the margins where, alienated and aspiring, he saw wrongs all around
him but was unable to correct them directly. Perhaps his only recourse
was through his little book.

Both Song Po-jen and Wang Mien committed their concerns
to plum-blossom pictures matched with poems. However, the world
of politics and painting changed during the intervening century.
Both were outsiders, but Wang Mien was less alone because during
the Yuan the Chinese scholar-elite as a whole had become outsiders.
It was under these conditions that moralistic plum-blossom meanings
and the practical strategies for expressing them through a special
kind of painting took hold, flourished, and rose to dominate the
image and the import of the flowering-plum in Chinese painting.
That Song Po-jen’s political meanings and word-and-image method
need (o be excavated while Wang Mien’s are assumed is a measure of
how decisive Yilan developments proved to be in the history of Chinese
art.

Song Po-jen is a precursor, not a progenitor, of the Yian
scholar-painter and his book remains ku-pen, an isolated instance. It
attests, nonetheless, that before the Mongol conquest and the situation
that it created for scholar-painters, there existed a plum-blossom
idiom of loyalty and protest, together with an effective strategy for
developing and enforcing such readings through the manipulation
of image and text. Brilliantly realized by the Yiian masters, this political
idiom and the strategy for embedding meaning in and retrieving
meaning from the images of scholar-art already were at work in the
Southern Sung world of Sung Pojen’s Mei-hua hsi-shen p'u.
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BIBLIOGRAPHIC APPENDIX
Mei-hug hsi-shen p'u was completed ca. 1238, in two ch., and reprinted in 1261

The author's preface is undated. A postface by Yeh Shao-Weng is dated 1238,

Following the author's preface is a publisher's colophon dated 1261, identifying the
edn. as a reprint by Shuang-kuei t'ang MEER of Chin-hua $5 (Che-kiang).

Sung’s book is not recorded in Sung-era bibliographies. The bibliophile Ch'ien
Tseng $8% (1629-1699+) was the first to record it in his Tu-shu min-ch’iu chi £ Y
REG(first printed in 1726). Thereafter Mei-hua hsi-shen p'u appeared in catalogs
and other writings by such bibliophiles as Ch'ien Ta-hsin BRAT (1728-1804), Huang
P'ei-lich % F 3| (r763-1825), Juan Yian (1764~1849), and Yu Shao-sung 5, 19
Eariier in this century, the Shanghai Museum’s 1261 “‘Shuang-kuei Cang” rpt. edn,,
currently the only known Sung copy, was owned by the eminent collector and
connoisseur Wu Hu-fan B#, (1894-1963).'F

Mei-hua hsishen p'u was redrawn, reformatted, and reprinted in Chik-pu-tzy
chai ts'ung-shu 51752 WMF, compiled by Pao T'ing-po AFEM (pref. 1766). This
inferior edition was very Popular and has been reprinted in several modern col-
lectanea, including Ts'ung-shu chi ck eng B, Meishu ts'ung-shu EHTH#, and
Eshu ts'ung-pien WHTHE. New wood-block editions that carefully copied the Sung
edition also were issued. A phote-lithographed facsimile reproduction of a high-
quality wood-block reproduction owned by Kao Shih-hsien ST EF B (1878-1952) was
issued by Shanghai Chung-hua shu-chii in 1928."™ A handsome photo-lithographed
facsimile of Wu Hufan’s copy was printed by Commercial Press in 1938.'*

** See Ting Fu-pao T#E# and Chou Yunch’ing R W, comps., Ssusu tsu
i-shu pien VIR GBUTE (1957; rpe. Peking: Wen—Eru, 1984), vol. fs p- 774112:‘andn$;.‘
4 p. t6a, and Fu Hsi-hua Mg, “Chung-kuo pan-hua yen~chiu chung-yae shu-mu”
PEREFTEEESE, in Ting and Chou, Ssu-pu tsung-ii, vol. 4, p- 182a. Colophons
and catalog entries are collected in appendix to the Shanghai Chung-hua 1928
edn. of MHHSP. Juan Yian's entry in Ssu-ku wei-shou is cited above, n. 98. Also see
Y Shaosung, comp., Shu-hua shu-du chieh-i REBERB (Peking: 1932; rpt. Hong
Kong, 1968) 2, p. 19a. In remarks on MHHSP, Ch’ien Ta-hsin noted that “Asi-shen” is
the Sung vernacular equivalent of hsieh-hsiang B, “to take a likeness: to paint a
portrait.” His observation is reflected by my translation here and by my earlier
translation of this title as “Manual of Plum-biossom Likenesses,” in Bickford, Bones
of Jade, cat. no. s2a. For Ch’ien’s remarks and for speculation on possible nuances
of the term Asi-shen, see Tanaka, “(S6hon) Baika kishin fu” (cited above, n. 2), pp.
zrz::;. For ather translations of the title, see above, n. 1.

28 I examined the book at the Shanghai Museum in 1980 and 1986,

Sung Hsilehyen Mei-hua hsi-shen P 2 5 Following Ting and Chou, Ssu-pu
tsung-lu, vol. 1, p. 774b, and others, I mistakenly considered this a facsimile of the
Sul;lg rpt. edn.; Bones of Jads, cat, no. 52a.

Sung pen Mei-hua hsi-shen p'u, in Chang Yaan-chi BFTH, et al., comps., Hsii
ku-l tsunpshu M 5IZME, no. 46 (Shanghai: gommercial Press, 1938). The car;touche
facing the the title page notes: “Shang-hai Han-fen-lou ying-yin Wu-hsien Wu-shih
Meiying shu-wu ts'ang Sung pen” LRI RYARRRCRRER A,

224

STIRRING THE POT

The bibliographical lacunae notwithstanding, transmission of Mei-hua hsi-shen
#’u material can be traced to the mid-14th ¢. when, as earljer noted, Wu T ai-su
incorporated its contents, redrawn and reformatted, into his encyclopedic Sung-chai
meip'u of ca, 1350." Thus incorporated, materials from Mei-kua hsi-shen P'u were
transmitted with Sung-chai meip'u through numerous recensions and adaptations
in later painting manuals. Wu presented it together with three t'aip’u that are
unambiguously practical, illustrated “how-to”™ texts. Wu's mei-f'y, in turn, formed
the (unacknowledged) foundation for many other books on painting. These four
texts were taken from Sung-chai mei-p’u (or from an unknown intermediary based
on it), redrawn, and presented as the painting manual section (ck. 26) of Wang
Ssu-i's TR (late 16th—early ryth c.) Hsiang-hsich lin chi TFEHM of 1603, the
largest and most comprehensive extant mei-p’u Here the Mei-hua hsi-shen £ material
is titled “Fan Pu-chih t'u-chiieh FE#i2 Mk (“Fan Pu-chih’s Painting Secreu”),
Fan Pu-chih, I believe, was a confation of Fan Ch'eng-ta JERLX (1126-1193; author
of the botanical flowering-plum treatise Fan-ts'un mei-p'u 75FHH5388) and the painter
Yang Pu-chih {Wu-chiu)."™

With the plum-painting manual Lo-fus huan chih BIFLIK, compiled by Chou
La-ching AR  and collected in his Fmen kuang-tu TBPIEE of 1597, the use of
imagistic titles came full circle. Sung Po-jen’s plum-blossom rubrics reverted to
typological terminology here: twenty Ma-hua Asi-shen pu titles, now severed from
their matching verses, were printed alongside model blossoms, where (along with
bluntly diagnostic captions such as “Front,” "Back,” “Inverted,” “Diagonal”™) they
served merely as labels for painting motifs.'*

** MHHSP forms chiian 4 of SCMP, which in the Asano ms, copy comprises 84 of
the original roo illustrated items.

¥ For the relationship between SCMP and Hsiang-hsiieh lin chi, see Shimada,
“Kaidai Asano hon Shosai baifu ni tsuite” #REEHEF A EMEE L D4 T, in idem,
annot., Shasai baif, pp. 27-34. The order and drawing of MHKSP material in
Hsiang-hsieh lin chi are clearly dependent on SCMP sections omitted from the
Asano copy are included here. Photographs of ch. 26 of the abridged copy in the
Naikaku bunko RIS (Cabinet Library) are deposited in the phot. collection
of the Far Eastern Seminar, Dept. of Art and Archaeology, Princeton University.

" Lofu huan-chih, printed in Lmen kuang-tu, ch. 34 (Facs. rpt. of Wan-li edn.;
Peking: Shu-mu wen-hsien, publisher’s pref. 1990). Also see Ting and Chou, Ssu-pu
ssung-hy, vol.4, no. %09, pp. 176b—77a,
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uced by permission of the Museum,
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sed sequence of the book's program
follows the hife-cycle of the flowering
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Figure 2. Comparison of Plum-Blossom Hlustrations: Selected Ieaves Srom Sung-chai me;_,.
. and Mei-hua hsi-shen p'u "Pu
Top row: from an anonymous tar-p'u ("typology manual™} in Wu T'ai-su’s Sung-chai me;

comp. ¢a. 1351; Asano ms. copy (16th c.), Hiroshima Ceniral Cicy Li . o ey,
Library, after Shisai baifu (see n. 16). eniral City Library: by Ecrmm'r’“ of thy

Middle row: from version of Mei-hua hsi-shen £ In Asano ms.
Bottom row: Mei-hua Asi-shen pu, 1261 wood-block rpt. edn. (see appendix).
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